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he exhibition "Icons from the Orthodox Communities of Albania. Collection of the National 

Museum of Medieval Art, Korcë", held at the Museum of Byzantine Culture in Thessaloniki, is an 

event of great importance from many points of view, over and above its visual interest. The exhibi

tion is the crowning achievement of a programme of inter-state collaboration between the Museum of 

Byzantine Culture, the European Centre for Byzantine and Post-Byzantine Monuments, and the National 

Museum of Medieval Art of Korcë, which has been completed with great success: a five-year programme at 

many levels, covering the spheres of conservation, training, academic research and museum presentation, it 

was carried out entirely in the excellent Museum of Byzantine Culture, which has recently been awarded 

the Council of Europe Museum Prize. 

During these five years a good number of Byzantine and Post-Byzantine icons of outstanding artistic and 

historical importance from the Korcë Museum were conserved in exemplary fashion: conservators from 

the Albanian museum were trained in new methods and technologies in icon-conservation; an imaginative 

exhibition was mounted, presenting the conserved icons -with the aid of technology- in the context of the 

monuments and their places of origin; finally, the present, tasteful catalogue was compiled, the content of 

which makes a contribution to academic research. The achievement of all the above was made possible 

by the harmony, inspiration and zeal with which many people from both sides worked together. 

The programme is important from many points of view: it has contributed to the preservation of works of 

art of the Byzantine heritage, which is a substantial component of European civilisation; it has promoted 

collaboration between the two countries in the sphere of culture, through the transfer of the relevant tech

nical expertise to our neighbours; and it has enhanced the -historically rooted- role played by 

Thessaloniki in the Balkans as a reference point of culture and development, since the two Greek institu

tions involved in the programme -the Museum of Byzantine Culture and the European Centre for 

Byzantine and Post-Byzantine Monuments- are based in this city. 

In the restless world of today, collaborative ventures of this kind promote the unifying role of culture as a 

sure channel of communication and mutual understanding. Endeavours of this nature should therefore be 

encouraged and continue. 

Τ 

GEORGIOS VOULGARAKIS 

Minister of Culture 
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FOREWORD 

To the exhibition 

«Icons from the Orthodox Communities of Albania. 

Collection of the National Museum of Medieval Art, Korcë» 

O
ver its centuries-long history, the Byzantine empire was a multi-national state whose administra

tive system was based on the Roman legal tradition, and in which the main cohesive links were 

the Orthodox Church and -from the 6th century onwards- the Greek language. 

In line with this ecumenical dimension of the Byzantine empire, the European Centre for Byzantine 

and Post-Byzantine Monuments (ECBPM), a Legal Entity of Public Law under the supervision of the 

Greek Ministry of Culture and in collaboration with UNESCO, the Council of Europe and other European 

and International Bodies, is broadening its horizon to include the study and care of Byzantine monu

ments preserved throughout the entire space to which the Byzantine empire extended from time to 

time, or which was exposed to its artistic influence. The main thrust of this objective is to make a con

tribution to the study, preservation and projection of this cultural heritage, which is of such great value 

to the entire world. The further aim is to help to link together the individual peoples that are heirs to 

this tradition, within their own national borders, of course. This contribution is particularly important in 

that it is achieved through works of art that give form to the most profound stirrings of the soul, and 

especially of religious art, which is a response to its existential questions. 

The exhibition of Icons from the Orthodox communities of Albania from the collection of the 

National Museum of Medieval Art in Korcë, which is held in the splendid Museum of Byzantine Culture 

in Thessaloniki, is an event characteristic of this vision. 

The icons from the Korcë Museum selected by Dr. Anastasia Tourta, Director of the Museum of 

Byzantine Culture and member of the Board of Directors of the ECBPM -who travelled many times to 

Albania to this aim-, were conserved in the modern, excellently equipped laboratories of the Museum 

in Thessaloniki by Museum conservators, under the supervision of the conservator Dimitra Lazidou, and 

by Albanian conservators training in modern techniques and methods. 

The benefits accruing from the enterprise were the training of conservators, the use of advanced 

technology for research, and, finally, the conservation of eighty-eight icons of Byzantine style dating 

from the 14th to the 19th century. The icons bear Greek inscriptions, providing further evidence for the 

cohesive power of the Orthodox religion and the Greek language, and of Greek education and culture 

in general, in this region during both the Byzantine and the Post-Byzantine period. 
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This endeavour is not an isolated event in Albania. The ECBPM, in collaboration with Anastasios, the 

Archbishop of Tirane and all Albania, is restoring the church of the Dormition of the Virgin at Zervati, 

a project that is nearing completion. 

It is our hope that the collaboration on the preservation of Byzantine and Post-Byzantine Monu

ments in Albania will continue and be expanded. 

The activities of the ECBPM also extend to other Balkan countries (Serbia, the Former Yugoslav 

Republic of Macedonia, and Bulgaria), as well as to Middle-Eastern countries (Jordan, Syria, and Palestine), 

combining scientific research (e.g. excavations), with rescue interventions (e.g. conservation of mosaics) 

and education (University of Damascus). 

At the purely academic research level, we may note, by way of example, the creation of a database 

on the Byzantine Monuments included in the UNESCO World Heritage List, the research programmes car

ried out in collaboration with the University of Princeton on the role played by architecture in paintings, 

which will lead to a major exhibition entitled "Architecture as Icon", and the "Anna Komnini" programme 

of electronic archiving, in the context of the Information Society. 

The ECBPM feels that through these activities it is paying, on behalf of Greece, part of its debt to 

the study, preservation and projection of the Byzantine heritage in its ecumenical dimension, since it 

enjoys the good fortune, and also the responsibility, of keeping alive the two main cohesive links of 

Byzantium: Orthodoxy and the Greek language. 

Professor NIKOS ZIAS 
President of the Board of Directors, 

European Centre for Byzantine and Post-Byzantine Monuments 
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PROGRAMME OF CONSERVATION AND DISPLAY OF ICONS 

FROM THE NATIONAL MUSEUM OF MEDIEVAL ART, KORCË, 

THE CHRONICLE OF A COLLABORATION 

T
he exhibition "Icons of the Orthodox Communities of Albania. Collection of the National 

Museum of Medieval Art, Korcë" brings icons from our neighbour to Greece for the first time. 

The icons come from the central and southern, preeminently Orthodox regions of the country, 

and cover a chronological span of six centuries, from the 14th to the 19th, offering a panorama of the 

religious painting that developed in these areas. 

The icons of the 14th-15th century are mainly from the area of Korcë, from the hermit's retreats at 

Great Prespa A distinctive kind of monasticism developed here at this period and retreats were built in 

inaccessible caves on the lakeside. Many of these retreats are still preserved in both the Greek and the 

Albanian section of the lake. The icons, and also the wall-paintings that adorn them, are ascribed to the 

activity of workshops at Kastoria and Ohrid, and some of them reflect the Palaeologan art of Constanti

nople. After the conquest of the state of tsar Samuel by the emperor Basil II, the autocephalous arch

diocese of Ohrid was founded in 1019/20, centred initially on Prespa and later on Ohrid. In Byzantine 

times, it was an advanced outpost of imperial diplomacy in the Slav world, and its spiritual leaders were 

men of learning who were sent here from Constantinople. 

The provenance of the Post-Byzantine icons in the exhibition covers a wide geographical range, the 

northernmost boundary of which is Tirane. They attest to the continuity of the Byzantine tradition in the 

religious painting of the Balkans after the establishment here of the Ottoman Turks, with Orthodox 

Christianity serving as an element unifying the subjugated peoples. They also reveal the ease with which 

painting trends and schools were disseminated, and the mobility and travels of painters within the vast 

area of the Ottoman empire. They emphasise the authority and prestige throughout the Orthodox world 

of Mount Athos, with some of the icon painters working at the monasteries there, and also the wide cir

culation of Cretan icons, some of which travelled as far as the Balkan hinterland. The Greek inscriptions 

on the icons, some of them very long, provided valuable factual and prosopographical evidence and 

emphasise the power of the Greek language -the language of the Church and scholarship- amongst 

painters, commissioners, and recipients of icons, irrespective of their nationality. 

The exhibition sets the seal on the five-year programme of collaboration between the Museum of 

Byzantine Culture and the European Centre for Byzantine and Post-Byzantine Monuments, and the 

National Museum of Medieval Art of Korcë. 



This programme, which is a paradigm of inter-state, cross-border collaboration, as its successful 

completion demonstrates, was set in motion and completed thanks to the shared perception, will, enthu

siasm, and desire to participate and contribute, of a group of individuals from both the Greek and the 

Albanian side. It owes its start to the inspiration of a man who possesses a heightened awareness of 

his mission: the General Consul of Greece in Korcë in 1999, a very difficult time for our neighbours, who 

were experiencing the consequences of the war of Kosovo. It was to Nikolaos Garilidis, then General 

Consul of Greece in Korcë, that the Director of the National Museum of Medieval Art first turned, seek

ing help to save 6,500 icons in his museum. Garilidis took administrative action and, through his author

ity and the confidence enjoyed in him by the personnel of the Korcë Museum, cultivated the idea of 

collaboration, allayed the museum director's fears about taking the icons to Thessaloniki, and support

ed the programme in every possible way, particularly during its first, difficult steps. 

The programme of collaboration, approved by the responsible Ministries of Culture of the two coun

tries, began with a pilot project. This involved the conservation of 88 icons from the Korcë Museum in 

the laboratories of the Museum of Byzantine Culture, the training of conservators from the Albanian 

museum, and the organisation of an exhibition with the conserved icons. The icons were selected by 

the undersigned on the basis of their antiquity and artistic value, the extent to which their state of preser

vation was critical, the degree to which they were representative of schools and trends of painting, and 

their potential interest to the Greek public. The icons were taken in four stages to Thessaloniki. During 

the five years that their conservation lasted, the conservators of the Korcë Museum -graduates of the 

Advanced School of Fine Arts at Tirane with no expert knowledge of conservation- had the opportu

nity to follow and participate in various stages of icon-conservation, thanks to a rolling programme of 

visits to Thessaloniki, with two conservators at a time spending periods of two months there. 

Thanks to the high level of training and the experience of the conservators of the Museum of 

Byzantine Culture, and also to the specialised technical equipment of its laboratories, hidden 'secrets' of 

the icons that were not visible to the naked eye were revealed, the problems from which each was suf

fering were diagnosed, and the appropriate conservation method was selected. In order to deal with the 

special problems, the Museum collaborated with distinguished Greek institutions in the sphere of the 

investigation of artworks, such as the Physical and Chemical Methods and Techniques Laboratory of the 

Department of the Conservation of Antiquities and Artworks in the Athens Advanced Technical Institute, 

the Ormylia Diagnostic Centre for Artworks of the Holy Coenobium of the Annunciation at Ormylia, 

Chalkidiki, and the Materials Analysis Laboratory of the "Demokritos" Nuclear Physics Centre [EKEPHE]. 

Thanks to the programmes of the General Secretariat of Research and Technology of the Ministry of 

Development, the Museum carried out a supplementary programme devoted to the "Technical Investi

gation of Post-Byzantine icons in the National Museum of Medieval Art in Korcë by non-destructive meth

ods". All the above will be published in a bilingual (Greek and Albanian) handbook on which the Museum 

conservators are working, which will give detailed descriptions of the procedures for diagnosing, con

serving and restoring the icons of the Korcë Museum. I believe that, given the lack of a relevant bibliog

raphy in Albanian, this will be a useful tool for the conservators of the Korcë Museum and for others 

besides, and will bring the programme of conservation to completion. 

The programme was beneficial for everyone at many levels. The conservators of the Korcë Museum, 



in addition to receiving up-to-date information and training in conservation matters, had the opportunity 

to work in a contemporary museum, to form an awareness of its activities as a whole, and to appreci

ate the interdependence and collaboration between its main sectors -that is conservation, preservation 

and storage, and display. For their part, the conservators of the Thessaloniki Museum broadened the hori

zons of their experience by dealing with conservation problems that were a new challenge for them. As 

we conserved these sorely-tried icons, many of which still bear the marks of the public fires to which 

they were condemned by the storm of the 'cultural revolution' of 1967 in our neighbouring country, we 

all recalled once more that a museum struggles against time and oblivion, that it is a place that pre

serves and protects memory. For, during the conservation process, we often felt that we were touching 

the stories of men of the past, as, from the rotting wood and burnt polish, there emerged figures of saints, 

names of painters, and the supplications of donors, The Lady of the Angels', 'the hand of Onouphrios 

of Cyprus'... 'Markos, thy servant and fervent suppliant', and exhortations 'remember kindly'. 

The most important achievement of the programme was in the field of human relations, since our 

shared efforts in a joint cause provided an opportunity to overcome mutual prejudices and reservations, 

to create ties and a precious store of confidence and trust that I believe will be maintained in the future. 

The programme -which all the signs suggest will be repeated with other Balkan countries- justified 

two of the founding aims of the Museum of Byzantine Culture, to become a reference point for mat

ters involving the safeguarding, investigation and study of Byzantine and Post-Byzantine culture, and to 

build cultural bridges with countries with which we are bound by the substratum of the ecumenical 

Byzantine civilisation. 

DR. ANASTASIA TOURTA 
Director of the Museum of Byzantine Culture 



N A T I O N A L M U S E U M O F M E D I E V A L A R T , K O R C Ë 

he National Museum of Medieval Art opened in 1980 and is located in Korcë, the largest town in 

south-east Albania situated some 180 kilometres from the capital, Tirane, and 30 kilometres from 

the border with the Former Yugoslav Republic of Macedonia. The numerous exhibits and other 

objects belonging to its collections are historical, cultural and artistic treasures of the medieval period 

and are associated mainly with the Byzantine and Post-Byzantine cultural heritage. The artefacts, made 

of stone, metal, wood, cloth, paper, etc. are representative of the artistic wealth and complex values of 

the region and project, inter alia, the indigenous nature and integrity of the Albanian nation through the 

language of art. 

As a result of the circumstances under which it was created, the collection is one of the largest in 

existence in Albania. It contains 6,500 items rivalling in quality the works of Byzantine and Post-

Byzantine art created in those of Albania's neighbours that formed part of the Byzantine empire. In 1967, 

the dictatorship, in the name of communist atheism, prohibited all forms of religious expression and 

closed all houses of worship accommodating the different religions. Abandoned to the mercy of fate, 

many important religious buildings were destroyed, burned down, looted or abandoned, along with their 

contents. This difficult period may be regarded as one of the most savage periods of 20th-century 

Albanian iconoclasm. It was under these circumstances, a few years later, that a group of intellectuals, 

scholars, restorers and academicians managed, at great personal risk, to assemble some of the sur

viving treasures of these institutions, primarily icons, together with a variety of other religious objects, 

thereby preventing them from being lost or destroyed. These objects were then placed in the former 

cathedral of the town, which was converted into a Museum, in which they remain to this day. It is not 

known with any certainty whether the number of items lost was greater than that of those salvaged, 

though this is entirely credible, nevertheless the preservation of this precious heritage, which is now 

safely kept and properly studied, represents a courageous, civilised act by those who rescued it and 

created the National Museum of Medieval Art. 

The main activities of the National Museum of Medieval Art include the display and public promotion 

of the objects, their protection, conservation and restoration, research and academic work, and also nation

al activity. The Museum possesses a permanent exhibition gallery in which are displayed about 200 art

works, a number of research and conservation laboratories, storerooms, and a simple system for con

trolling the atmosphere. It employs dozens of workmen, specialists, conservators, managers and scien

tists. The present exhibition displays a sample of the most important works of various periods and artists, 



some named and others anonymous. Amongst them, we may single out icons of the 13th and 14th cen

tury and masterpieces executed by leading painters such as Onouphrios, Nikolaos, Onouphrios of Cyprus, 

Konstantinos the Teacher, Konstantinos the hieromonk, Konstantinos of Spatheia, David of Selenitza, and 

the Tzetiris brothers, a family of painters from Korcë, as well as other pieces created by painters who 

worked in Albania and elsewhere.The National Museum of Medieval Art is visited by a significant number 

of art-lovers, travellers, as well as local and foreign students. It is accordingly an undisputed point of ref

erence for researchers, historians, theologians and Byzantinists from all parts of the globe. The Museum 

enjoys artistic and academic relations with many similar institutions in the Balkans and Europe in gener

al. It exploits its own collections and also collaborates with various Albanian art galleries and institutions 

in the organisation of international exhibitions in France, Germany, Italy and elsewhere. 

The Korcë National Museum of Medieval Art, the Museum of Byzantine Culture in Thessaloniki, and 

the European Centre for Byzantine and Post-Byzantine Monuments have for many years engaged in a 

unique programme of academic collaboration that has recently been concluded and crowned with com

plete success. This demonstrates in the best possible manner that when mutual goodwill, understanding 

and enthusiasm are put before unjustified social and political differences, no artificial barrier can stand 

before the bridges of the ecumenical messages linked with art. This collaboration also cultivates co-oper

ation in the effort to encourage material and cultural values in a more global, varied and multi-cultural 

European space, while at the same time preserving the identity and authenticity of these values. 

Noteworthy amongst the mutual influences and obligations arising from this joint venture are the 

comparison and exchange of experience in matters relating to management, study and administration, 

the improvement of technical specifications, the materials and methods of conservation, the organisa

tion of exhibitions, the publication of catalogues and the establishment of ongoing relationships with a 

view to future collaboration. 

I would like to take this opportunity of thanking: 

Eftychia Kourkoutidou-Nikolaidou, Director of the European Centre for Byzantine and Post-Byzantine 

Monuments, for her generous assistance. 

Anastasia Tourta, Director of the Museum of Byzantine Culture in Thessaloniki, for her part in the 

joint organisation of the programme. 

My thanks also, to the experts of both these museums who contributed, with such dedication and 

professionalism to the success of this venture. 

LORENC GLOZHENI 

Director of the National Museum of Medieval Art, Korcë 





RELIGIOUS PAINTING IN ALBANIA 

FROM THE 10ΤΗ TO THE 19TH CENTURY 

T
he medieval painting of Albania has not been investigated 

to the same degree as architecture or sculpture contem

porary with it, and a large part of the relevant material is 

practically unknown. No wall-paintings of any note dating from 

the Middle Byzantine (9th-12th century) period have been located 

to date. The finest 13th-century wall-paintings are to be found in 

northern Albania, the most important of them being the wall-paint

ings dated to 1272 from the Monastery of the Saviour, a 

Benedictine foundation at Rubik, north of Kroja. On the semidome 

above the apse is a depiction of the Deisis with the founder, a 

Catholic bishop or abbot, rendered on a small scale, offering a 

model of the church to Christ enthroned. The Annunciation is pre

served to left and right, on the front of the apse. The Communion 

of the Apostles is painted in an intermediate zone lower down, 

and in the lowest zone are frontal saints, some of whom wear the 

mitre and hold a bishop's staff of Latin type. Although the in

scriptions are in Latin, the willowy, stooping apostles of the 

Communion, with their identical postures, are of purely Byzantine 

style, and the restless drapery of their garments recalls the so-

called dynamic style of the late 12th century.1 In northern Albania 

at this period, wall-paintings of Byzantine style are found adorn

ing churches with Romanesque architecture. An exception is 

formed by the wall-paintings of a church at Zejmen near Lesh, 

where the bulky, individual saints wearing the typical clothing of 

Franks exhibit a close affinity with Romanesque painting. 

From the end of the 13th century onwards larger numbers of 

more important wall-paintings are found in the Orthodox church

es in areas of southern Albania. The extensive remains of the 

painted decoration of the triconch refectory in the Monastery of 

the Virgin at Apollonia are usually dated to the last twenty years 

of the 13th century. Very few monastery refectories preserve paint

ed decoration dating from the Byzantine period, and the refectory 

at Apollonia is the most important, from this point of view, after 

the refectory of the monastery on Patmos. The decoration is di

vided into three zones, as is frequently the case in churches. The 

bottom zone is occupied by an array of full-length saints, with 

scenes drawn from the gospels in the top zone, while the middle 

zone has scenes on the east side and medallions with saints on 

the north and south (no wall-paintings are preserved on the west 

side). Most of the scenes are related to readings or hymns for 

Lent. Only fragments of wall-painting are preserved in the katho-

likon of the monastery, a cross-in-square church with a large 

dome. On the east wall of the exonarthex is a wall-painting, pre

served in very poor condition, of Michael VIII Palaeologos, with the 

appellation New Constantine (also found elsewhere), his son 

Andronikos II, his grandson Michael IX, and members of the im

perial family, offering a model of the church to the Virgin2 The rep

resentation has been dated to 1281/2. 

The blackened wall-paintings executed in fine-quality art in 

the church of the Holy Trinity at Berat probably go back to the 

first quarter of the 14th century. An inscription on the south wall 

of the narthex refers to the emperor Andronikos Palaeologos. 

The anticlassical style of the 14th century, known from the 

wall-paintings of the Taxiarch near the Cathedral at Kastoria, is 

represented in Albania by, inter alia, the first phase of decoration 

of the church of the Virgin on the islet of Mali Grad in Lake 

Prespa (1344-1345), the wall-paintings in a small church of the 

Virgin near the village of Cerskë in the area of Leskovik, which 

have been dated to the end of the 14th century,3 and the cave 

churches of the Archangels, the Annunciation and the Virgin on 



the south-west shore of Lake Prespa, probably of the 15th centu

ry4 The second phase of the church of the Virgin at Mali Grad 

(1368-1369) and the wall-paintings in the church of Christ at 

Mborja, near Korcë (1390) bear strong iconographie and stylistic 

similarities with the wall-paintings of the church of Saint Atha-

nasios at Kastoria (1383-1384), whose donors were members of 

the Albanian Mouzakis family.5 This painting is inspired by the 

classicism of the wall-paintings by Georgios Kalliergis in the church 

of Christ at Veria (1315) and other ensembles, such as the slightly 

later wall-paintings of Saint Nicholas Orphanos in Thessaloniki. The 

wall-paintings of Saint Athanasios and of Mborja have been attrib

uted to the same painter, who worked with others at Mali Grad. 

Very few icons of the Byzantine period have survived in Albania, 

and those that are preserved are late in date. The majority of them 

come from the area of Korcë. The aristocratic Virgin and Child 

from Blashtojne near Lake Prespa (cat. no. 2), with her sorrowing 

mien, discreet free lights and the silver background characteristic 

of icons from west Macedonia, is dated to the 14th century and re

flects the Palaeologan art of Constantinople. A completely differ

ent ethos is exuded by the large icon of the Virgin Hodigitria from 

Mali Grad in Lake Prespa (cat. no. 5). The background here is 

ochre and the haloes vivid red. The rough figures represent the 

anticlassical art of an important workshop centred on Kastoria 

that flourished in the twenty years from 1485 to 1505 and spread 

to the west Balkans. At the top right can be seen the prophet 

Solomon wearing embroidered clothing and holding a scroll with 

the inscription: Η Σόφια οίκοδόμησεν έαυτοϋ (sic) οίκον ('Wisdom 

has built her house', Prov. 9,1). The Virgin's green kerchief with red 

fluting and white folds is unusual. The large icon of the archangel 

Michael, standing, holding the globe of the world and a bared 

sword has a silver background, which is commonplace in Pa

laeologan icons from western Macedonia (cat. no. 1). The sparse, 

broad lights assign the icon to the 14th century. 

The sanctuary doors from the cave church at Blashtojne near 

Lake Prespa, with the usual representation of the Annunciation, 

was probably made in a Kastoria workshop, since Korcë was an 

insignificant settlement at this period (cat. no. 3). Here, the back

ground is red and the haloes silver, and the angel stands, though 

he usually strides vigorously towards the Virgin. The Virgin, hold

ing a spindle, has risen from her seat and bows her head in a to

ken of submission to the divine will. Similarities may be observed 

with a sanctuary door in the Kastoria Byzantine Museum, which 

has been dated to the late 15th century6 The Annunciation on a 

small icon from the church of the Annunciation at Berat is com

pletely different: here, the angel runs towards the seated Virgin, 

while complex architectural structures rise in the background7 

The icon reflects the Palaeologan art of Constantinople, whereas 

the sanctuary door is the product of a local workshop. 

The icon of Saint Nicholas with twelve scenes from his life (cat. 

no. 4) may be compared with an icon with the same subject in 

Kastoria, dating from the early 15th century8 The pronounced styl

isation of the facial features of the main figure recalls icons from 

Kastoria, such as that of Saint Athanasios in bust, which is as

signed to the late 14th or early 15th century,9 and the contempo

rary icon of the same saint from Boboshticë.10 The inscriptions re

veal a limited knowledge of Greek. There is an interesting scene 

of decapitation at bottom right, in which the executioner seizes the 

hair of the condemned man, whose arms are immobilised. The 

small icon of Saint Athanasios of Alexandria (cat. no. 6) from the 

church of Saint Demetrios at Berat is another product of a local 



workshop of the 15th-16th century, in which a good model is fol

lowed, though the facial features are stylised in the extreme. The 

curls of the bushy beard recall a stormy sea, and four locks on 

the forehead form a cross. The setting of parts of the inscription 

in circles is a common practice in icons of western Macedonia in 

the 14th-15th century, an example being the icon of the Virgin from 

Mali Grad (cat. no. 5). 

The 16th century was a period when wall-painting flourished in 

mainland Greece. The dominant figures were the Cretan Theo-

phanis Strelitzas or Bathas, who worked at Meteora and on Mount 

Athos, and Frangos Katelanos of Thebes, to whose workshop su

perb frescoes in churches of Epiros, Thessaly and Macedonia are 

attributed. The most important painter of the area of what is now 

central Albania during this century is Onouphrios, priest and pro

topapas of Neokastro, who worked in Kastoria, Valsh, and 

Shelcan in the area of Elbasan between the years 1547 and 1554, 

and to whom wall-paintings at Berat and in the area of Prilep in 

northern Macedonia have been attributed.11 His figures are lean, 

standardised, with affected stances, complicated drapery, and 

stylised wrinkles, and often have a passionate, sugary expression. 

The gaps around the medallions and the arched panels enclos

ing the saints are adorned with flowers and imitation marble revet

ment. Nothing is known of Onouphrios's life, other than that he 

was protopapas at Neokastro (Elbasan), as he himself states in 

the inscriptions in some churches, but the flawless Greek of his 

calligraphic inscriptions is an indication of his education, and pos

sibly of his descent. His signature has not been preserved on 

icons, but many have been attributed to him, such as the finely 

worked Dodekaorton and the sanctuary doors from Berat, with 

their brilliant colours, elaborate buildings and picturesque details 

(cat. nos. 12-15 and 11) or the frowning Saint Demetrios Myrovletes 

and Grand Duke from the church of this saint in Berat (cat. no. 17). 

In 1578, Onouphrios's son, Nikolaos, executed the wall-painted 

decoration of the church of the Virgin Vlachema at Berat. He also 

worked on the church of Saint Nicholas at Kurjan, near Fier in cen

tral Albania, and the church of Saint George at Arbanasi in Bulgaria, 

and wall-paintings in the area of Cheimarra have been attributed to 

him, and he also painted a number of icons, such as the Nativity of 

Christ at Berat.12 The wall-paintings in the Vlacherna are influenced 

by Cretan models, with a drier, distinctly linear treatment. 

At the end of the 16th and beginning of the 17th century, a painter 

who worked in parts of modern south Albania signs his icons By 

the hand of Onouphrios of Cyprus)3 Presumably a refugee from 

Cyprus after the island was captured by the Turks in 1570, this 

painter came (it is not known how) to the area of Albania. His icons 

are dated between 1594 and 1615. This Onouphrios presumably 

studied under local painters, as is clear from the winged John the 

Baptist of 1599 (cat. no. 21), which is influenced by the art of 

Onouphrios. A connection with Cypriot painting, in which plaster im

itations of metal sheathing are very common, is betrayed by the re

lief background of this icon, with its cross-shaped flowers in square 

panels. A different ethos is exuded by the figure of Saint John the 

Theologian holding an open book, dated to 1596 (cat. no. 20). Here, 

too, the relief halo imitating an attached metal element, and the chi

ton with the gold crosses and fleurs-de-lys is probably a recollec

tion of Cypriot painting. The relief background with stylised flowers 

in square panels, and the chiton adorned with gold flowers are al

so to be found in the icon of Christ Pantokrator, cat. no. 36. 

Very few Cretan icons have been preserved in modern Albania, 

in contrast with the nearby Ionian islands, Mount Athos, and even 

Kastoria or Siatista Amongst them we may note icons of Christ in 

Glory (Maiestas Domini) flanked by the Three Hierarchs and Saint 

Athanasios, executed in the art of Michael Damaskinos (late 16th 

century) (cat. no. 8); of the Virgin Giykophilousa, dating from the 

16th-17th century, with the inscription: Η ΠΑΝΤΩΝ ΧΑΡΑ ('the Joy of 

All') (cat. no. 10); and a two-zone icon measuring 45 χ 33 cm. from 

the Institute of Cultural Monuments at Tirane, with representations 

of the Presentation of Mary in the Temple and the Dormition of the 

Virgin in the upper zone and three saints on horseback in the lower. 

This icon has wrongly been attributed to the school of Onou

phrios.- in fact, it strongly recalls the art of Theodoras Poulakis, the 

painter from Chania who worked in Venice and the Ionian islands 

and should be dated to the second half of the 17th century.14 

Knowledge of Cretan painting is revealed by some icons pro

duced by local workshops, such as that of Saint Athanasios from 

Berat (cat. no. 26). The marble throne, the cushion ending in knots 

and the dotted halo, which are features of Italian painting of the 

Trecento, which was adopted by Cretan painting in the early 

phase of the 15th century, were borrowed probably from Cretan 

icons rather than Italian paintings. 
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In the 15th-18th century many painters who were born in Dalmatia 

or Greece worked in Italy. In contrast, works by artists descended 

from what is now Albania are rare. A painting from the church of 

Santa Maria Maggiore at Guglionesi in the district of Molise, now 

on display in the Museum at L'Aquila, depicts the Virgin enthroned 

between Saint John the Baptist and the local Saint Adam, who was 

a monk at Monte Cassino. According to the inscriptions, the paint

ing was executed in 1505 by Michael the Greek from Aulon/Vlorë 

(opus Michaelis Greci de Lavelona). The painting at L'Aquila is in

fluenced by the distinctive art of the Venetian painter Carlo Crivelli 

(about 1435-1500), who worked mainly in the area of Ancona, and 

under whom Michael seems to have studied.15 

Between 1570 and the end of the 17th century family guilds of 

painters from the village of Linotopi in the foothills of Grammos 

were active in Epiros, west Macedonia and west central Greece, 

signing their works with only their Christian names. Their naive 

art, with its vivid colours and multi-figural scenes painted on a 

small scale, is influenced by the work of the Theban painter 

Frangos Katelanos and his fellow-Thebans Frangos and 

Georgios Kontaris. In Northern Epiros they decorated the narthex 

of the katholikon of the Monastery of the Prophet Elijah at 

Yiorgoutsates (1617), the katholikon of the Monastery of the Virgin 

at Vanista (1617), the church of the Transfiguration at Tsiatista 

(1626), the church of Saint Nicholas at Sarakinista (1630), the 

church of the same name at Meliani, Permet (1632), the katholikon 

of the Cave Monastery at Sarakinista (1634) and Prophitis I lias at 

Stegopolis (1653), while at Lenga in the region of Pogradec they 

executed the wall-painted decoration of the church of Saint 

Athanasios,16 when Arsenios was bishop of Gora and Mokra 

(1685-1714). The barely legible signature of a painter from Linotopi 

is preserved on an icon of Christ Pantokrator with the appellation 

The Just Judge from the region of Erseke (cat. no. 29). The date 

is recorded both from the creation of the world (7199) and: από 

την ενσαρκον είκονομίαν τοϋ Χριστού ('from the incarnation of 

Christ') (1691). The gold background imitates a gold metal sheath

ing with a floral design taken from a luxury textile. There is a sim

ilar background for the figure of the winged Baptist crowned by 

Christ (cat. no. 31), that of Christ Pantokrator dated 1694, accom

panied by the signature of the hieromonk Konstantinos (cat. no. 

40), the mounted Saint George slaying the dragon (cat. no. 42), 

and the matching figure of Saint Demetrios mounted on a vivid 

red horse and thrusting his spear into the tiny figure of Skylo-

yiannis (cat. no. 43). These last two icons, on which is preserved 

the signature of Konstantinos the hieromonk, probably to be 

identified with the previously mentioned painter, come from the 

church of Saint Nicholas in Moschopolis/Voskopojë. Particular in

terest attaches to the icon of Saint Demetrios, in which there is a 

detailed rendering of Thessaloniki, crowned by the Heptapyrgion. 

Cannons project from the walls of the city, and ships sail in the 

Thermaic gulf. The matching icon of Saint George repeats a type 

commonly found in Cretan painting, with a boy rescued by the 

saint seated on the horse's rump, the dragon's tail curled around 

its leg, the princess fleeing at the bottom left, and her family 

watching the scene from a tower. 

The village of Grammosta in the area of Grammos was the 

home of loannis Skoutaris who in 1657 painted the icon of Christ 

Pantokrator from Droviani, Dropoli (cat. no. 32), while Michael, who 

executed the wall-painted decoration of the Monastery of the 

Dormition at Kamena, Del vine, came from Zerma in the western 

foothills of Grammos.17 

After the Ottoman capture, in 1669, of Crete, the leading artis

tic centre of the Orthodox East since the 15th century, a number 

of minor artistic centres of limited importance emerged. One of 

these was Epiros and western Macedonia (including what is now 

southern Albania), in which a large number of craftsmen were ac

tive, continuing the traditional art and style. The great range of the 

influence exercised by their art is owed partly to the preference 

shown for it by the monks of Mount Athos, whose authority was 

enough to establish church-painters and workshops. 

The conditions created by the treaty of Karlowitz in 1699 were 

more favourable to the Christians, and resulted in the building and 

decorating of several new churches and monasteries. The in

creased demand led to an increase in the number of painters, es

pecially in the second half of the 18th century, though the quality 

of their output declined significantly. At this period a tendency 

can be detected to embellish scenes with narrative elements and 

to fragment compositions into several scenes. Baroque, of west

ern and eastern origins, influenced both individual figures and re

ligious scenes to a greater or lesser degree. This influence was 

channelled partly through engravings, which were distributed to pil-



grims visiting monastic centres and were frequently adorned with 

elaborate curved frames, flowers and landscapes. 

In the early decades of the 18th century there was a learned 

movement seeking a return to the art of the legendary painter 

Panselinos of Thessaloniki, who, in the late 13th century, decorated 

the church of the Protaton, on Mount Athos, an outstanding model 

for later artists. To this trend, whose theorist was the hieromonk 

Dionysios of Fournas in Evrytania, belongs a notable painter from 

Selenitza in the area of Vlorë: David, a hieromonk who decorated 

the narthex of the chapel of the Virgin Koukouzelissa in the Great 

Lavra on Mount Athos in 1715 and the large basilica of Saint 

Nicholas at Voskopojë in 1726, and to whom are attributed the 

wall-paintings of the Megali Panayia in Thessaloniki (1727) and the 

exonarthex of the Docheiariou Monastery on Mount Athos.18 The 

characteristic features of David's art include the successful render

ing of volume, the broad, soft modelling, the bright colour palette, 

the realistic rendering of contemporary clothing, and lively move

ments in scenes such as the lauds. Western loans are also to be 

found in the iconography of the Apocalypse. This is the climate in 

which the painter of the Incredulity of Thomas (cat. no. 44) moves, 

with the building in the background adorned with a grisaille 

masque. Other painters of this period continued to draw inspiration 

from the work of the Cretans and Onouphrios. One of these was 

Konstantinos the hieromonk, who in 1710 painted the icon of the 

Virgin enthroned crowned by two angels and surrounded by 

prophets within a winding tendril, a reference to the troparion A rod 

from the Tree of Jesse' (cat. no. 41). Other works by this painter are 

preserved at Vithkuq, from where this icon comes, at Voskopojë 

and Ardenicë.19 

In the second half of the 18th century, many commissions were 

placed in the central Balkans with guilds of painters who were not 

particularly well educated, who came from Macedonia, Epiros and 

Bulgaria. Their naive painting was a continuation of the traditional 

style, though it had a more pronounced decorative character, a flat 

treatment, and strong outlines. Amongst these artists we may sin

gle out the brothers Konstantinos and Athanasios of Korcë who 

took the surname Zographos ('Painter') from their profession. They 

executed the wall-painted decoration of the churches of Saint 

Athanasios and the Holy Apostles, and also the portico of the 

church of Saint Nicholas in Voskopojë (1744,1752 and 1750), the 

churches of Saints Kosmas and Damian and the Holy Apostles 

Peter and Paul at Vithkuq (1750,1764), the katholikon of Philotheou 

Monastery (1752 and 1765) and that of Xiropotamou Monastery 

(1783), the kyriakon of the skete of Saint Anna (1757) and that of the 

skete of the Xenophontos Monastery (1766), and the church of the 

Virgin at Kleinovo in Thessaly (1780). On the lintel of the west en

trance to the monastery at Ardenicë, north of Vlorë, can be read 

the inscription: Δια χειρός των αύταδέλφων Κωνσταντίνου καί 

'Αθανασίου εκ πολιτείας Κοριτζας ('by the hand of the brothers 

Konstantinos and Athanasios from the town of Koritza'). They also 

painted a large number of portable icons in Albania (e.g. cat. no. 

59) and on Mount Athos20 In 1770, Konstantinos signed a Do-

dekaorton icon in the church of the Zoodochos Pege at Korcë (cat. 

no. 49). The icons cat. nos. 50 and 51 belong to the same ensem

ble. Athanasios's son, the priest Efthymios, painted an icon of Saint 

John the Baptist, now in the National Museum of Medieval Art at 

Korcë, for the church of the Virgin in the village of Rembec. His 

cousin Terpos, son of Konstantinos, was more productive and, in 

the last twenty years of the 18th century and the first two decades 

of the 19th, painted several icons and executed the wall-painted 

decoration for five churches, including the katholikon of the fa

mous monastery of Saint Naum on the south shore of Lake Ohrid 

(1806). In 1782, together with his father, he decorated the church of 

Saint George in the plain of Mouzakia, near Kolikontasi, where the 

tomb of Saint Kosmas Aitolos is to be found. In the type of the 

Virgin and the form of the throne, the icon of the enthroned Virgin 

holding the Child on her left side (cat. no. 60), a moderate work by 

Terpos, reveals influences from Cretan art and from the painting of 

the Ionian islands. We may note the delicate rendering of the eye

lids, also to be found in the somewhat earlier icon of Christ 

Pantokrator (cat. no. 28). In the two-zone icon painted by Terpos in 

1800, depicting the Virgin enthroned between angels and with five 

saints treading on a seven-headed serpent, there are interesting in

vocations to these saints, beseeching them to protect the house

hold of the donor from the plague and pestilence (cat. no. 61). 

One of the most productive Balkan church-painters in the 18th 

century was loannis Tzetiris, who was born about 1720 at 

Grabovo in Albania: εκ τηςκομόπολις γρανμπωβας(ο\ the town

ship of Grabovo'), according to an icon of Christ dated 1792, which 

he signs with his brother Georgios (cat. no. 66), on εκ πολιτείας 



γραμπόβας ('of the city of Grabovo'), as recorded on an icon of 

Christ Pantokrator, dated 1798, with the apostles set in a winding 

tendril, which he painted alone (cat. no. 64). The matching Virgin 

enthroned, combined with the Tree of Jesse (cat. no. 65) does not 

bear a signature, but is evidently the work of the same artist, 

painted in the same year, loannis Tzetiris belonged to a family of 

painters that was active mainly in what is now Albania, Hungary 

and Romania. According to the notes in a manuscript of the 

Painter's Manual which belonged to him and is now in the collec

tion of Greek manuscripts of Mishkolz, loannis or Yiankos Tzetiris 

went to Hungary in 1736 and ten years later to Russia to complete 

his training as a painter. In 1750-1755 he worked in Romania and 

then returned to his village and married. This marriage produced 

six sons, two of whom became painters, and one daughter. In 

1772 he painted a templon together with his brother Georgios, and 

in the years that followed, down to his death (1812). he worked, ei

ther alone or with other painters, on churches in Serbia, Hungary 

and Albania, loannis Tzetiris is a typical example of the Orthodox 

painters who worked in various places during the last two cen

turies of Ottoman domination in the Balkans. Tzetiris was a poly

glot and changed the language of his inscriptions and also the 

ending of his name according to the region in which he was 

working. The fact that he used Greek in the notes he wrote in his 

own hand in his copy of the Painter's Manual led Emmanuel 

Moutafov to the conclusion that he was of Greek descent, but 

born in Albania. His art belongs to the Balkan koine of the period 

and satisfied his clientele, whether he was working in Albania, 

Serbia or Romania21 

The hierodeacon Konstantinos of Spatheia (Shpatit), who is at

tested in the fifth decade of the 18th century, came from the area 

of Berat. Included in the exhibition is a delicately executed icon by 

this painter of Saint John Vladimir enthroned, holding his head, who 

was venerated in north-west Macedonia and central Albania (cat. 

no. 47). The abundant gold striations give the icon a distinctive 

character. Of the twelve scenes surrounding the central figure, the 

most interesting is the penultimate scene at the left, with its realis

tic rendering of the Franks who: έκλεψαν τον αγιονμε το σεντούκι 

('...they stole the saint with the chest') and the two slaughtered 

beasts of burden. 

Many of the icons on display are of interest for the donor's in

scriptions of various guilds, such as those in the icons of All 

Saints, dated 1762 (cat. no. 48) and of the First Ecumenical Council, 

dated 1765 (cat. no. 53). 

Many late icons preserve iconographie elements drawn from 

the Byzantine tradition, such as the Baptism (cat. no. 45). in which 

serpents emerge from the stone on which Christ stands, while the 

scene is watched by the personification of the river Jordan, in the 

form of a bearded man holding a vase. The rod and the fur lin

ing of the cloak of the enthroned Saint George (cat. no. 27) is a 

memory of the late 15th-century workshop at Kastoria In other 

cases, the iconography differs from the established version, as in 

the icon of the First Ecumenical Council (cat. no. 53). The majori

ty of the late icons follow the baroque style, as in the Do-

dekaorton icons cat. nos. 54 and 56, and the despotic icon of 

Christ dated 1830 from the church of the Annunciation at Tirane, 

painted by Michael and his son Dimitrios (cat. no. 68), who may be 

identified with the painters from Samarina mentioned by 

Chatzidakis and Drakopoulou22 The reference to the gospel pas

sage in the open book is an unusual feature. Some icons are ob

viously influenced by contemporary engravings, such as the 

Virgin, the Unfading Rose, surrounded by the Holy Trinity and 

saints (cat. no. 52). 

On the sanctuary door from Boboshticë, probably dating from 

the 18th century, with its relief floral decoration, there is an interest

ing depiction of Saint Spyridon with the Three Hierarchs (cat. no. 

46). The veneration of the saint spread from Corfu not only to the 

coast of northern Epiros, but also to the region of Korcë. 

Towards the end of the 19th century, the church-painters who 

worked on Mount Athos were influenced by Russian icons of this 

period. An icon of Saints Kosmas and Damian by the brothers 

George the monk and loannis Dimitriou from Rehovë near Erseke, 

dated 26 June 1899, is painted on a gold background with incised 

linear decoration imitating a metal sheathing (cat. no. 72). At the 

feet of the healing saints is a detailed depiction of a village, prob

ably the native village of the painters, in which can be seen the 

School, the Church and the 'House of Tsilio' (a diminutive of the 

name Vasiliki or Anastasia). The lettering of the inscription imitates 

typographic fonts. After cleaning, a folk painting of Mount Athos 

at the same period was uncovered on the back. 

This remarkable material, which was conserved and is dis-



played at the Museum of Byzantine Culture in Thessaloniki, gives 

a fairly comprehensive picture of the art of the portable icon in 

south Albania from the 14th to the end of the 19th century. 

The conclusions arising from this brief examination of paint

ing in Albania from the 9th to the 18th century attempted above 

may be summarised as follows: 

1. The most notable frescoes in Albania are either the work of 

painters who had been invited from the major centres -Con

stantinople and Thessaloniki- (such as the Palaeologan wall-

paintings in the monastery of Apollonia), or the product of lo

cal workshops in west Macedonia (like the decoration of the 

church of the Virgin at Mali Grad and that of Christ at Mborja). 

2. Very few Byzantine portable icons have survived in Albania. 

Products of the local workshop in the area of Kastoria-

Ohrid form the largest group. 

3. In the 16th century a local workshop developed in central 

Albania, the main representative of which was Onouphrios, 

the Greek-speaking protopapas of Neokastro. His works 

-wall-paintings and icons- are influenced by the Cretan 

School, but are characterised by a distinctly decorative trend, 

standardised faces and mannerist postures. 

4. In the 17th and 18th century, the output of wall-paintings and 

icons increased in quantitative terms, but the quality declined. 

Painters from what is now south Albania expressed them

selves in the idiom common to the Balkans. Outstanding 

amongst them was David of Selenitza, near Vlorë, the supreme 

representative of the movement seeking to revive Palaeologan 

style at the beginning of the 18th century. In the 18th and 19th 

century, painters from Albania decorated many churches in 

the Balkans and on Mount Athos. 

5. All the inscriptions on icons and wall-paintings down to the 

beginning of the 20th century are written in Greek, apart from 

a very few icons that have Slavonic inscriptions. 

6. In comparison with other areas, few Cretan icons with fine-

quality art have been preserved in Albania. By contrast, many 

craftsmen worked there from west Macedonia (Linotopi, Gra-

mosta and Samarina) and from central Epiros (e.g. from 

Kapesovo). 

7. Painters from Albania did not distinguish themselves in west

ern Europe in the same way as several artists from Dalmatia 

and Greece. 

PANAYOTIS L VOCOTOPOULOS 
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Member of the Athens Academy 
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THE STUDY OF THE ICONS FROM THE COLLECTION OF 

THE NATIONAL MUSEUM OF MEDIEVAL ART, KORCË 

PREFACE 

A
esthetic and religious ekphrasis, the reconstruction of his

tory, the travels of painters and cultural influences: these 

were the objectives involved in the study of a sorely-test

ed body of material -the icons of the Orthodox communities of 

Albania- in the conservation laboratories of the Museum of By

zantine Culture in Thessaloniki. 

This research challenge was inherent in the invitation from the 

director of the Museum, Dr. Anastasia Tourta, to write the academ

ic catalogue of the exhibition of a selection of icons from the 

Museum of National and Medieval Art at Korcë. 

When I first saw the icons in the storerooms and laboratories 

of the Thessaloniki Museum at the beginning of 2004, they bore 

the burden of their vicissitudes in time, place and history. Most of 

them were submitting to scientific investigation for the first time. In 

their painting could be traced the currents of the art of Orthodox 

Christians from the time of the Palaeologoi until the early decades 

of the 19th century, and their donors expressed the measure of 

their piety and their desire to perpetuate their memory through 

barely legible inscriptions. The fruit of rich artistic activity was 

about to take its place in the cultural environment of the communi

ties of central and southern Albania. 

The wealth of portable icons from Albania, once an insepara

ble part of the churches and now assembled mainly in the muse

ums of Berat and Korcë, was revealed to the wider academic 

community for the first time in 1993, with an exhibition in Nice, 

France. This was followed by exhibitions in Munich, in 2001, and an

other the following year in Vicenza, Italy. These early presentations 

were impressive and revealed the wealth and quality of the paint

ings, despite the fact that they were not accompanied by the in-

depth accounts of the art of the painters or the detailed analyses 

of the inscriptions to which the icons lent themselves. 

An initial approach to the seventy-two pieces -fifty-six of 

which are published for the first time- led gradually to their division 

into sub-groups, a rationale that has also been followed by the 

display in the Museum of Byzantine Culture. We knew that the 

north-east side of Albania and the art of its churches were defined 

by its proximity to Ohrid and the area of its Archdiocese. The pres

ence of outstanding icons of 16th-century Cretan art was very re

vealing. It confirmed the prestige of the painting cultivated in Crete 

after the fall of Constantinople, and also demonstrated that the ec

clesiastical and lay officials of Sarandë and Berat were conversant 

with the important artistic movements of their time. The Adriatic 

and Ionian seas facilitated contacts between the western regions 

(Sarandë, Vlorë, Fier, Ardenicë, and as far as Durrës) and Italy, the 

Ionian islands, and by extension with Crete and Cyprus. The learned 

protopapas of Neokastro, Onouphrios, who had come from the 

"brilliant" city of the Venetians, and his colleagues, such as Onou

phrios of Cyprus, worked in the churches of Berat in the middle of 

the 16th and early 17th century, creating new, remarkable paintings 

that reveal familiarity with the trends of western art, the Byzantine 

manuscript tradition, and Palaeologan iconography. 

What is known to date of the development of painting from the 

end of the 17th to the 18th century, a period in which the political and 

economic circumstances of the Ottoman empire were favourable, 

finds confirmation in a large number of new, mainly signed, works. 

Painters of Greek education and culture, and speaking the Greek 

language, were active in areas of Macedonia and Epiros, mainly as 

a result of the prestige brought by their recognition by Mount Athos. 

They also penetrated the entire Balkans, where the Orthodox peo

ples shared the same religious beliefs and the same Byzantine 

artistic tradition. 

The presence of learned painters in Albania during the 18th 
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century is linked with the prelacy of the Archbishop of Ohrid, 

loasaph of Voskopojë, who was ambitious of restoring the former 

prestige of the Archdiocese, and whose achievements in the spiri

tual sphere were beneficial to classically-oriented education and 

culture. The communication routes between the Prespa Lakes, 

Korcë and Voskopojë facilitated the movement of teams of painters. 

Monastic centres at Ardenicë and Elbasan, under the jurisdiction of 

the Archdiocese of Ohrid, attracted and supported the work of 

Orthodox painters, which is imprinted on the icons in the collection 

of the Korcë Museum. 

One group of particular importance consists of the unpub

lished icons by the painters Konstantinos and Athanasios of Korcë, 

who were members of a famous, highly productive family painting 

workshop that was active from the middle of the 18th to the early 

decades of the 19th century. The icons from the Korcë Museum 

enabled us to distinguish their art, which falls within the charming 

atmosphere of baroque. A tendency to be faithful to the Byzantine 

tradition was detected in the works of the elder brother, Kon

stantinos, with a more western style in those of the younger Atha

nasios. At the same time, the Greek votive inscriptions revealed the 

intense activity and wealth of the guilds that flourished at Vithkuk, 

Korcë and Voskopojë. 

The range and splendour of the icons from the Korcë Museum, 

with their inscriptions, express the tendency of the entire Greek 

world, especially 'the most noble lords, most helpful dealers and the 

mastercraftsmen of the blessed guilds', to give the interior of church

es an atmosphere of prosperity and social progress similar to that 

predominant in the archontika ('mansions') of the 18th century. 

The group of icons studied revealed that the aesthetic prefer

ences of the Orthodox peoples remained true to the art of 

Byzantium over the centuries, though also that the painters and pi

ous donors proved capable of adapting to the demands and 

changes of the times. 

I would like to express my warm thanks to Anastasia Tourta, di

rector of the Museum of Byzantine Culture of Thessaloniki, for her 

confidence, her close collaboration, and her willingness to put at 

my disposal the valuable knowledge of Albania she has acquired 

from a series of academic missions to that country. 

I am grateful to my colleague, Stamatis Chondroyiannis, ar

chaeologist at the Museum of Byzantine Culture, for the kind re

ception invariably extended to me in Thessaloniki and the Museum 

rooms, and for his support and collaboration. 

My thanks, too, to the photographer Stamatis Zoubourtikoudis, 

whose youthful enthusiasm was equal to the many hours of pho

tography required for the study, and to all the personnel of the 

Museum of Byzantine Culture, particularly the conservators, for 

their unfailing and ready collaboration. 

The felicitous comments of Vasilis Panayiotopoulos, former di

rector of the Institute of Neohellenic Research, shed light on my in

vestigation of historical questions. Marina Loukaki, assistant pro

fessor at the University of Crete, gave her constant support in the 

solution of philological problems. Angeliki Stavropoulou, deputy 

professor of archaeology at the University of loannma, offered her 

generous and constant academic and moral support. 

The excellent quality of the book owes much to its editor, the 

archaeologist Jenny Albani, who was always ready and willing to 

resolve problems. 

I was supported in the study by the patience of my family and 

the encouragement of friends. 

I would like to thank all of them for their assistance in my ef

forts to add a piece to the mosaic of painting after the fall of Con

stantinople and to an understanding and projection of the work of 

its painters. 

EUGENIA DRAKOPOULOU 

Research associate Professor 

Institute of Neohellenic Research, 

National Hellenic Research Foundation 
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ι. The Archangel Michael 

177.5 χ 76.5 χ 4.5 cm. 

Inv. no. IN 2278 (KO 2278) 

Provenance: Region of Korcë 

Date: 14th century 

The large, imposing icon of the winged archangel, 

wearing military uniform and with his sword 

raised, alludes to the archangel as guardian of 

Byzantine churches, who is depicted near the 

sanctuary or at the entrance. 

This icon, executed in art of outstanding quali

ty, has unfortunately suffered significant dam

age at the edges, and even more at the bot

tom. On the silver background characteristic of 

icons from Macedonia1 can be seen the thin 

line that formed the halo, and traces of part of 

the inscription associated with the archangel at 

the top left. At the top right, in red lettering, is 

the inscription ΜΗΧ(Α)ΙΛ ('Michael'). 

The iconographie schema of the full-length frontal 

military saint belongs to the art of the Palaeologan 

period2 The archangel in the present icon, with 

his sword in his right hand, held in his left a 

globe, of which a small part can be seen. The 

globe, symbol of authority, is a basic element in 

the iconography of the archangels, but the depic

tion of the archangel with the globe and military 

uniform, as in an icon on Mount Sinai,3 is quite rare. 

The archangel Michael is rendered in the same 

way, as guardian, next to the entrance of the 

church of Saint Athanasios Mouzaki (1383/84) in 

Kastoria4 The decoration of the metal cuirass, 

embellished with gold, worn by the archangel 

from the Korcë area is very carefully executed 

and recalls the corresponding decoration of an 

icon of Saint George from Struga near Ohrid, 

dating from 1266/675 

The robust body of the angel is complemented 

by the spirituality of the youthful face with its 

noble, distant expression. The face is rendered 

with brown outlines and a light brown prepara

tion, the flesh modelled by a series of delicate 

brushstrokes, with white highlights lighting up 

the projecting parts of it. 

The high quality of the painting, the nature of 

the modelling, with white highlights, the red line 

following the shape of the nose, the character 

in the face, and the silver ground, all link this 

work with two icons from the church of Saint 

Clement of Ohrid, now in the National Gallery 

of the town and dating from the middle of the 

14th century6 

BIBLIOGRAPHY 

Albanien 1988, no 385 (Dhorka Dhamo). 

1. See cat. no. 2. 

2. As in the chapel in the Chora Monastery (Underwood 

1966, 3. fig. 250-251, 253-256). 

3. See Weitzrmann 1982.194, fig. 18. 

4. Chatizdakis 1984,114, fig. 8. 

5. See Vocotopoulos 1995, no. 63. 

6. Trésors médiévaux de la République de Macédoine 

1999, nos. 31, 32, with earlier bibliography. 
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2. Virgin and Child 

87.5 χ 60 χ 5 cm. 

Inv. no. KO 347 

Provenance: Cave church of the Virgin, Blashtojne, 

Lake Prespa 

Date: 14th century 

The figure of the Virgin, holding the Child on her 

left side, in a variation of the type of the Ho-

digitria, is an outstanding work of Palaeologan 

art, exuding nobility and restrained sorrow. It 

comes from the cave church at Blashtojne, Lake 

Prespa, from the same church (dedicated to the 

Virgin in the 14th century), as the sanctuary door 

(cat. no. 3). 

The icon has several damaged areas, mainly on 

the silver ground, which was a common substi

tute for gold in works from western Macedonia.1 

The haloes are formed by a thin double line. The 

frame of the icon is adorned by a vermilion band. 

The soft, painterly modelling of the faces and 

arms, the use of light ochre for the flesh, which 

imperceptibly turns pink in the cheeks, and the 

free white highlights on the projecting parts, point 

to the Palaeologan origins of the icon. In the finely 

drawn face of the Virgin, with its arched eyebrows, 

a thin brown-red line follows the outline of the 

long, straight nose, and the eyelids are empha

sised by a similar line. The well-formed upper lip 

is more pronounced than the lower. All the facial 

features are superbly drawn and painted and lend 

the mothers face a distant expression that stems 

from knowledge of the impending Passion. 

Christ, with his high forehead, in a stance balanc

ing that of his mother, rests his feet on her right 

arm and thrusts the bare sole of his foot forward, 

in a reference to his future suffering2 He bless

es and holds a closed scroll in his other hand. 

The Virgin's deep purple, almost violet, mapho-

rion, which had silver decoration, is fastened high 

on her neck. The same dark blue used for Christ's 

chiton can be seen at the edge of her head-cov

er and the sleeve of her garment. Christ's hima-

tion leaves his chiton exposed down to the 

thighs, a feature that recalls the type of Christ in 

Palaeologan icons, such as the Virgin Eleousa 

in the Chilandari Monastery and the Virgin Peri-

bleptos in Moscow, which reproduce the type 

of a miraculous Constantinopolitan icon3 

The area of Lake Prespa, which is closely asso

ciated with Ohrid, the ecclesiastical centre of 

the region, was in contact with 14th-century artis

tic workshops, which produced this piece, with 

its fine-quality painting. 

BIBLIOGRAPHY 

Percorsi del sacro 2002, no. 3. 

Ikonen aus Albanien 2001. no. 13. 

1. See Vocotopoulos 1995. nos. 75-76. 

2. See Baltoyianni 1994,131-134. 

3. See Chatzidaki 1997, 68, with bibliography. 
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3. Sanctuary door with the Annunciation 

118.2 χ 394 χ 4 cm (left leaf) 

118.5 x32x3 cm. (right leaf) 

Inv. no KO 2281. 2282 

Provenance: Cave church of the Virgin Blashtojne, 

Lake Prespa 

Date: 15th century 

The two leaves of the sanctuary door with the 

Annunciation form a spare, uncluttered compo

sition, confined to two figures, and with no refer

ence to the setting. The representation is com

pletely static, and movement is absent even from 

the messenger Gabriel, who usually walks to

wards the Virgin. This static quality automatical

ly compels the spectator's eye to identify the 

only movement in the icon in the notional trian

gle formed by the ray of the Holy Spirit, the arm 

of the angel, blessing, and the arm of the Virgin 

accepting the news. 

The following inscriptions are painted in ochre 

on the red ground: ο ΑΡΧ(ΑΓΓΕΑΟΟ) ΓΑΒΡΙΗΑ, 

MH(TH)P Θ(ΕΟ)Υ and Ο EYBArrEAHCMOC (The 

Archangel Gabriel', 'Mother of God' and The 

Annunciation'). 

A ray of heavenly light containing the Holy Spirit 

in the form of a small dove, issues from the semi-

dome of the sky and falls on the Virgin's halo. 

The angel, wearing imperial raiment with a pearl-

studded loros crossed on his breast, holds the 

herald's staff. 

The Virgin, wearing a deep purple maphorion 

fastened high on her neck, and a grey-blue 

dress, has just stood up from the red stool on 

which she was spinning, and, still holding the 

spindle, raises her right hand, with the palm 

open, in a gesture of amazement, which is at 

the same time a gesture introducing the mys

tery of the Incarnation. The inclination of her 

head, the gesture, which is addressed to the 

spectator, and the slightly raised shoulder indi

cate submission to the will of God. 

The icon is damaged in several places, particu

larly at the bottom, where the painting is com

pletely destroyed. 

The decorative elements at the top of the sanctu

ary doors are the same as those of the sanctuary 

doors from the church of Saints Constantine and 

Helen at Ohrid, now in the Museum of the town, 

which date from about 1400.1 Silver was common

ly used instead of gold on the halo in works pro

duced in western Macedonia at the time of the 

Palaeologoi.2 The above features and the almost 

classical austerity of the painting recall earlier re

presentations of the 15th century. And the dress 

and posture of the angel are reminiscent of the 

archangel of the Annunciation from the Perible-

ptos at Ohrid (about 1365)3 while the position of 

the Virgin's arm, emerging from beneath her ma

phorion recalls the Virgin in the Annunciation 

from Bolnica (1386)4 

A later date is dictated mainly by the modelling 

of the faces in the picture. The transition to the 

lighter parts of the face is abrupt, the outlines 

are strongly delineated, and the white highlights 

reveal a certain clumsiness. The manner of exe

cution links the sanctuary door from Prespa 

with the sanctuary door with the Annunciation in 

the Byzantine Museum at Kastoria, which has 

been associated with wall-paintings executed 

by the Kastoria workshop5 in the church of 

Saint Spyridon in this town, dating from the end 

of the 15th century6 Also, the posture of the 

Virgin and the way in which the Holy Spirit de

scends recalls the depiction of the Annun

ciation in the church of the nun Eupraxia at Ka

storia,7 dating from 1485/86. 

The sanctuary door for the church at Prespa 

was apparently executed by notable painters 

from Kastoria during the 15th century, and con

tains memories of earlier painted works from 

nearby Ohrid. 

BIBLIOGAPHY 

Trésors d'art albanais 1993. nos. 5, 6. 

Percorsi del sacro 2002. no. 1. 

Ikonen aus Albanien 2001, no. 12. 

1. Trésors médiévaux de la République de Macédoine 

1999, no. 37. Subotic 1971. 48-49, figs. 47-49. 51-52.. 

2. See cat. nos 1, 2. 

3. Grozdanov 1980. fig. 101. 

4. Grozdanov 1980. fig. 122. 

5. See cat. no. 5.. 

6. Tsigaridas 1995. 351-352. figs. 5,14 15. 

7. Tsigaridas 1992, fig. 30. 

The templon in the cave church of the Virgin at 

Blashtojne, Lake Prespa. 
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Cross with cryptograms, on the back of the icon. 

4. Double-sided icon 

First side: Saint Nicholas and scenes from his life 

Second side: Cross 

90.8 χ 55.4 χ 8 cm. 

Inv. no. IN 5027 

Provenance: Tirane 

Date: 15th century 

The wood at the edges of the icon is dam

aged. At the centre, Saint Nicholas, one of the 

most popular saints of the Orthodox world, is 

depicted full-length, with twelve scenes of his 

life and miracles around him. 

The representation is dominated by warm tones of 

ochre, brown and red. On the light blue ground of 

the central scene, the incorrectly spelled inscription 

ΑΓΗΟ ΝΗΚΟΛΑΩΟ Ο ΘΑΒΜΑΤΟΥΡΓΟΟ ('Saint Ni

cholas the Miracle-worker') appears to have re

placed an original inscription. All the inscriptions 

accompanying the individual scenes of the icon 

are also re-written in white lettering over the origi

nal red. The formulation of the Greek and the let

ter forms make it clear that the writer of this sec

ond layer of inscriptions did not know Greek very 

well. This, not recent, intervention did not extend to 

the votive inscription, which can be seen, quite 

damaged, at the bottom of the central scene. 

In the two zones at the top are depicted five 

scenes from the saint's life,1 from left to right, his 

birth {HENICIC JOY αγίου), his school education 

and his election as deacon, priest and bishop. 

The scene of the saint being taken to school, 

with the accompanying inscription CTO AACKA-

ΛΟ παη άγιος ('the saint goes to the teacher') is 

not often found in later icons.2 At the edge of 

the scene, the young, frightened, reluctant saint 

hides behind his mother, who pulls him by the 

hand. In the centre, in front of a large table, sit 

three serious pupils with their writing tablets, 

and at the right edge is the aged teacher. 

This relatively rare rendering of the scene of 

the saint being taken to school is found in rep

resentations of the Palaeologan period3 

In the next six panels are depicted six scenes of 

miracles, with the Dormition of the saint at the 

bottom centre, accompanied by the inscription 

απέθανε άγιος ('the saint has died'). 

Of the miracles, the scene third from the top on 

the left side depicts the destruction of the idols, 

which is accompanied by the inscription ΗΔΟΑΑ 

EKPEMHCE άγιος ('the saint cast down the 

idols'). In the corresponding panel on the right 

side is a representation of one of the saint's mi

racles connected with the sea, the scene of the 

rescue of sailors from the storm, which has the 

inscription: ο ΑΓΗΟ ΕΚ QAAACCHC ΓΑΗΤΟΟΕ ('the 

saint escapes the sea'). 

Four scenes, depicted in pairs to the right and left 

at the bottom of the icon, relate to the miracle of 

the rescuing of the three generals from Myra, who 

were slandered, unjustly condemned of treason, 

taken to the executioner to be put to death, but 

saved thanks to the saint's supernatural interven

tion. Indifference to the correct chronological or

der of the scenes is common in icons of Saint 

Nicholas in the Byzantine period and later4 Ac

cording to the historical narrative, the correct or

der for the story of the three generals unjustly 

condemned by the emperor and the eparch 

would have been: rescue from the executioner, 

the depiction of them in prison, the saint's ap

pearance to the emperor Constantine in a dream, 

and then in a dream of the eparch. In the present 

icon, the appearance of the saint in a dream to 

the emperor Constantine is depicted at the top 

left, with the inscription: HC ΤΩ ΗΠΝΟ ΕΦΑ/NIKE 

αγιως / TOY KOCTANTHNOY BACHAEOC ('the 

saint appeared in the sleep of the emperor 
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Constantine'), with the three generals in prison at 

the bottom. At top right is the saint's appearance 

in a dream to the eparch: HC το ΗΠΝΟ ΕΦΑΝΗΚΕ 

ΑΓΗΟΟ ('the saint appeared in sleep'), just after 

his appearance to Constantine, with the rescue 

of the three innocents from the executioner at the 

bottom. An impressive element of the last scene, 

rendered with great realism, is the violent move

ment of the executioner, who drags his victim by 

the hair, with his arms immobilised, and prepares 

to bring down his raised sword. This detail is rare 

in the iconography of beheadings,5 though it is 

found in monuments of this period and region, 

as in the exterior wall of the church of the Virgin 

Koumbelidiki at Kastoria6 

In the central representation, the saint is shown 

full-length and frontally, wearing prelate's vest

ments -a dark red phelonion and a white omo-

phorion with red crosses, an epitrachelion and 

an epigonation- and holding a closed, deco

rated gospel book. 

At the saint's feet, is a majuscule votive in

scription, the left part of which is quite badly 

damaged [AEHCIC] TOY /ΔΟΎΛΟΥ TOY /Θ(ΕΟ)Υ 

Afl/IOCTO/ A]OY ('supplication of the servant of 

God Apostolus'); the better preserved right part 

reads: YOY NHK[OAAOY] / K(AI) TOY ΑΔΕΑ/ΦΟΥ 

ΑΥΤΟΥ KO[NCTANTIN]OY / K(AI) Α[ΝΔΡ[ΟΝ]/ΙΚΟΥ 

('son of Nikolaos and his brother Konstantinos 

and Andronikos'). 

On the back of the icon is depicted a foliate 

apotropaic and amuletic cross with the cryp

tograms: E(AENH) E(YPE) E(AEOYC) E(YPHMA), 

X(PICTOC) X(PICTIANOIC) X(APIN) X(APIZETAI), 

A(PXH) Π(ΙΟΤΕΩΟ) M(YCTHPIOY) c(TAYPOC) ('Helen 

found a support of mercy', 'Christ giveth bless

ing to the Christians', 'the cross is the beginning 

of the mystery of faith'). The cross, which is 

contemporary with the icon and which, in the 

case of a despotic icon would be visible from 

the sanctuary,7 has a decorative design involv

ing blossoming branches springing from the holy 

wood. The rendering is less elaborate than that 

of similar crosses, such as that in the church of 

Saint Nicholas Orphanos in Thessaloniki,8 or in 

an icon of Christ in the Byzantine Museum in 

Athens,9 and closer to the design of an icon of 

the Virgin Glykophilousa from the same Mu

seum, dating from the second half of the 14th 

century.10 Crosses executed in similar art, and 

the cryptograms in the icon of Saint Nicholas 

from the Korcë Museum are also to be found 

in works in the same geographical area and 

from the same period: the icon of Saint Nicholas 

from Ohrid, of the second half of the 15th cen

tury.11 and wall-paintings at the entrance of the 

churches of Saints Constantine and Helen at 

Ohrid (1460)12 and of the Virgin Eleousa at Lake 

Prespa (1410)13 

The manner of execution of the entire icon, es

pecially the rendering of the figure of the saint, 

with the use of line to define the individual vol

umes of the face and the broad highlights, the 

stylisation of the features, the strong expres

sivity, and the decorative character of the treat

ment of the hair and beard, all link this work 

with the art of the painting workshop that was 

active at the end of the 15th century in Kastoria,14 

and also with a series of portable icons of the 

same period and region. The figure of the saint 

recalls Saint Nicholas the Ardent Guardian on 

the north wall of the esonarthex of the church of 

the Virgin Koumbelidiki at Kastoria,15 a wall-

painting of the workshop, and also a portable 

icon depicting the saint and scenes from his 

life, from the church of Saint Nicholas Magaleiou 

in the same town, dating from the 15th century16 

Moreover, the facial features of the figures in two 

icons of Saint Athanasios, from Kastoria17 and 

Boboshticë, now in the Korcë Museum,18 and an 

icon of Saint Nicholas from the church of Saint 

Dimitrios at Ohrid,19 all dating from the 15th cen

tury, exhibit a close stylistic affinity with the 

present icon. 
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5· The Virgin Hodigitria 

90.4 x68x5 cm. 

Inv. no. KO 2228 

Provenance: Church of the Nativity of the Virgin, 

Mali Grad, Lake Prespa 

Date: Late 15th century 

The iconographie type of the icon reproduces 

the well-known type of the Hodigitria, the palla

dium-icon of Constantinople, showing the Virgin 

in bust, with Christ Emmanuel on her left arm 

and her right arm in front of her breast.' 

The icon has a few small areas of damage and 

a vertical crack on the right side. It comes from 

the islet of Mali Grad in what is now the Albanian 

part of Lake Prespa, which in the 15th century 

fell under the jurisdiction of the archdiocese of 

Ohrid. During the 14th century, in 1369, the church 

of the Nativity, from which this icon comes, was 

given wall-painted decoration by a painting 

workshop whose activity has been detected a 

few years later in the town of Kastoria (Saint Atha-

nasios Mouzaki, 1383/4) and the area of Korea 

(Borje, 1390)2 

A century later, a notable painter's workshop, 

whose art can be traced in monuments through

out the Balkans,3 was active on the fringes of 

the archdiocese of Ohrid, centred on Kastoria. 

The survival of the anti-classical trend of 14th-

century Palaeologan painting, with a tendency 

towards a more popular art, in the output of 

this workshop, along with characteristically ex

pressive facial features, verging on physical ug

liness,4 are hallmarks that can immediately be 

detected in the sturdy, well-built figures in the 

icon from Mali Grad. 

The upper part, with its ochre background, is 

dominated by the vivid red haloes, as on the 

sanctuary door with the Annunciation in the 

Kastoria Byzantine Museum, which has been at

tributed to the same workshop5 Christ's cruciate 

halo, with the inscription Ο ΩΝ (the Being'), is the 

same as Christ's halo in a 15th-century icon of 

the Akra Tapeinosis in the Byzantine Museum 

of Kastoria6 

The square, robust face of the Virgin recalls the 

faces of the military saints in the wall-painted 

decoration of the Old Katholikon in the Meta

morphosis Monastery at Meteora (1483)7 Her 

head-cover is adorned with broad red stripes, as 

in an icon of Saint Paraskevi dating from the 

middle of the 15th century and now in the 

Byzantine Museum of Veria8 The lively figure of 

the frontal, frowning Christ is rendered with light-

coloured garments, a white chiton enlivened by 

small red and black designs, and a bright red 

himation that hangs sumptuously down to the 

soles of his feet. The rather flaccid modelling 

and broad highlights of the faces have distinct, 

stylised shadows that give the figures an ex

pressionist character. 

Solomon emerges from the stylised sky in a 

manner commonly found in paintings by this 

workshop, recalling similar representations in 

the Old Katholikon at Meteora (1483)9 and Saint 

Nicholas Magaleiou at Kastoria (1504/5).10 

The decoration of the pearl-studded crown worn 

by the prophet-king and his royal raiment call to 

mind the corresponding decoration of clothing in 

wall-paintings from the Old Katholikon at Meteora 

(1483)11 and the church of Saint Nicholas of the 

nun Eupraxia at Kastoria (1485/6).12 

The inscriptions M(HTH)P Θ(Ε0)Υ [Η Ο]ΔΗΓΗΤΡΙΑ 

and I(HCOY)C X(PICTO)C Ο ΕΜΜΑΝΟΥΉΛ ('Mother 

of God Hodigitria' and 'Jesus Christ Emmanuel') 

are painted in sections at various points of the 

icon. The enclosing of sections of inscriptions 

in circles is a common practice in paintings by 

this workshop. Solomon, accompanied by the 

1. The islet of Mali Grad. 

2. The church of the Nativity of the Virgin at 

Mali Grad. 
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inscription (of red letters) ΠΡΟΦΗΤΗΟ COAOMON 

('the prophet Solomon1), holds a large unrolled 

scroll revealing the inscription Η ΟΩΦΗΑ OKO-

AOMHCEN EAYTOY HKON (Wisdom hath build-

ed her house') (Proverbs 9,1), executed in large 

calligraphic lettering. It should be noted that 

the lettering of the inscriptions on this icon re

calls the script of the painters of the Kastoria 

workshop, both in the specific letter forms, such 

as the delta, and in the way in which abbrevia

tions and contractions are formed.13 

The output of this workshop, which executed 

wall-paintings and portable icons of a very high 

artistic quality, renewing the artistic tradition of 

Macedonia, covers the period from 1483 to 1510, 

to which the creation of the icon from the Lake 

Prespa church should be assigned. 
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6. Saint Athanasios of Alexandria 

32.5 x25x3 cm. 

Inv. no. IN 3649 

Provenance: Church of Saint Demeirios, Berat 

Date: About 1500 

This small icon, the wood of which is damaged, 

especially on the edges, has a depiction of 

Saint Athanasios in bust, against a gold ground. 

He wears a dark brown phelonion and a light-

coloured omophorion, holds a gospel book in 

his left hand, and raises his right hand in a ges

ture of blessing. The Alexandrian saint lived in 

the 4th century and came to the throne of Ale

xandria (328) after his dynamic contribution as 

deacon to the First Ecumenical Council at 

Nikaia. The saint, who was highly active within 

the church and also as a writer,1 was widely 

venerated in Macedonia and Epiros, as is evi

dent from the large number of surviving portable 

icons of him. 

In this icon he is depicted in the usual icono

graphie type as an old man, with a wide face 

and large, square, white beard with stylised curls. 

Broad white brushstrokes against the dark 

preparation can be seen in his face and hands, 

indicating a certain boldness in the painting and 

at the same time giving the figure an expression

ist character. 

The inscription Ο AHOC AQANACI(OC) ΑΑΕΞΑΝ-

APEl(AC) ('Saint Athanasios of Alexandria') is 

painted in sections within circles, as is common 

in icons by painters from the Kastoria work

shop at the end of the 15th century,2 and the 

lettering recalls inscriptions in monuments dec

orated by the same artistic movement3 

The overall execution of the icon associates it 

with paintings by the above workshop, espe

cially icons of Saint Nicholas from the town of 

Kastoria, Ohrid4 and Veria,5 dating from the mid

dle of the 15th century. The exaggerated styli

sation of the facial features in the icon of Saint 

Athanasios from Berat, and the rather careless 

execution, assign it to the output of the work

shop at the end of the 15th to the beginning of 

the 16th century. 

Unpublished 

1. See PG XXV, 221-240, 248-410, 595-642, 691-796. 

2. See cat. no. 5. 

3. See cat. no. 6. 

4. See p. 38. 

5. Papazotos 1995, nos. 90. 98. 
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7· Christ Zoodotes ('the giver of life') 

106.5 χ 69 χ 4.7 cm. 

Inv. no. IN 5094 

Provenance: Unknown 

Date: 1542-1551 

Painter: Frangos Katelanos (attributed) 

The dimensions of this fine icon of Christ, with his 

noble, distant expression, and the meticulous ex

ecution and decoration suggest that it adorned 

the templon of a church. The gold ground, the 

raised, integral frame, the finishing with a line of 

vermilion, the delicately decorated circles and 

panels containing inscriptions, the gold striations 

on the garments, and the large gilded plaster ha

lo with relief floral patterns - all these demon

strate the skill of the painter and the demands of 

the person who commissioned the icon to adorn 

some unknown church. The work is damaged 

particularly on part of the right side, where the 

painted surface is entirely destroyed. 

o I(HCOY)C X(PICTO)C ο ZQOAOTHC (Jesus 

Christ the giver of life') is depicted frontally from 

just below the waist, wearing a purple chiton 

with a wide sema on the shoulder, and a dark 

blue himation, blessing with his right hand and 

holding an open gospel book in his left. The 

modelling of the face is characterised by a 

strong contrast between light and shade, and 

the eyes, in particular, are sunk deep in the 

sockets, making Christ's gaze even more dis

tant. The dark brown preparation is lightened by 

pink on the forehead and cheeks. Fine parallel 

brushstrokes shape the eyebrows, and the hair, 

gathered behind his shoulders, is bordered by a 

dark outline. Wide pleats form geometric shapes 

in the himation, delicately adorned with gold 

striations. Christ's face is surrounded by a halo 

with relief designs of flowering shoots and the 

inscription Ο ΩΝ ('the Being') on the arms and 

upright of the cross, 

The same features of technique and artistic ex

ecution are to be found in a series of portable 

icons, mainly from Thessaloniki, which have been 

convincingly associated with the art of the very 

competent painter Frangos Katelanos,1 τοϋ ευτε

λέστατου Φράγγου τοϋ Κατελλάνου εκ Θηβών 

της Βοιωτίας ('the most humble Frangos Kate

lanos of Thebes in Boeotia') as he signed him

self in 1560 in the chapel of Saint Nicholas in the 

Monastery of the Great Lavra on Mount Athos,2 

his only signed work. The group of works attrib

uted to him, wall-painted ensembles in the Myrtia 

Monastery in Aitolia, parts of the Philanthropinon 

Monastery in loannina,3 the Varlaam Monastery 

at Meteora, and in Kastoria and the area of 

Kozani, cover a period of about fifty years from 

1539 to 15904 

After cleaning a valuable detail was revealed 

on the green ground of the icon of Christ Zoo-

dotes-, the date ETOYC ZN{] ('the year ZN[.]) from 

the beginning of the world, the last letter of 

which is unfortunately lost. The icon in the 

Korcë Museum may thus be dated between the 

years 1542 and 1551 after the birth of Christ, to 

the first period of activity of the highly compe

tent painter Frangos Katelanos, who had a deci

sive influence on the art of north-west Greece 

in the 16th century. 

Unpublished 

1. Aspra-Vardavaki 1985-1986. Tourta 2002. 

2. Semoglou 1998. 

3. Acheimastou-Potamianou 1955 and 2004. 

4. See Chatzidakis and Drakopoulou 1997, 76-79. with bib

liography. 
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8 . Christ Great High Priest Μη glory' and 

four hierarchs 

37.5 χ 46.5 χ 3.8 cm. 

Inv. no. SR 186 (IN 5144) 

Provenance: Kamena Monastery, Sarandë 

Date: 16th century 

Art of Markos Bathas 

In this fine icon of Cretan art the harmonious 

range of light colours mitigates the severe dis

position of the figures, At the centre is a repre

sentation of Christ 'seated in glory', encircled 

by the symbols of the evangelists and accom

panied by four hierarchs. Ο l(HCOY)C X(PlCTO)C 

('Jesus Christ'), King of Kings and Great High 

Priest, dressed in a prelate's sakkos and wear

ing a mitre with perpendulia, sits on seraphim 

with his feet resting on winged wheels and sur

rounded by the four symbols of the Apo

calypse. The lion, calf, eagle and angel are ac

companied by the corresponding initials of the 

evangelists: /W(Mark) Λ (Luke) ΙΩ (John) and M 

(Matthew). Christ blesses with his right hand 

and in his left holds a gospel book open at the 

passage: H BACIAEIA Η ΕΜΗ ΟΥΚ ECTIN EK TOY 

KOCMOY ΤΟΥΤΟΥ El EK TOY KOCMOY ('My king

dom is not of this world: if my kingdom were 

of this world') (John 18, 36). To right and left of 

him are depicted four hierarchs, standing with 

their feet resting on the green ground: Ο ΑΓ(ΙΟΟ) 

BACIAEIOC, Ο ΑΓ(ΙΟΟ) IQ(ANNHC) Ο XPY(CO-

CTOM)OC, Ο ΑΓ(ΙΟΟ ΓΡΙΓΩΡΙΟ Ο ΘΕΟΑΩΓΟΟ 

and Ο ΑΓ(ΙΟΟ) AQANACIOC nATPIAPX(HC) 

ΑΑΑΕΞ[Α]ΔΡΕΙΑ0 ('Saint Basil, Saint John Chry-

sostomos, Saint Gregory the Theologian and 

Saint Athanasios the Patriarch of Alexandria') 

with haloes indicated by incised circles. The 

four saints piously hold closed gospel books. 

The painter varies the positions of the hands 

and books to influence the visual effect and at 

the same time to emphasise the particular sig

nificance of each saint. Athanasios is the only 

one holding the book upright with his hand 

covered by his omophorion and phelonion in an 

indication of great respect, Gregory holds his low 

down, with his hand covered by the phelonion, 

while the other two hierarchs have their hands 

exposed. 

The painted surface of the icon is in a good 

state of preservation, with a few damaged ar

eas near the horizontal crack and at the bot

tom. It is bordered by a thin red line, and the 

background is decorated with gold. The sense 

of luxury is intensified by the gold and the pre

cious stones that adorn the mitre and the hems 

of Christ's sakkos, the epitrachelia, epigonatia 

and the gospel books. 

The iconographie type of Christ in glory, in

spired by the books of the prophets, is found 

rarely in manuscripts and portable icons of the 

Byzantine period, as in the Palaeologan icon in 

the Hellenic Institute in Venice.1 In the present 

icon it is combined with the type of the King 

and Great High Priest, accompanied by the 

three hierarchs and Athanasios the Great, in an 

iconographie amalgam presumably created by 

an inspired Cretan painter. Particular promi

nence is given in the icon to the presence of 

Saint Athanasios, the only hierarch holding up 

the closed gospel book. 

The execution of the icon exhibits admirable 

care and drawing skill in the modelling of the 

faces, the treatment of the symbols of the evan

gelists and the drapery (which renders the pleats 

of the soft fabrics), the gold-embroidery, the pre

cious stones and the fringes of the epitrachelia 

and epigonatia. Free brushstrokes emphasise 

the facial features of the figures. 

The severe, repeated stances of the four hierar

chs are alleviated by the harmonious alternation 

of the colours of the garments, the predominant 

tones of which are rose-red and white, softened 

by touches of pink, grey and ochre. 

The soft modelling of the faces, the nature of the 

chiaroscuro, and the use of pink tones are asso

ciated with the style of the famous Cretan painter 

Michael Damaskinos,2 though the painter of the 

present icon seems more measured and con

servative in his innovations. His work is formed 

gentle, harmonious and simple, though it lacks 

the power of the painting of Damaskinos. 

The organisation of the drapery in broad curves 

and triangles, the lively colours with a rich range 

of tones, and also the round, fleshy face of the 

angel link this icon rather with the art of the 

Cretan painter and miniaturist Markos Bathas, 

especially with the signed icon of Saint John 

the Baptist preserved in the monastery of this 

name on the island in the lake of loannina3 The 

painter, Bathas, lived in Vevice and died there in 

1578,4 and only three signed icons by him are 

known in loannina5 

This outstanding 16th-century Cretan icon is as

sociated directly with his art, and its discovery 

in the Kamena Monastery at Sarandë indicates 

that there was a circle in this area of southern 

Albania that was in contact -probably via nearby 

Korcë- with Cretan painters of recognised repute. 

Unpublished 

1. See Chatzidakis 1962, no. 2. 

2. Chatzidakis 1987, 241-253. Konstantoudaki-Kitromilidou 

1988. 

3. Acheimastou-Potamianou 1975-1976,113-133. 

4. For the painter see Chatzidakis and Drakopoulou 1997, 

397-399. 

5. Acheimastou-Potamianou 1975-1976. See and 

Vocotopoulos 1977,127-131. 
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9. Saint Nicholas enthroned, 

with scenes of festivals and saints 

42x31x 3.2 cm. 

Inv. no. IN 3672 

Provenance: Church of Saint Nicholas, Berat 

Date: Last decades of the 16th century 

Painter Georgios Klontzas 

The small icon, which is only 40 cm. high and 30 

cm. wide, is adorned by forty miniature scenes, 

5.4 cm. high and 3.7 cm. wide, surrounding a cen

tral representation. The work immediately gives a 

sense of the luxury eclectic iconographie lan

guage, and superb competence as a miniaturist 

of its creator. 

Before cleaning and conservation, the icon had 

damage to the painting and preparation, exten

sive burn marks and distinct craquelure, with 

the result that it was impossible to identify or 

recognise the subject. The greatest damage 

was to the central scene and the eighteen pan

els at the right and bottom part of the icon. 

The work carried out by the Museum's conser

vators uncovered a work by an outstanding 

miniaturist, who organised a rare iconographie 

composition, with scenes of festivals and saints 

in the form of a menologion around a central 

scene, using mainly shades of red and blue in a 

sage balance. Despite the extensive damage, it 

is possible to make out the tall, willowy figures 

with their highly expressive faces and hands 

with long fingers. The background of the icon is 

gold, and the scenes are separated by a double 

black line, while the frame is adorned by a band 

of vermilion. The same colour is used for the in

scriptions accompanying the festivals and saints. 

The originality of the composition, the compe

tence of the miniatures, the facial types and 

the colour scale link this work with the output 

of a Cretan workshop of the 16th century. 

The painter's signature, a mere 2.7 cm high and 

2 cm. wide, and with black majuscule letters 0.6 

cm. high, can be made out only with difficulty. 

on account of the damage, at the bottom of the 

throne in the central representation of the icon: 

XEI[P] ΓΕ[Ω]/ΡΠΟΥ- ΤΑΥ/ΤΗΝ ΛΑΒ[ΩΝ] / [μέμνησο 

προ]φρον[ως] ('the hand of Georgios; when 

you take this [icon], remember [me] kindly'). 

In the last line are traces of minuscule script, of 

which the letters ...eppov..., can be distinguished, 

part of the learned phrase μέμνησο προφρό-

νως ('remember kindly'), with which Georgios 

Klontzas, a cultured painter, familiar with Byzan

tine ekphraseis, signed three portable icons and 

a manuscript: the three hierarchs in Paris,1 Saint 

Titus in the Vatican,2 the triptych on Patmos,3 

dated by M. Chatzidakis to between 1580 and 

1600, and the Marcian codex, between 1590 and 

15924 For some unknown reason, the painter 

did not sign his surname, as in the fourteen sig

natures on works by him known to date, though 

the script of these does exhibit an affinity with 

the signature on the present icon5 

The painter was born about 1530 at Heraklion 

on Crete and was one of the most productive 

painters of his time. He kept a painting work

shop in Heraklion and was also a distinguished 

scribe and painter of miniatures. Archive docu

ments provide considerable evidence for his 

life and property at Heraklion, as well as the 

statement that in the year 1566 he undertook to 

value a painting by Domenikos Theotokopou-

los. His death is placed in the first decade of 

the 17th century, and his art was continued by 

his painter-sons6 

In the central scene of the present icon, all that 

can be made out of the completely destroyed 

figure of an enthroned saint is the throne and 

the red cushion. To the right and left of the 

saint's head, Christ, with the inscription Ο ΩΝ 

('the Being') on his halo, and the Virgin with the 

inscription M(HTH)P Θ(Ε0)Υ ('Mother of God'), 

emerge from clouds. The omophorion in the 

Virgin's hands and the inscription NiKO[AAOC] 

('Nicholas') support the identification of the cen-
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1. The icon before conservation. 

2. Drawing showing the arrangement of the scenes in the icon. 





trai figure of the icon with the enthroned Saint 

Nicholas, to whom Christ and the Virgin proffer 

a gospel book and omophorion, the symbols 

of the office of bishop. 

The scenes surrounding the central representa

tion are organised in two cycles, one of festivals 

and one of saints. The outer zone around the 

edge contains twenty-four scenes from the New 

Testament (drawing, nos. 1-24) The inner zone is 

organised in fifteen panels, with depictions of 

saints in pairs (drawing, nos. I-XV). The sixteenth 

panel, which occupies a position of special im

portance, since it crowns the main subject of 

the icon, contains a depiction of ΑΠΑ TPS AC (the 

Holy Trinity') (drawing, no. A) with the inscription 

Ο ΩΝ ('the Being') on the haloes of the Father 

and Son. 

The identification of the scenes and persons 

proved to be very difficult, especially in the 

lower part of the icon, and was based on dimly 

distinguishable figures and traces of semi-fugi

tive lettering. The two destroyed scenes in the 

outer zone at the bottom, depicting festivals, re

main completely unidentified (drawing, nos. 21,22), 

as do the three in the inner zone (XIII, XIV, XV), 

which probably depicted pairs of saints. 

In the seven scenes in the top row (drawing, 

nos. 1-7), the iconographie account of the most 

important festivals of the church year begins 

with the month of September and the birth of 

the Virgin [H ΓΕΝΝΗΟΙΟ ΤΗΣ Θ(ΕΟΤΟ)ΚΟΥ) and 

the Elevation of the Cross {Η ΥΨ[Ω0Ι0] TOY 

CTAYPOY). These are followed by November, 

with the Presentation of the Virgin in the Temple 

([EICOJAIA ΤΗΣ Θ(ΕΟΤΟ)ΚΟΥ), December, with the 

Nativity of Christ, January with the Baptism, 

February with the Presentation in the Temple 

{ΥΠΑΠΑΝΤΗ) and March, with the Annunciation. 

The fixed feasts are followed in the side panels 

(drawing, nos. 8-17) by representations of the ten 

Sundays from the Entry into Jerusalem until 

Pentecost, with the addition of Orthodox Sunday 

at the end. 

The representation of the Entry into Jerusalem 

(H BAI[O0OPOC]) is followed by the Resurrection, 

Thomas Sunday {KY(PIAKH) TOY [ΘΩΜΑ]), Sunday 

of the Holy Women at the Tomb ([ΚΥΡΙΑΚΗ] ΤΩΝ 

ΜΥΡΟΦΟΡΩΝ), Sunday of the Paralysed Man 

{KH[PIAKH TOY ΠΑ]ΡΑΑΥΤΟΥ), probably Sunday 

of the Blind Man {KH[PIAKH]), and Sunday of the 

Samaritan Woman {[ΚΥΡΙΑΚΗ] ΤΗΣ CAMAP[EITI-

AOCJ). The following scenes depict the Sunday, 

probably, of Pentecost {KH[PIAKH]), The Ascension 

(Η[ΑΝ]ΑΛΗ[Ψ]Ι0 TOYX(PICT)OY), which normally 

precedes Pentecost, and the Sunday of Fasting 

{KH[PIAKH] ΤΩΝ Ν[Η0ΤΕΙ]ΩΝ), the first Sunday of 

Lent -the great festival of Orthodoxy and the 

restoration of the icons. 

Only five of the seven scenes in the bottom row 

can be identified (drawing, nos. 18-24): the Trans

figuration (Η ΜΕΤΑΜΟΡΦΩΟΙΟ TOY X(PICT)OY), 

the Assembly of Angels (H CYNAEHC ΤΩΝΑΡΧΑΓ-

ΓΕΑΩΝ), and the Forty Martyrs condemned by 

the emperor Licinius to spend a night naked in 

the freezing waters of the lake of Sebasteia. 

The next two unidentified scenes are followed 

by two festivals of the summer months, the 

Assembly of the Apostles and the Dormition of 

the Virgin. 

In the inner zone (drawing, nos. I-XV), the depic

tion of the saints begins in the month of 

September with Symeon the Styl ite and the fig

ure of a saint wearing a red chiton, blue hima-

tion and holding an open scroll, who is possibly 

to be identified with Saint John the Theologian, 

whose Metastasis is celebrated on 26 Sep

tember. From the month of October is a depic

tion of Saint Demetrios wearing military uniform, 

and holding a spear and shield, and probably 

Saint Nestor next to him, while from November 

are depicted a martyr and Saint Catherine wear

ing royal raiment, and holding a palm branch 

and a martyr's cross in her hands. For December 

there are three panels. In the first are depicted a 

saint holding a martyr's cross and a closed 

scroll and Saint Savvas, an ascetic wearing a 

mitre and holding a rosary. In the second is 

Saint Spyridon wearing prelate's vestments, and 

a saint wearing monk's garb and holding a 

rosary. The third contains a figure identified by 
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the inscription ο όσιος MAPKOC ('Saint Mark') as 

the saint martyred under Diocletian along with 

Saint Sebastian, whose feast is celebrated on 

18 December. The other figure holds an open 

scroll with the passage: ζήλον έζήλωσε κυ-

p/'oL/...('he was zealous for my sake'), which is 

associated with the just priest Phinehas, the 

son of Eleazar, in accordance with the extract 

of the Old Testament: καί έλάλησεν Κύριος 

προς Μωυσήν λέγων Φινεές υίος 'Ελεάζαρ 

υιοϋ 'Ααρών τοϋ ιερέως κατέπαυσε τον 

θυμόν μου άπο υιών 'Ισραήλ εν τω ζηλώσαί 

μου τον ζήλον εν αύτοϊς... (And the Lord spake 

unto Moses, saying: Phinehas the son of Eleazar 

hath turned my wrath away from the children of 

Israel, while he was zealous for my sake among 

them ...') (Numbers 25,10-11). Phinehas is cele

brated on 12 March, according to the church cal

endar, and is the only one of the saints who 

can be made out in the scene, holding an in

scribed scroll. 

The Sermon of John the Baptist to the Jews in 

the month of January, is the only scene from 

the zone of saints in which only a single saint 

is depicted. The scene is found mainly in illus

trated gospel books, and very rarely in monu

mental paintings illustrating 7 January, as in the 

mural menologion in Staro Nagoricino. There 

are very few known portable icons with the life 

of John the Baptist7 

In the following scene, one of the figures, wear

ing prelate's vestments, is Saint Charalambis, 

whose feast is in February. The next two panels 

have depictions of two monks-saints holding 

rosaries, and two unidentified saints. Of the fol

lowing two saints wearing prelate's vestments, 

one is identified with Cyril, the archbishop of 

Alexandria, who is celebrated in January. The 

next scene in the zone of saints contains two mil

itary saints. One, wearing a cuirass and holding a 

spear, is probably Saint George, and the other, 

accompanied by the inscription CTPATftfAATHC], 



is Saint Theodore. The two saints-martyrs and 

dragon-slayers are depicted together from the 

very Early Byzantine period. Pairs of saints were 

probably depicted in the next three panels, 

which are destroyed. 

Amongst the twelve representations of saints 

identified so far, it may be noted that only John 

the Baptist is depicted alone, in the rare scene 

of the Sermon to the Jews. The monks-saints 

create a special impression, depicted with large, 

prominent rosary, like the monks in the icon in 

the Sinai Monastery signed by the same painter 

and depicting the Fathers of Raithou.8 Despite 

their small dimensions, the facial types of the 

hermits and monks with the long beard in this 

icon recall the figures of the monks in the Sinai 

icon just mentioned. 

The iconographie rendering of the calendar in 

the icon is connected with the Menologion, one 

of the most important liturgical books of the 

Orthodox Church, which contains the fixed cal

endar of feasts, starting on 1 September. Towards 

the end of the 10th century, Symeon the Meta-

phrast9 created an anthology of the Lives of the 

Saints, in which there was one life for every day 

of the church year, leading to a reduction in the 

illustrations in the Menologion. This style was 

adopted by the hagiographers of the same peri

od.10 Illustrated manuscript menologia thus con

tained the lives of saints accompanied by minia

tures, and in the 11th century, these illustrations 

were transferred to portable icons, the earliest 

examples of which are in the monastery of Saint 

Catherine on Sinai.11 Later menologion icons, both 

Byzantine12 and Russian,13 usually include repre

sentations for all the days of each month. In cor

responding Post-Byzantine icons, only a small 

number of the saints or feasts of a given period 

are illustrated,14 as in the present icon. 

It may be noted that the depiction of the move

able feasts, which correspond with the Sundays 

before and after Easter, recalls the similar selec

tion made by the painter for the triptych on 

Patmos.15 With the possible exception of the 

choice of the saints depicted for the month of 

December, there appears to be no reference to 

the central representation of the icon, Saint 

Nicholas enthroned, who would be expected to 

be accompanied by scenes of his life. Of the 

roughly fifty signed or attributed works by 

Georgios Klontzas known to date, only three, 

which have recently been added to the bibliogra

phy, fall in the category of icons with representa

tions set around a central subject. These are un

signed icons with biographical scenes on the 

frame around a central figure -Saint Nicholas,16 

Saint Catherine,17 and the archangel Michael18-

which have been identified in Madrid, Corfu and 

Kalamata, respectively. Although there are a 

number of distinctive iconographie features in 

these works,19 the composition of the icon from 

Berat is highly original. 

Its structure calls to mind an outstanding ex

ample of Byzantine miniature art, the Berne 

diptych, executed in Venice in the late 13th cen

tury as a gift for the king of Hungary, who was 

born in Venice. The depictions in the thirteen 

scenes of the feasts of the year, the symbols 

of the evangelists, and the twenty-eight panels 

with saints were specially selected for the high-

placed recipient of the diptych20 

In the manner in which he depicts the festivals 

of the year, the painter of the present icon re

mains true to the established representations 

and also to his own personal choices, as ex

pressed in other works by him, in which the 

iconographie innovations are found in scenes 

with less formal subjects21 

In the representation of the Nativity, the Virgin is 

rendered kneeling with her arms crossed in 

front of her breast, in an iconographie type de

rived from the West and encountered in works 

by Cretan painters.22 In the Elevation of the Cross, 

the male figure wearing imperial raiment and 

kneeling before the patriarch, who raises the 

cross, indicates that the depiction is of the annual 

feast of the ceremony of the Elevation of the 

Cross in Constantinople. This ceremony took 

place on 14 September in Saint Sophia, where the 

patriarch raised the cross amidst great splendour 

and in the presence of the emperor. The repre

sentation is found in Byzantine menologia from 

the 10th century onwards23 Although Klontzas 

frequently includes depictions of the Discovery 

and the Elevation of the Cross in his works,24 he 

chooses here to depict the festival in Saint 

Sophia, which was of extreme importance for the 

Byzantines. In the representation of the Anastasis, 

the painter depicts Christ above the open sar

cophagus and figures of terrified fallen soldiers, a 

western theme that makes its appearance in 

Orthodox painting in the 15th century25 

It has been observed of the painter of the pres

ent icon that generally speaking he accommo

dates both the style and the iconography to the 

demands of his clients26 The choice of Saint 

Nicholas for the central scene, and the fact that 

the icon comes from the church of Saint Nicho

las in the castle of Berat associate the icon with 

the specific church, which is further known to 

have been renovated and given wall-painted 

decoration at the expense of a priest, Konsta-

ntinos, and his brothers in the year 1591,27 about 

the same time as the creation of the icon. 

At the same time, the choice of the iconograph

ie programme, the combination of scenes and 

saints, the small dimensions of the icon, and the 

strong presence of hermits, monks and prelates 

of the Church, suggest that it was commis

sioned by or intended as a gift for a person or 

community of ecclesiastical character, whose 

patron saint was Nicholas. 

Manolis Chatzidakis noted that the work of 

Klontzas is distinguished by an intensely per

sonal character,28 which ranges from the most 

academic style to western mannerism without 



departing from the Byzantine tradition29 This 

personal character can also be seen in this par

ticular work, in the highly original composition, 

and also in the sophisticated decision by the 

painter to develop forty-one representations on a 

surface a mere 30 χ 40 cm. It is also expressed 

in the manner in which he combines the aca

demic style with mannerist elements, following 

an austere model with memories of Byzantine 

manuscripts, and alleviating the visual effect 

though his elegant figures with their restrained 

movements. The tall, slender bodies of the saints 

remain discreetly mannerist, and their frontal 

stances are relieved by the careful balancing of 

the figures depicted in the same panels. 

Despite their small dimensions, all the represen

tations are self-sufficient, and have an impres

sively meticulous execution of detail, which can 

hardly be made out with the naked eye, such as 

the inscriptions on the haloes and scrolls, or 

the decoration on the clothing. 

In the scene of the saints of Sebasteia, the gri

saille detail of the young and aged figures, with 

obvious portrait features, crowded together in 

the freezing lake, provides an example of the 

outstanding skill of the painter as a miniaturist, 

and recalls representations in manuscripts illu

minated by him.30 

The predominance of red and blue shades in 

all the scenes, forming the basic colour triad of 

the icon along with the gold of the background, 

is a sage choice by the painter. It leads specta

tor's eye steadily to distinguish the miniature 

scenes, explained by the large inscriptions in 

vermilion, emphasises the sense of luxury and 

calls forth memories of Byzantine illuminated 

manuscripts, and at the same time stays within 

the spirit of his personal colour preferences. 

The iconographie and stylistic choices of the 

painter, that produced a rather academic com

position, are presumably directly connected with 

the commissioners of the icon. It should be not

ed that at this same period, in the middle of the 

16th century, Onouphrios,31 an excellent painter 

whose art is clearly influenced by Cretan and 

Western painting, was invited to paint in the 

town of Berat. The fact that the present icon was 

commissioned to a famous Cretan painter con

firms that the ecclesiastical and secular offi

cials of the town were abreast of the artistic 

movements of their day and with the high quali

ty of Cretan art. At the same time, this icon is an

other example of the eclectic painting of Geor-

gios Klontzas and the way in which Cretan 

painters of the 16th century adapted to the de

mands and wishes of their clientele. 
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The icon before conservation. 

10. The Virgin the Joy of All 

81.5 χ 58.5 χ 2 cm. 

Inv. no. IN 2688 

Provenance: Korcë 
Date: Late 16th-early 17th century 
Painter Emmanuel Tzanfournaris 

The aesthetic traditions and iconographie pref

erences of Cretan painting, which derive from 

Palaeologan art and corresponding preferences 

in Western painting, are to be found in the work 

of a painter from Corfu, Emmanuel Tzanfou

rnaris, in the late 16th-early 17th century. The 

icon from Korcë, which depicts the Virgin hold

ing the infant Christ on her left arm and tenderly 

embracing him, while angels prepare to crown 

her as queen, was marred by little blue clouds, 

a later addition, which gave it a light, almost ro

coco atmosphere. The clouds were removed 

after cleaning, which also revealed the original 

colour of the Virgin's maphorion and the traces 

of gold at the bottom left of the icon. Careful 

examination under the microscope showed 

that this was the signature of the painter, with 

the letters TZA[+2]0[+4-5]lC forming the name 

of Tzanfournaris. 

Emmanuel Tzanfournaris was born on Corfu 

about 1570-1575 and attended painting lessons 

by the Cretan painter Thomas Bathas,1 who had 

settled on Corfu. He then followed his master to 

Venice, where he was a member of the Greek 

community from 1600 to 1631, according to 

archive sources2 As Manolis Chatzidakis ob

serves, he was a painter formed in the Greek 

environment of Venice, of which the Cretans, 

who came to Venice as finished painters, were 

distinguished members. The result of his per

sonal history was an inability to decide upon a 

personal style: he sometimes adopted Italian 

paintings unmodified, and on other occasions 

the models of the Cretan painters of the 15th 

and 16th century3 

The present icon, with the inscription MH(TH)P 

Θ(Ε0)Υ Η ΠΆΝΤΩΝ ΧΑΡΑ ('Mother of God, the 

Joy of All') combines a representation from Cretan 

painting with roots in the art of Constantinople 

with a type drawn from Italian painting. The cen

tral subject of the icon is based on the Con-

stantinopolitan type of the Virgin, known in the 

earlier bibliography as Eleousa, which is found 

in Byzantine icons of the 14th century4 The 

translation of the Russian word Umilenie, tender

ness, on which the appellation Eleousa was 

based, renders precisely the tenderness with 

which the two figures draw near to each other: 

the way in which the Virgin embraces the child's 

body, and the gentleness with which the infant 

Christ touches her face. The Virgin wears a 

brown-red maphorion with an orange band at 

the hems, with a dark-blue dress visible at the 

neck. Her halo is discreetly adorned with a sin

gle row of punched palmettes, as commonly in 

Cretan icons. Christ's himation, which leaves his 

chiton exposed down to the thighs, also alludes, 

as has been observed, to Palaeologan icons, 

which follow the type of the miraculous Con-

stantinopolitan icon5 This type of the Virgin was 

reproduced in different variations by Cretan work

shops in the 15th and 16th century,6 the main 

emphasis being on the mystery of the Incarnation 

and the impending Passion, which is hinted at 

the present icon by the gazes of the divine fig

ures, which do not meet, but look sorrowfully in

to the distance, and also by Christ's bare foot.7 

This scene of tender sorrow is crowned with the 

western theme of the Virgin being crowned queen 

by the angels8 The angels, with a dancing 

movement and spread wings, triumphantly raise 

the open scrolls with texts from the Akathistos 
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Hymn glorifying the Virgin: χαίρε οτι ναστάζεις 

βασιλέων καθέδρα, χαίρε αστήρ έμφαίνων 

τον ήλιον ('Hail! For you are the King's throne. 

Hail! Ο Star revealing the Sun'). In the minuscule 

script on the scrolls, which is similar to that of 

the scrolls on the icon of the Galaktotrophousa 

signed by the same painter,9 the use of the Latin 

ν in place of the Greek β should be attributed to 

Tzanfournaris's long sojourn in Venice and his 

familiarity with Italian. 

The soft modelling of the faces in the Korcë 

icon, the bright colour tones, and the form of 

the drapery of the Virgin's maphorion, with its 

broad, inflexible lines, are features that have al

so been noted in other works by the painter, 

and bring the present icon close to the Virgin of 

the Passion in Venice,10 with which the portrait 

style of the Virgin is also directly connected. 

The looseness in the style of this work con

firms the comment that Tzanfournaris's art was 

not fully distilled, though it is characteristic of 

the stylistic and iconographie manners chosen 

by a painter from the Ionian islands in the 16th-

17th century, who was a pupil of Cretans and 

lived in Venice. It is also significant that the fame 

of this painter, whose works are to be found in 

Athens, Venice, the Vatican, Apulia, Cyprus and 

the Ionian islands,11 reached the Orthodox com

munities of southern Albania, which seem from 

the existence of other works of a high artistic 

quality in the 16th and early 17th century, to have 

been well informed about the artistic develop

ments and to have sought competent painters in 

the environment of Crete and Venice. 
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i l . Sanctuary door with the Annunciation, 

prophets and the four evangelists 

132 χ 43 χ 5.5 cm (left leaf) 

132 χ 415 χ 4.5 (right leaf) 

Inv. no. BR 63, 64 

Provenance: Church of the Annunciation, Berat 

Date: Middle of the 16th century 

Painter Onouphrios (attributed) 

In this painting are concentrated the artistic virtues 

and eclectic preferences of a strong 16th-century 

artistic personality, the painter Onouphrios. The in

spired, original composition of the sanctuary 

doors is handled by a painter familiar with the 

Byzantine manuscript tradition and with Palaeo-

logan iconography, a learned artist abreast of the 

trends of western art in his day and at the same 

time competent in his use of drawing and colour. 

The work is enhanced by the good state of 

preservation of the painted surface, with only 

slight damage to the wood-carved frame, of 

which a part is missing at the bottom. 

The abundant use of gold is evidence for the 

economic prosperity of the commissioners of 

the icon, and also their desire to acquire a dis

tinct group for the iconostasis of the church of 

the Annunciation at Berat, since the commission 

seems to have included all the icons for the tem-

plon. Three Dodekaorton icons from the same 

church are on display in Thessaloniki: the Nativity 

the Baptism, and the Descent into Hell,1 while 

the Presentation in the Temple, the Raising of 

Lazarus, the Crucifixion, the Transfiguration, the 

Great Deisis, and the despotic icon of Saint John 

the Baptist are in the Korcë Museum2 This en

semble of paintings is directly associated with 

the art of Onouphrios, the educated protopapas 

of Neokastro (Elbasan) and a painter of high-

quality art in the middle of the 16th century, to 

whom it is securely attributed, on the basis of his 

signed works. 

Onouphrios executed at least eight ensembles 

of wall-paintings in addition to Berat, in the gen

eral area of the archdiocese of Ohrid, at Kastoria, 

Valsh, Shelcan, Zrze, near Prilep, and Kitchevo, 

and seems to have travelled as far afield as 

Moldavia, with known dates between 1537 and 

15543 In four monuments, the churches of the 

Holy Apostles (1554), and of Saints Damian and 

Kosmas in Kastoria, of Saint Paraskevi at Valsh 

(1553/4) and Saint Nicholas at Shelcan,4 he 

signed his work in the sanctuary in a way that is 

not commonly found, but which has special 

significance for the preservation of the memory 

and the salvation of the believers who seek to 

be remembered by the priest at the time for the 

Divine Liturgy. When he signed in the inscription 

in the church of Saints Damian and Kosmas: + 

OTAN EIC Θ(ΕΟ)Ν / EKflETACIC TAC / XEIPAC 

COY Ω / [Θ(ΕΟ)Υ ΘΥ]ΤΑ MNH[COHTI] / [OJNOY-

ΦΡΙΟΥ ΖΩ[ΓΡΑ]/ΦΟΥ IEPEOC Κ(ΑΙ) / ΠΡΩΤΟΠΑΠΑ 

NE/[0]K[ACTPOY] (When you raise your arms to 

God, you who sacrifice God, remember Onou

phrios the painter, priest and protopapas of 

Neokastro'), Onouphrios added to his capacities 

as painter and priest, that of protopapas of 

Neokastro, as he also did in 1554 in the church 

of Saint Paraskevi at Valsh. 

The only founder's inscription containing his 

signature is preserved in the church of the Holy 

Apostles at Kastoria,5 in which the learning of 

the painter and priest is evident. So, too, is his 

familiarity with the manuscript tradition both in 

his deviations from the usual texts of inscrip

tions6 and in the addition of the solar and lunar 

cycles to the date, which is rarely found in Post-

Byzantine inscriptions, and here reflects the 

painter's familiarity with the manuscript tradition. 

The position of the inscription, too, in the centre 

of the north wall, between figures of saints, is 

chosen so as to attract the spectator's gaze. 

The painter's fine calligraphic lettering can be 

recognised in all the inscriptions of the church

es decorated by him, as well as in the extensive 

texts he added to the icons attributed to him.7 

According to our reading, the decoration of the 

church of the Holy Apostles at Kastoria: ΕΤΕΛ-

ΛΙΟΘΗ E[TOYC] ΑΠΟ ΑΔΑΜ ZNE ΙΝΔ(ΙΚΤΙΩΝΟΟ) 

Ε (ήλί)ου [κ]υ(κ)[λ]ος) Κ[Ε] (σελήνης) [κ]ύ(κ)λος 

από δε της ενσάρκου οικονομίας τοϋ Κυρίου 

ημών Ίησοϋ Χριστού ΑΦΜΖ / Ίουλίω KT/ΕΠΕι 

THc APXIEPATIAC ΤΟΥ ΠΡΩΤΟΘΡΟΝΟΥ KACTO-

PIAC ΚΥΡΟΥ ΜΕΘΟΔΙΟΥ Ο ICTOPICAC ΟΝΟΥ-

ΦΡΙΟΟ ΤΟΥ ΑΡΤΗ ΕΚ THC ΑΑΜΠΡΟΤΑΤΗΟ ΠΟΛΕΟΝ 

Β[ΕΝΕΤΙ]ΟΝ Ι ΟΥΝ ΘΕΩΡΟΥΝΤΕΟ EYXECTE ΚΑΙ ΜΗ 

KATAPACTE ΑΥΤΩΝ ΑΜΗΝ ('Completed in the 

year 7045 from Adam, 5th indiction, 5th cycle of 

the sun, 25th cycle of the moon, and in the year 

1547, on the 23rd of the month of July from the 

incarnation of our Lord Jesus Christ, during the 

prelacy of the protothronos of Kastoria, kyr 

Methodios. Decorated by Onouphrios who had 

just come from the most brilliant city of the 

Venetians. You who behold, pray and do not 

curse. Amen'). 

The painter concludes the inscription with an 

autobiographical note, which is unfortunately 

difficult to interpret because of the damage at 

the precise point at which reference is made to 

the place ("the most brilliant of cities") from 

which the painter of the church, Onouphrios, 

came. This obscure passage, combined with 

the inadequate publication of the painter's 

works, has led to the formulation, from 1922 to 

the present day, of a series of views relating to 

the place of origin of Onouphrios, the most 

widely accepted being that he came from Berat 

in Albania, where he was also active as a 

painter8 A recent study in 19839 connected the 

painter's origins with Argos, reading the relevant 

extract of the above inscription as follows: Ο 

ICTOPICAC ΟΝΟΥΦΡΙΟΟ TOY ΑΡΓΙΤΗ ΕΚ THC 

ΛΑΜΠΡΟΤΑΤΗΟ ΠΟΑΕΟΝ B[ENETi]ON (Decorated 

by Onouphrios of Argos from the most brilliant 

city of the Venetians'). More importantly, howev

er, it reverted to the issue of the artistic origins 

of the painter in Venice, suggesting the reading 
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1.-2. Saint Stephen and an unidentified deacon, wall- 1 

paintings in the church of Saint Theodore at Berat. 

3. Inscription with the signature of the painter 

Onouphrios in the church of the Holy Apostles 

in Kastoria. 

4. The archangel Michael, wall-painting in the 

church of the Holy Apostles in Kastoria. 

5. View of the castle and the neighbourhood 

of Magalemi in Berat. 

6. The castle of Berat. 



B[ENETl]ON, close to the reading Βενετίου for 

the problematic ligature, first advanced by An. 

Orlandos in 1938.10 This view is based on the 

existence of an Onouphrios, a priest from Argos, 

in 16th-century Venetian documents,11 though 

these nowhere refer to a painter, nor has it been 

possible to locate any work by him in Venice. 

On the basis of our own reading of the relevant 

problematic passage of the inscription TOY APTH 

EK THC ΛΑΜΠΡΟΤΑΤΗΟ ΠΟΛΕΟΝ B[ENETI]ON, 

('recently from the most brilliant city of the 

Venetians'), we disassociate the painter's origins 

once more from Argos and take the view that 

he wished in the inscription to emphasise his re

cent return from the most brilliant of cities, which 

cannot be 16th-century Berat, but must be the fa

mous city of the Adriatic. From the end of the 

15th century, the Greeks of Venice managed to 

have themselves recognised as an ethnic mi

nority, in accordance with the guild law of the 

period, and founded a Brotherhood (Scuola) in 

questa santissima et alma città, as stated in their 

request to the Council of Ten.12 The Brotherhood, 

centred on the church of Saint George, devel

oped into a centre for the cultivation of Greek ed

ucation and culture, and welcomed Greeks from 

regions ruled by Venice and the Ottoman Turks, 

particularly painters, who settled permanently or 

temporarily in the Serenissima Repubblica.13 

In the absence of any other evidence for the 

artistic training of Onouphrios in Venice, we have 

to be content with the testimony of his works, 

which reveal that the painter was familiar with 

western painting manners. In addition to the rel

evant comments on works by him published in 

the present catalogue and referred to below, 

there are some very fine icons by him, from 

churches in Berat, in the Onouphrios Museum 

in that town; they include the matching icons of 

Christ and the Virgin, Saints Theodore, and the 

excellent Deisis14 with clear western influences, 

such as the relief pointed arches of Late Gothic 

type used frequently in the windows of Venetian 

buildings in the 15th century. 

The present sanctuary door from the Korcë 

Museum also comes from the area of Berat. For 

it, Onouphrios decided on an iconographie com

bination of the Annunciation with the prophets at 

the sides and the four evangelists in the type of 

wise men writing. The Annunciation is depicted 

in representations on sanctuary doors from at 

least the 11th century, is associated with the ref

erence to the Virgin as the gateway in ecclesi

astical hymns, and is combined with prophets, 

apostles or other saints, usually depicted full-

length.15 In this case, the painter articulated the 

surface of both leaves into three zones and six 

representations, bordered by a twisted, gilded, 

wood-carved frame, and organised the depic

tion of the Annunciation and the prophets in 

double arches that crown the two leaves of 

the sanctuary door, with the representations of 

the evangelists in four rectangular panels. On 

the right leaf, below the Virgin and David, he de

picted Luke and Matthew, and on the left, below 

the angel of the Annunciation and Solomon, he 

rendered the cave of the Apocalypse with John 

and Prochoros and, in the last panel, the evan

gelist Mark. The symbols of the evangelists: TO 

ζφον TO πρώτον δμοιον λέοντι, καί TO δεύτε

ρον ζφον δμοιον μόσχω, καί το τρίτον ζφον 

έχον TO πρόσωπον ώς άνθρωπου, καί το τέ

ταρτον ζφον δμοιον άετφ πετομένω (And the 

first beast was like a lion, and the second beast 

like a calf, and the third beast had the face of 

a man, and the fourth beast was flying like an 

eagle') accompany Mark, Luke, Matthew and 

John, respectively, in accordance with the text 

of Revelation.16 The evangelists are projected in 

conventional 'stage-set' buildings with ingen

ious variety. The architectural structures are a 

dominant element in the composition, thanks 

not only to the imaginative combinations of ar

chitectural types, but also to their colour tones. 

In the representation of the Annunciation, the 

archangel, wearing imperial raiment comes from 

the left with a wide stride, extends his right hand 

in a gesture of speech and holds a long scep

tre, the caduceus, in his left. The Virgin, standing 

on a footstool in front of a seat without a back

rest, indicates acceptance with one hand, which 

emerges from her maphorion, while she still 

holds the spindle and thread with the other. Her 

figure is flanked by grey buildings, and a low, 

ochre wall with square recesses rises behind the 

angel. The prophets Isaiah and David are depict

ed half-length, turned with lively gestures of 

speech to the figures of the Annunciation and 

holding billowing scrolls, on which can be read 

texts referring to the Incarnation: ΙΔΟΥ Η ΠΑΡ-

OENOC ΕΝ ΓΑΟΤΡΙ ΕΞΕΙ. KAI ΤΕΞΕΤΕ ΥΙΟΝ ΚΑΙ 

KAAECOYCI ΤΟ ΟΝΟΜΑ ΑΥΤΟΥ ΕΜΜΑΝΟΥΗΛ 

(Behold a virgin shall conceive, and bear a son, 

and shall call his name Immanuel') (Isaiah 7,14) 

and AKOYCON ΟΥΓΑΤΕΡ ΚΑΙ ΙΔΕ ΚΑΙ ΚΛΙΝΟΝ 

TO OYC COY ΚΑΙ ΕΠΕΙΛΑθΟΥ ΤΟΥ ΛΑΟΥ COY ΚΑΙ 

ΤΟΥ ΟΊΚΟΥ ΤΟΥ ΠΑΤΡΟΟ COY ('Hearken, Ο daugh

ter, and consider, and incline thine ear forget al

so thine own people and they father's house') 

(Psalm 44,11). The type of the crown and the rich

ly decorated royal garb worn by David are direct 

references to the representation of Saints Con-

stantine and Helen attributed to the same painter.17 

In the middle zone of the left leaf is depicted 

ΑΓΙΟΣ HQ(ANNHC) Ο ΘΕΟΛΟΓΟΟ ('Saint John 

the Theologian'), according to the inscription writ

ten in red lettering on the gold ground above the 

cave. In the dark opening of the cave εν τη νήσω 

τη καλούμενη Πάτμω ('in the isle that is called 

Patmos'), John, standing, turns his head and lis

tens to the words of the Revelation from heaven: 

ήκουσα φωνην οπίσω μου μεγάλην ώς σάλ-

πιγγος λεγούσης δ βλέπεις γράψον εις βιβ-

λίον (1 heard behind me a great voice, as of a 

trumpet saying What thou seest write in a book'), 

while his other hand points at Prochoros, an indi-
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cation that he is dictating. The inscription, in 

gold lettering. ΓΡΑΦΕ TEKNON ΠΡΟΧΩΡΕ ('Write, 

my child, Prochoros') explains the scene. The 

young Prochoros, on a low stool, writes the be

ginning of John's gospel on his knees: ENAPXH 

ΗΝ ο ΛΟΓΟΟ ('In the beginning was the Word') 

(John 1,1). Between them is a low table with gold 

highlights, on which is an inkpot compass and 

scissors, and at the sides small cupboards with 

glass phials of ink. Towards the top, on the black 

ground, can be seen a basket containing the 

rolled scrolls with the texts. On the legs of John's 

gold throne, ο AETOC ΤΗΝ ΥΨΗΑΗΝ ΘΕΟΑΟΓΙΑΝ 

KYPITTON (the eagle preaching the word of God'). 

Luke is depicted in the type of the wise man 

writing,18 seated on a gold throne with a high 

footstool, on the legs of which can be seen his 

symbol, the calf, with the inscription: ΒΟΩΝΤΑ 

BUA Ο TAYPOC ΤΗΝ ΜΕΓΑ AHN ΒΩΗΝ ... ('the bull 

belows a loud bellowing'). From the tall architec

tural structure behind him emerges the apostle 

Paul, stooping, as though dictating the gospel to 

him - a rare depiction found in Byzantine manu

scripts19 On the low table, next to the knife, 

compass and phial of ink, is depicted the open 

box with the artist's paints, recalling the evange

list's capacity as the first to paint an icon of the 

Virgin, according to tradition.20 In the architectur

al composition of the representation, the two 

buildings, in shades of green and light cherry-

red, and with drawn, red curtains, are linked by 

a dark blue fabric, elaborately tied with a rope 

that ends in a snake's head. The tall building at 

the left, set obliquely, with a flat roof, thin wood

en railings and a lamp at the side, recalls repre

sentations in early 16th-century churches on 

Cyprus, such as the church of the Virgin Podi-

thou at Galata (1502)21 

The evangelist Mark is depicted on a high gild

ed throne with his knife and pen in his hands, 

before a tall lectern with an unfurled Hebrew 

scroll, from which he translates the gospel into 

Greek. At the base of the lectern is a book open 

at the inscription: ΑΡΧΉ TOY ΕΥΑΓΓΕΑΙΟΥ I(HCO)Y 

X(PICTO)Y HOY TOY θ(ΕΟ)Υ ΩΟ ΓΕΓΡΑ[ΠΤΑΙ] (The 

beginning of the gospel of Jesus Christ, the Son 

of God; As it is written': Mark 1,1), along with his 

pen and inkpot. Next to Mark's footstool is a de

piction of his symbol, the lion, with the inscrip

tion: ΚΕΚΡΑΓΩΤΑ ΚΡΑΖΕΙ Ο ΛΕΩΝ ΤΗΝ BACIAIKHN 

Κ(ΑΙ) ΘΕΙΜΟΤΑΤΗΝ ΦΩΝΗΝ AYTEEOYCIOC (the lion 

calls with his regal voice'). 

From the elaborate round architectural struc

ture emerges the figure of the apostle Peter in 

a stance, derived from Byzantine manuscripts, 

corresponding with that of Paul in the previ

ous depiction of the evangelist Luke. Unlike 
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the type of the apostles accompanying the evan

gelists, which is rare, the subject of the angel, 

who seems to be dictating their texts to them, is 

found fairly widely in Post-Byzantine painting. 

The angel, the personification of wisdom, who in 

the present icon descends from the semicircle 

of the heaven with the inscription: Η ΑΝΩΘΕΝ 

ΠΡΟΝΟΙΑ ΚΑΙ ΟΟΦΙΑ ('providence and wisdom 

from on high') towards the aged Matthew, show

ing him the gospel, is depicted in wall-paintings 

of the Cretan School and the School of north

west Greece in the 16th century.22 Matthew, 

with the book half-open and his pen in his 

hand, is depicted next to a low table, on the 

white surface of which can be seen phials of 

ink, an inkpot and the knife needed to sharpen 

the wooden or bone pen. His symbol, an angel, 

is depicted in grisaille at the bottom left, with the 

inscription: K(AI) ΛΕΓΟΝΤΑ ΛΕΓΕΙ Ο ΑΝ(ΘΡΩΠ)Ο0 

ΤΗΝ ΛΟΓΕΙΚΕΙΝ THC ΕΝΑΝΘΡΟΠΕΙΟΕΩΟ ΤΗΝ 

ΓΕΝΕΑΛΟΠΑΝ ΟΥΝΕΙΠΕΝ ('and the man tells 

the logic of the Incarnation and at the same 

time the genealogy'). At the side rises a tall 

building with square and arched openings, a 

porch supported on two columns and lean-to 

roofs, in the same vivid red as the drawn veil 

at the entrance and the evangelist's table. The 

surfaces of all the buildings in the icon, with 

memories of the imaginary architectural struc

tures of the Palaeologoi, are adorned by lion's 

heads and palmettes. At the same time, their 

arrangement in space, like that of the building 

in the representation of the evangelist Mark, 

with its grisaille interior walls and the exterior 

arched opening in shades of red, and also a 

number of individual elements such as the bal

cony with the railings, betray the painter's famil

iarity with 15th-century Italian painting. 

The elegant figures with their small round heads, 

the finely-drawn features, the small mouth, the 

gently curving eyebrows, the tranquil, rather 

sugary expression, call to mind figures of Late 

Gothic painting. So, too, do the dark preparation 

of the faces, the stylised features, and the 

cheeks emphasised with red, which are found in 

monuments in the archdiocese of Ohrid in the 

14th century such as the church of Saint Atha-

nasios Mouzaki in Kastoria, and the churches of 

Borje and Mali Grad23 

Colour plays a dominant role in the composi

tions of Onouphrios, in which there is a clear 

preference for shades of red, from light red and 

fire-red to violet and plum-red, colours that are 

prominent also in his wall-paintings, finely com

bined with shades of green. 

Another constant preference of the painter is for 

meticulous decoration in wall-paintings, with fio-
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and also in portable icons, with discreet dotted 

haloes and gold outlines for the faces, and 

abundant meticulous gold striations on the fur

niture and clothes. 

The above features, which constitute a fixed per

sonal style, found constantly in all the painter's 

works, both wall-paintings and portable icons, 

can be recognised in particular in the more ac

cessible, signed ensemble in the Holy Apostles 

at Kastoria24 

The virtues of Onouphrios's painting, his origi

nality and eclecticism, based on a knowledge 

of manuscript illumination and Palaeologan 

painting, and also of the later north-west Greek 

tradition, Cretan painting, and the trends of 

western Late Gothic and Renaissance art, seem 

to have been very well received in the environ

ment of the archdiocese of Ohrid and Prilep, in 

the area of Albania and West Macedonia about 

the middle of the 16th century. The art of this 

learned painter was continued by named 

painters in the 16th and 17th century, in the 

works of his son Nikolaos and of Onouphrios 

of Cyprus,25 and also in a series of works by 

anonymous painters in the general area of 

Ohrid,26 testifying to his strong artistic presence 

and the acceptance of his art by the ecclesias

tical and secular environment of his time. 
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12. The Nativity of Christ 
54 χ 34.5 χ 3.8 cm. 

Inv. no. BR 53 

Provenance: Church of the Annunciation, Berat 

Date: Middle of the 16th century 

Painter: Onouphrios (attributed) 

The painter's skill in composition is revealed in 

the representation of the Nativity of Christ. This 

is organised around the central point of the 

cradle, illuminated by the light from heaven 

and the star, in a series of six episodes, skil

fully independent, yet linked together on the 

basis of the shapes and alternating colours of 

the rocks on the mountain of Bethlehem. 

In the dark opening of the cave, on which the 

steep cliffs converge, the swaddled infant in a 

basket-weave cradle, is warmed by the animals. 

On a flat area of rock, the Virgin reclines on the 

red litter, resting her head on one hand, while 

the shepherd next to her points to the star. 

At the right, above the cave, an angel with 

raised arms, a sign of arrival, brings the glad 

tidings to the young shepherd, seated on a 

low rock with a flute in his hands. At the left, 

executed in grisaille, a favourite technique of 

the painter,1 a representation of πλήθος στρα

τιάς ουρανίου αινούντων τον 0eoV('a heaven

ly host praising God') is projected against the 

gold ground of the icon. At the same time, ο'ι 

μάγοι εξ ανατολών ('the wise men from the 

East'), riding on horseback, ascend a long grey 

rock towards the cave. On the flat surface of a 

small rock, rendered in shades of red, Joseph 

sits and converses with a young shepherd. 

The cycle of the Nativity is completed by the 

young Salome and the midwife, preparing the 

child's bath, a scene inspired by the Protoeva-

ngelion of James. 

The lean, dark-coloured figures, the great care 

and competence shown in the execution, the 

mature composition, and the rich colour tones 

betray the hand of the painter Onouphrios. At 
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the same time, preferences drawn from Palaeo-

logan and also western models, such as the 

basket-weave cradle and the grisaille technique 

used to render the figures of the angels, who al

so appear in other works by this eclectic painter, 

confirm his knowledge of earlier and contempo

rary models. These are features that compose 

his unique personal style in other outstanding 

icons from the same Dodekaorton at Berat2 

It should be noted that the painter renders the 

cradle, associated with western models, in pre

cisely the same way, with the animals facing 

each other behind it, and also the depiction of 

the half-reclining Virgin in the wall-painting of 

the Nativity signed by him in the church of the 

Holy Apostles at Kastoria, dated to 15473 

BIBLIOGRAPHY 

Percorsi del sacro 2002, no. 55. 

Ikonen aus Albanien 2001. no 5. 

1. See cat. no. 14 

2. See cat. nos. 11,12,14. 

3. Gounaris 1980, 37. pi. 5ß, 



87 



13· The Presentation in the Temple 

57 χ 36.5 χ 4.5 cm. 

Inv. no. IN 3637 

Provenance: Berat 

Date: Middle of the 16th century 

Painter Onouphrios (?) 

The icon, with the inscription Η ΥΠΑΠΑΝΤΗ (The 

Presentation in the Temple'), which probably 

adorned the templon of some unknown church, 

has suffered significant damage to the painted 

surface. The representation illustrates the pas

sage from the gospel of Saint Luke (2,22-38), ac

cording to which the parents of Christ took the 

newly born infant to Jerusalem to be blessed in 

the temple, following the Law of Moses. In the 

icon, the just Symeon stoops from the throne 

with four steps to hand the child to the Virgin, with 

his arms covered. The Mother of God, at the cen

tre of the scene, stands on a red pedestal and 

appears to be listening with resignation to the 

priest's words: καί σου δε αυτής την ψυχήν 

διελεύσεται ρομφαία ('and a sword shall pierce 

through thy own soul also) prophesying the 

Crucifixion of her son. Behind her comes Joseph, 

holding in his covered hands, ζεύγος τρυγόνων f) 

δύο νεοσσούς περιστερών κατά το είρημένον 

εν τω νόμφ Κυρίου ('according to that which is 

said in the law of the Lord, a pair of turtledoves or 

two young pigeons'). Joseph is followed by 

Anna, προβεβηκυΐα εν ημέραις πολλοίς ('of 

great age') raising her right arm in a strong ges

ture of speech and holding in her left hand an 

open scroll with the well-known inscription: 

ΤΟΥΤΟ TO ΒΡΕΦΟΟ OYPANON ΚΑΙ ΓΗΝ ECTEPEQCE 

('this infant created heaven and earth'). The figure 

of the aged prophetess is strongly emphasised: 

she is taller than Joseph and Mary and her raised 

arm seems to meet Christ's gaze, which is turned 

to her at the same level. 

The scene unfolds in a temple, indicated by a ci-

borium with four columns. Between Symeon and 

the Virgin, who stands on a red pedestal, can be 

seen the altar, covered with a red cloth. The fig

ures move parallel with the wall that rises behind 

them and frames the foreground of the icon. In 

the second plane, with a gold background, rise 

buildings linked together by red fabric. 

The representation follows the same icono

graphie type as the icon of the Presentation in 

the Temple, securely attributed to Onouphrios, 

from the church of the Holy Trinity, now in the 

Onouphrios Museum in Berat.1 Unfortunately, 

the extensive damage prevents us from draw

ing any certain conclusions about the identity 

of the painter. Despite the fact that both the 

iconography and the colour scale link the work 

with the art of Onouphrios, a certain clumsiness 

in the rendering of the interior of the temple and 

the buildings suggests that the icon was possi

bly completed with the aid of a colleague of 

the competent painter. 

Unpublished 

1. Trésors d'art albanais 1993. no. 

2002. no. 56. 

Percorsi del sacro 
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ii\. The Baptism of Christ 
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54.8x347x3.5 cm. 

Inv. no. BR 55 

Provenance: Church of the Annunciation Berat 

Date: Middle of the 16th century 

Painter Onouphrios (attributed) 

For the icon of the Baptism, from the Dodekao-

rton of the church of the Annunciation at Berat, 

the painter Onouphrios1 selects a representa

tion enriched iconographical by mainly Palaeo-

logan elements, and in which the rocks, in dif

ferent tones, have a strong presence, as also in 

the icon of the Nativity2 Here, the steep cliffs 

rise almost to the level of the sky, from which 0 

ΠΑΤΉΡ ('the Father') points and opens the gates 

of heaven, and breathes TO ΑΓ(ΙΟΝ) (Π)Ν(ΕΥΜ)Α 

εν είδει περιστεράς ('the Holy Spirit in the 

form of a dove') into the head of Jesus, in ac

cordance with the text of the Pseudo-Gregory3 

Between the opening in the rocks, which widens 

out, rush the waves of the river Jordan, full of var

ious kinds of fish, crabs, eels and shellfish. 

The prophetic text of David: ή θάλασσα είδε 

καί εφυγεν, ό Ιορδάνης εστράφη προς τα 

οπίσω (The sea saw it, and fled: Jordan was 

driven back') (Psalm 114, 3) accounts for the al

legorical representations, the personification of 

Jordan on two yoked dolphins, and the Sea, 

with crown and sceptre, on a sea monster. 

These iconographie details, like the pieces of 

rock on which Christ stands, from which snakes 

emerge, are found in wall-paintings dating from 

the 13th-14th century.4 The Baptist stoops from 

the left bank, touching Jesus's head. Next to 

him. stuck in the tree, is the axe, symbolising 

the words of the prophet: Ιδού καί ή όξινη 

προς την ρίζαν του δένδρου κείται ('And now 

also the axe is laid unto the root of the trees') 

(Matthew 3,10). On the right bank a group of 

angels bow with their arms in front of them, 

covered by brightly coloured himatia. Behind 

the banks of the river, the volumes of the rocks. 

in shades of red at the left and of grey and 

green at the right, are outlined against the gold 

ground. Together with the representation in gri

saille of God, who emerges and opens the 

doors of heaven, they attract the spectator's 

eye, shifting the centre of the composition up

wards. The figures of Jordan and the Sea, in 

light shades of red and gold, along with the red 

fishes, balance the dark colours of the river. 

The delicate figures with their dark preparation, 

the colour choices, the eclectic iconographie 

models and the flawless technical execution 

-features immediately recognisable in other 

icons from the same Dodekaorton5- belong to 

the art of the painter Onouphrios in the middle 

of the 16th century. 

BIBLIOGRAPHY 

Percorsi del sacro 2002 no 57. 

Ikonen aus albanien 2001. no 7. 

1. See cat. no 11. 

2. Cat. no. 13. 

3. For the iconographie detail see Millet 1916, 209. 

4. Millet 1916, 214. 

5. See cat. nos. 11,12.15. 
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15. The Anastasis (Christ's Descent 

into Hell) 

54.5 x36x3 cm. 

Inv. no. BR 59 

Provenance: Church of the Annunciation, Berat 

Date: Middle of the 16th century 

Painter Onouphrios (attributed) 

The competent painter has rendered the mean

ing of the icon -the transition from dark to light— 

with great inspiration and originality: the brilliant

ly lit presence of the risen Christ, dressed in 

gold, is projected amidst the grey choir of an

gels, who hold red lamps in the shadow of the 

cave of Hell. The contrast is intensified by the 

use of the geometric shapes of the circle and 

the ellipse. Christ's elliptical glory in shades of 

cherry red lit by gold rays, is inscribed in the per

fect grisaille circle of the choir of angels. The 

cross with the crown of thorns on the arm, which 

forms an upward extension of the glory, and the 

gold gates of Hell arranged crosswise beneath 

Christ's feet, emphasise the geometric quality of 

the composition and draw further attention to 

the vertical axis. 

The representation is framed by rocks at the 

top and bottom of the icon, where there are un

fortunately several areas of damage. At the top, 

ochre rocks rise against the gold ground, fram

ing the opening of the cave, which follows the 

circular shape of the angelic choir. At the mouth 

of the cave, in the black landscape of Hell with 

its scattered chains, rings and bars, red rocks 

can be seen below the naked, chained body of 

Satan, who has the feet of a bird of prey and a 

daemon's tail. 

The Saviour raises Adam and Eve simultane

ously, pulling them from their sarcophagi, in an 

iconographie type familiar in 14th-century mural 

painting. Adam and Eve are followed by groups 

of saints and prophets, to whom two angels 

from the choir turn and address passages from 

the Apocrypha. ΑΡΑΤΕ ΠΥΑ AC Ol APXONTEC 

ΥΜΩΝ, K(AI) ΕΠΑΡΘΥΤΕ ΠΥΑΑΙ ΑΙΩΝΙΟΙ ΚΑΙ 

EICEAEYCETE Ο BACIAEYC ('Let your rulers 

open the gates, and let the gates of heaven be 

lifted up, that the king may enter'), written on their 

open scrolls.1 This unusual iconographie défait 

with the inscriptions on the angels' scrolls in the 

representation of he Descent into Hell, was re

peated by the learned Onouphrios in the wall-

painting in the church of the Holy Apostles at 

Kastoria in 15472 

The use of grisaille for the choir of angels al

ludes to works painted in the 14th, 15th and 16th 

century,3 while the central iconographie type of 

the representation dominated the preferences 

of other well-known 16th-century painters, such 

as Frangos Katelanos4 and Theophanis,5 who 

drew on earlier Constantinopolitan and Cretan 

models. Icons of this period, now in the col

lection of the Hellenic Institute of Venice6 may 

have been amongst the sources of inspiration 

of the eclectic painter, who visited Venice in 

the middle of the 16th century7 

BIBLIOGRAPHY 

Trésors d'art albanais 1992. no. 19. 

1. Evangelia Apocrypha, 328. 

2. Gounaris 1980, 56-60. pi. 108. 
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Saints Constantine and Helen, wall-painting in the 

church of the Holy Apostles in Kastoria. 

16. Saints Constantine and Helen 

87.5 χ 58 χ 3.2 cm. 

Inv. no. BR 69 

Provenance: Church of Saints Constantine and Helen. 

Berat 

Date: Middle of the 16th century 

Painter Onouphrios (attributed) 

Onouphrios showed particular care in the icon of 

the monarchs equal in status to the apostles, 

which, in view of its dimensions, was probably 

destined for the templon of the church named af

ter them at Berat. In the type well established in 

the Byzantine tradition, the saints are depicted in a 

formal stance, holding the cross and turned slight

ly towards each other. Their luxurious royal gar

ments are lavishly adorned with pearls, precious 

stones and a scattering of embroidered flowers. 

At the top of the icon, Christ, rendered on a 

small scale, emerges from the semicircle of 

heaven holding the crowns for the saints. 

The mature face of Saint Constantine, who is 

beardless and has black hair, and the aged 

face of his mother, modelled with dark prepara

tion, broadly lit and strongly emphasised with 

red on the cheeks, are enclosed by discreet, 

dotted haloes. 

The painters weakness for texts written in fine 

learned calligraphic lettering, with which he usu

ally explains his representations, is evident also 

in this icon. The depictions of the saints are ac

companied by the inscriptions: Ο AHOC ΚΩΝ-

CTANTINOC Ο ΜΕΓΑΟ Η ΑΓΙΑ ΕΛΕΝΗ Η ΕΑΥΤΟΥ 

ΜΗ(ΤΗ)Ρ. ΟΙ ΘΕΟΟΤΕΠΤΟΙ Κ(ΑΙ) ΟΙΟΑΠΟΟΤΟΛΟΙ 

(Saint Constantine the Great. Saint Helen his moth

er, the saints crowned by God and equal to the 

apostles'). The initial letters INBI{= INRI - Jesus of 

Nazareth King of the Jews) are written in black 

letters on a band at the top of the cross, and 

Ο B(ACI)A(EYC) T(HC) A(0)E(HC) ('the King of 

Glory') on the top arm. The apotropaic and 

amuletic character of the cross is recalled by the 

cryptograms in red lettering: i(HCOYC) X(PICTOC) 

N(IKA) and Φ(ΑΙΝΕΙ) I(HCOYC) X(PICTOC) ΓΙ(ΑΟΙ) 

('Jesus Christ Conquers' and 'Christ Shines on All'). 

The representation by Onouphrios has ele

ments in common with but also significant dif

ferences from other known depictions of the 

same saints during the 16th century, in works by 

the Cretan painter Theophanis and by Frangos 

Katelanos.1 The closest to the Berat icon, in 

terms of the clothing, seems to be the wall-

painting from the church of the Virgin Rasiotissa 

in Kastoria, dating from 15532 In the present 

icon, the crowns, inspired by western art, and 

the headdress worn by Saint Helen, are impres

sive. The white head-cover, decorated with gri

saille at the hem, hangs down to the shoulders, 

covering the neck. This unusual choice recalls 

the white covers for women's heads and necks 

in paintings by 15th-century Flemish artists, which 

were repeated by Italian artists during the early 

Renaissance, mainly in the Pietà and venerable 

aged female figures. Particular interest attaches 

to the way in which the eclectic painter depicts 

the saints-monarchs in the church of the Holy 

Apostles at Kastoria3 dated to 1547 and signed 

by him. In this, Constantine wears the closed 

round crown, resembling a mitre, of the Palaeo-





logan period, while Helen, her neck uncovered, 

wears a western crown, identical to the one in 

the present icon. In both representations by the 

same painter a crown of thorns hangs from the 

cross, and large nails project from the arms 

and upright. 

The gold and red colours lend the representa

tion lustre, emphasising the authority of the per

sons depicted. 

Unpublished 

1. Acheimastou-Potamianou 1983,101. 

2. Gounaris 1980, pi. 37a. 

3 Gounaris 1980, 73. pi. 17ß. 
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17- Saint Demetrios Myrovletes and 

Grand Duke 

96 χ 55 χ 3.7 cm. 

Inv. no. BR 61 

Provenance: Church of Saint Demetrios, Berat 

Date: Second half of the 16th century 

Painter Onouphrios (attributed) 

A bright icon with a representation of the war

rior saint from the waist up, his delicate, reflec

tive face contrasting with his stance and the 

heavy armour of the military man. 

There are areas of wear on the gold ground, 

and damage to the painted surface, particular

ly to the saint's chiton and to the wood at the 

edges of the icon. 

The different lengths of the sides are probably 

due to an attempt to accommodate the icon to 

the dimensions of a particular iconostasis. 

The saint is depicted with elaborate, carefully 

worked military equipment, based on Palaeo-

logan models. The cuirass is supplemented by 

a double row of leather 'wings' at the pelvis and 

beneath the shoulders. In one hand he holds a 

spear, and in the other the sword scabbard, and 

a double strip of metal with grisaille decoration 

encircles his neck and breast. 

The small size of the head in comparison with 

the body, the sideways gaze into the distance, 

the high, slender neck, the single mass of the 

shadow cast by the nose, and the thin, arched 

eyebrows betray the fine-quality art of Onou

phrios. An art that is also evident in the colours 

of the icon -yellow, light red and fire-red, light 

and dark violet- and in the modelling of the 

faces, with pink on the cheeks and neck. 

In this portable icon from the church of the 

saint at Berat, the special care taken in the 

decoration is shown by the gold ground and 

the dotted halo, common features in works by 

Onouphrios. The decorated red disks with the in

scriptions: 0 ATIOC AHMHTPIOC Ο MYPOBAYTHC 

(Saint Demetrios Myrovletes) are associated with 

the epigraphic style of icons from the Kastoria 

workshop in the late 15th century.1 The title: Ο 

ΜΕΓΑΟ ΔΟΥΞ ('Grand Duke') in Onouphrios's 

icon, which makes its first appearance in the 

iconography of the saint in the 15th century 

and is connected with a dream of Gregory 

Palamas,2 is frequently found in wall-paint

ings by the same workshop. The painter's 

presence in the town of Kastoria, where he 

decorated two churches,3 cannot have failed 

to facilitate his contact with the painting by 

the workshop that flourished in this town. 

In the present icon from Berat, a close icono

graphie and stylistic connection can be traced 

with the representations of military saints that 

adorn the north wall of the Holy Apostles at 

Kastoria, a work signed by Onouphrios and 

dated to 15474 

Unpublished 

1. See cat. no. 5. 6. 

2. Xyngopoulos 1975a. 

3. For the painter see cat. no. 11. 

4. Gounaris 1980. 74-75, pi. 19. Chatzidakis 1982, fig. 

p. 417. See also cat. no. 11. 

Saint George, wall-painting in the church of the 

Holy Apostles in Kastoria. 
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i 8 . Saint Demetrios Myrovletes 

80 χ 52.1 χ 3 cm. 

Inv. no. IN 3685 

Provenance: Unknown 

Date: Last decades of the 16th century 

Painter Nikolaos. son of Onouphrios (attributed) 

The icon of Saint Demetrios, the work of the 

son of an important painter in the same icono

graphie type as the previous icon, is clearly and 

directly associated with the art of Onouphrios,1 

and forms a good example of the way in which 

iconographie types and colour combinations 

were repeated by painters of the same work

shops. At the same time, however, it provides 

an opportunity to distinguish personal artistic 

preferences and skills, through the differences 

in the decoration and particularly in the facial 

expression. 

In the present icon, Saint Demetrios Ο MYPO-

ΒΛΥΤΗΣ{'Myrovleteä) is depicted from the waist 

up wearing military uniform that is almost iden

tical with that of Onouphrios's Saint Demetrios,2 

and with a spear and shield in the same colour 

tones, dominated by various shades of red, or

ange and violet. Here, the painter dwells partic

ularly on the decoration of the halo, which he 

fills with dotted decorative flowers and blobs. 

The difference between the two painters, how

ever, is evident in the treatment of the face and 

hands. The figure of Nikolaos's youthful saint is 

fleshy, modelled in lighter tones, with the solid 

shadows projected by the brighter parts of the 

face and neck, and with a more natural expres

sion than in the previous icon, by Onouphrios. 

These choices in the modelling of the figures 

and the bright colours and care in the decora

tion are associated with the art of Onouphrios's 

son Nikolaos, particularly with the wall-paint

ings in the church of the Virgin Vlachema, the 

only worked by him that is dated, to 1578, and 

with the icon of the Virgin in the same church3 

Nicholas painted in the area of what is now 

Albania and travelled as far afield as Arbanassi 

in Bulgaria, with his fellow-painter loannis. In the 

town of Berat, where his father was also active 

as a painter, he worked both in the church of 

the Virgin Vlachema and in the nearby church 

of Saint Nicholas.4 He also collaborated with 

the painter loannis on the church of Saint 

Nicholas at Kurjan, Fier, and probably on two 

churches in the area of Cheimarra5 Notable 

icons by him from churches in Berat are now in 

the Museum of Medieval Art in Korcë and the 

Onouphrios Museum in Berat6 

The figure of the saint in the present icon is sur

mounted by an arch painted in shades of red 

and orange and brilliantly enhanced as a con

tinuation of the gold ground, bordered by the 

broad light green band of the frame, which har

monises with the colour of the background. 

The dimensions of this fine icon of Saint Deme

trios and the arch surmounting it indicate that it 

was set on a templon, probably of a church ded

icated to Saint Demetrios. 

BIBLIOGRAPHY 

Trésors d'art albanais 1993. no. 24. 

1. For the painter see cat. no. 11. 

2. See cat. no. 17. 

3. See cat. no. 19. 
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Saints George and Demetrios, wall-painting in the 

church of the Virgin of Vlachema in Berat. 
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19- The Virgin Eleousa 

97.6 χ 67.5 χ 3.8 cm. 

Inv. no. IN 3688 

Provenance: Church of the Virgin Vlacherna, Berat 

Date: About 1578 

Painter Nikolaos, son of Onouphrios (attributed) 

The painter Nikolaos,1 son and pupil of Onou

phrios,2 seems to have followed the artistic 

choices of his father, not only in his style but al

so in his way of working, since he undertook to 

execute the wall-painted decoration of churches 

as well as portable icons. 

Given its subject and dimensions, this icon of 

the Virgin and Child presumably belonged to 

the iconostasis of the church of the Virgin Vla

cherna in Berat, which painted ό Ιστοριογράφος 

Νικόλαος ύός 'Ονούφριου ("the church-painter 

Nikolaos, son of Onouphrios") in 1578, accord

ing to the evidence of inscriptions3 The in

scription written in fine red lettering on the low

er part of the icon of the Virgin: AEHCHC THC 

ΔΟΥΑΗΟ TOY ΘΕΟΥ KONTECAC flPECBITEPAC 

ΑΜΗΝ (Prayer of the servant of God Contessa, 

[the wife] of the priest') refers to the presbyter 

Contessa, probably the wife of the ευλαβέ

στατου εν ιερευσιν παπα κυρ Κωνσταντίνου 

('most pious of the priests, papa-kyr Konsta-

ntinos'), at whose expense the church of the 

Virgin was given its wall-painted decoration. 

Nikolaos, continuing the careful work he learned 

in his father's workshop, adorned the icon with 

gold on the ground and clothing, with discreet 

dotted motifs on the haloes and also around 

the red discs and the panel with the inscrip

tions: MH(TH)P Θ(ΕΟ)Υ Η EAEOYCA and l(HCOY)C 

X(PiCTO)C ('Mother of God Eleousa' and 'Jesus 

Christ'). The iconographie type selected by him 

recalls an icon attributed to Onouphrios and now 

in the painter's Museum in Berat4 

The Virgin, with the Child on her left side, to 

whom she inclines her head, with her gaze di

rected at the spectator, prays with the gesture 

typical of the Hodigitria. 

The appellation Eleousa used of the Virgin, 

though it does not correspond with a specific 

iconographie type,5 is frequently found in repre

sentations of the Virgin in churches on Cyprus, 

especially despotic icons,6 like this particular 

example. 

The passage from Psalm 44 on the hem of the 

Virgin's maphoriori: πάσα ή δόξα της θυγατρός 

του βασιλέως εσωθεν ('the king's daughter is 

all glorious within'; EN KPOCCQTOIC XPYCOIC 

ΠΕΡΙΒΕΒΛΗΜΕΝΗ ('her clothing is of wrought 

gold'), an iconographie detail that makes its ap

pearance in the 14th century, mainly in icons in 

north Greece, linking liturgical poetry and painting, 

is a reference to the royal descent of the Virgin7 

Christ, his himation richly decorated with gold 

striations, looks seriously at the Virgin, blessing 

and holding a closed scroll. 

Nikolaos's art can be seen in the fleshy figures 

and the light colours in the faces, with strong 

shadows at the outlines and almost stylised 

pink shades next to the mouth. The regular pro

portions of the figures in the representation are 

broken by the Virgin's excessively long arms. 

The icon, which is damaged at the edges and 

has a vertical crack at the left, is dated to the 

same period at which the wall-painted decora

tion of the church of the Vlacherna was also 

executed, about 1578. 

BIBLIOGRAPHY 
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The church of the Virgin of Vlacherna in Berat. 
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20. Saint John the Evangelist 

97.5 χ 62 χ 2.5 cm. 

Inv. no. IN 3634 

Provenance: Church of Saint George. Berat 

Date: 1596 

Painter Onouphrios of Cyprus 

The impressive icon of Saint John the Evangelist, 

from Berat, had suffered considerable damage 

and the painted surface presented a major con

solidation problem. After conservation, the icon 

was largely preserved, but there was some dete

rioration to the modelling of the face and hand, a 

crack through the centre of the icon, and breaks 

at the sides. 

At the bottom is preserved the inscription giv

ing the date and the painter's signature: ΑΦίζ 

X(PICTO)Y X[EIP] ΟΝΟΥΦΡΙΟΥ ΚΥΠΡΕΟΥ (1596 

from [the birth of] Christ. The hand of Onou

phrios of Cyprus'). 

The painter Onouphrios from Cyprus is known 

from his signature on portable icons from 

churches in the area of Albania, and from a 

wall-painting ensemble in the village of Vlacho-

gorantzi near Gjirokastèr dated 1622.1 His icons, 

which are dated between 1594 and 1615 and 

most of which are now in the Onouphrios 

Museum in Berat and the Museum of Medieval 

Art in Korce,2 link him with the artistic environ

ment of the painter Onouphrios3 At the same 

time, the votive inscriptions accompanying 

them indicate the painter's learning4 and reveal 

some interesting factual details. For example, 

two icons from the church of Saint Nicholas at 

Sarakinista, Christ, with the date 1607, and the 

Virgin,5 are accompanied by votive inscriptions 

by the family of Stasos and Zaphyro, written in 

the painter's fine large black lettering, which al

so reveal clearly the attempt to imitate the 

script of Onouphrios. 

The affinity of works by the painter of this icon 

with the art of Onouphrios can be detected 

both in the iconography and in the style. One of 

the works by Onouphrios of Cyprus, the Deisis 

with the Virgin and Saint John the Baptists from 

the church of Saint Nicholas at Paftal,6 is clearly 

a repetition of the same type of icon by Onou

phrios,7 though there is an obvious difference in 

the quality of the art between the two painters. 

Generally speaking, it emerges from his oeuvre 

as a whole that the painter from Cyprus, who, 

mindful of his origins, signed all his works as 

κίπριος or κυπρέος, continued the art of Onou

phrios, though moving at a lower level. 

In the present icon, Saint John is depicted from 

the waist up, holding his pen and writing the 

beginning of his gospel (John 1,1) in the deco

rated book that is only partly open, so that only 

parts of the words can be made out: EN AP(XH 

ΗΝ) Ο ΛΟ(ΓΟΟ ΚΑΙ) Ο ΛΟ(ΓΟΟ ΗΝ) flPOC (TON 

ΘΕ0Ν)(1η the beginning was the Word and the 

Word was with God). This more realistic or 

more learned manner, which does not allow the 

full text to be seen, as is usually the case, is also 

found in 15th-century Cretan icons.8 It is worth 

noting that the initial E of the inscription is writ

ten in red, treated calligraphically and decorat

ed, like initials in manuscripts. 

The plaster halo with relief designs, the larger part 

of which has unfortunately worn away, is com

monly found in works by the important painter 

Frangos Katelanos, who was active in the second 

half of the 16th century and had a decisive influ

ence on the art of north-west Greece9 

The portrait type of the evangelist is rendered 

with a large head and a broad cranium, sup

ported on a short, robust neck, and a bulky 

body. These are characteristic of a series of 

icons of the holy, wise author whose air exudes 

profundity and authority.10 

Onouphrios of Cyprus's ability to paint in differ

ent manners can be detected by comparison 

between the austerely treated figure of John the 

Baptist11 and the figure of John in the present 

icon, with its clear western influence in the ren

dering of the clothing. The saint's body is cov

ered by a chiton in shades of blue, impressively 

decorated with gold fleurs-de-lys and gold on 

the ornament of the sleeve and the hem at the 

neck. The plum-coloured himation with a dou

ble gold hem at the edges hangs gently, re

vealing an inner lining in shades of grey. 

This observation of western influences on the 

work of the painter from Cyprus, which can also 



be seen in the icons of Christ and the Virgin 

from Sarakinista,12 might be attributed to his 

Cypriote origins, on the assumption that he left 

the island, probably after its capture by the 

Ottoman Turks in 1570, with a fully formed artis

tic personality. Equally decisive factors were 

probably the art of Onouphrios and an acquain

tance with Italo-Cretan models. His weakness in 

the decoration of icons with metal sheathing, 

which could be readily associated with the sim

ilar decoration of 15th-century icons on Cyprus, 

is also encountered in works by Onouphrios.13 

Irrespective of the origins of Onouphrios of 

Cyprus's artistic preferences, the icon of Saint 

John the evangelist exudes the fine art and 

eclecticism of the painter, and the high demands 

of the congregation in the town of Berat in the 

late 16th century. 

Unpublished 

1. See Chatzidakis and Drakopoulou 1997, 258 with bibli

ography. 

2. See Chatzidakis and Drakopoulou 1997. Drakopoulou 

2002.109-110. Popa 1998, nos 96-99 and 537. Trésors dart 

albanais 1993, nos. 27-32. 

3. See cat no 11. 

4. See cat. no. 20. 

5. Trésors dart albanais 1993. nos. 30 32. 

6. Trésors dart albanais 1993. no 28, 

7. Trésors dart albanais 1993. no. 21. 

8. Chatzidakis 1977. 62. 

9. See cat. no. 7. 

10 Chatzidakis 1977. no 12 

11. See also cat. no. 21. 

12. See note 5. 

13. See p. 64 
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2 1 . Saint John the Baptist 

93x50x 3.6 cm. 

Inv. no. IN 3629 

Provenance: Church of Saints Constantine and Helen. 

Berat 

Date: 1599 

Painter Onouphrios of Cyprus 

The winged figure of the saint who was raised 

on locusts and wild honey projected in an icon 

with an abundance of decoration on the frame 

and background. He is depicted frontally from 

the thigh up, wears a sheepskin {melote) next 

to his skin, with a himation over it, and raises 

his right hand in a gesture of speech. In his 

left hand he holds a rod topped with a cross, 

his severed head, and an unrolled scroll with 

the inscription: OPAC ΘΕΑΤΆ ΤΗΝ MANIAN 

ΗΡΩΔΟΥ EAAErXOMENOC ΤΗΝ ΕΜΗΝ ΚΑΡΑΝ 

TETMHKEN Ω Θ(Ε0)Υ {ΛΟΓΕ} ('You see, spe

ctator, the frenzy of Herod who cut off my 

head because I reproved him, ο Word of God'). 

The inscription at the bottom of the icon pre

serves the name of the donor (the priest An

dreas), that of the painter, Onouphrios of Cy

prus,1 and the date 29 September 1599. The ref

erence to the "adorned heaven" at the begin

ning of the inscription seems to link the text 

with the rich decoration of the icon. 

ΑΛΛΟΝ OYPANON ΟΡΩ KAIKOCMHMENON T[HN]/ 

CEtlTHN OIKONAN COY ΠΡΟΔΡΟΜΕ ΜΑΚΑΡ ΗΝΠΕΡ 

ΚΑΘΗ/CTOPICEN ΑΠΛΕΤΟ ΠΟΘΩ ANAPEAC ΤΑΧΑ 

Κ(ΑΙ) IEPEYC / ΚΑΙ [KTHJTOP ΧΕΙΡ ΔΕ ΥΠΑΡΧΙ 

ΟΝΟΥΦΡΗΟΥ ΚΥ/[ΠΡΕΟΥ] ΕΤΗ ΑΠΟ TOY X(PICTO)Y 

ΑΦίΘ ΕΝ ΜΗΝ Ι ΟΕΠΤΕΜΒΡΗΟΥ / ΚΘ HMEPAC... (1 

see another heaven, adorned, your venerable 

icon, blessed Forerunner, which the priest and 

founder Andreas had decorated with great 

desire. The hand of Onouphrios of Cyprus, in the 

year 1599 from the birth of Christ, on the 29th 

day of the month of September'). 

It might be supposed that the learned inscrip

tion is owed to the priest who donated the icon, 

were it not for the fact that a similar inscription 

in an icon by the same painter, dated in 1614, 

suggests that the text is the work of the painter 

himself. The same phrase: άλλον ούρανον 

ορώ κεκοσμημένον την σεπτήν εΐκόναν σου... 

(Ί see another heaven adorned, your venerable 

icon...') is used at the beginning of a long in

scription on an icon of the Virgin, with the date 

1614, in the church of the Transfiguration in the 

monastery of Tsiatista.2 The texts presuppose 

the painter's learning, which is also betrayed by 

his cultured script and the inscriptions on other 

works by him.3 

The same iconographie type of the Baptist is 

also found in an earlier icon with the date 1578 

from the church of the Virgin Vlacherna at Berat, 

attributed to the painter Nikolaos,4 who moved 

in the same artistic environment as Onouphrios 

of Cyprus. 

The figure of the saint in the present icon from 

the church of Saints Constantine and Helen at 

Berat, with the severe, stylised features, is ren

dered in a different style from the figure of John 

in the previous icon. The decorative preference 

and skill of the painter, however, is expressed in 

a striking manner in this particular work. The 

figure of the saint is framed by an arch support

ed on gilded columns. The same decoration, 

with the gold ground, flowers painted on the 

arch and the border of the inscription, round 

View of the church of Saints Constantine and 

Helen in Berat 



medallions and ligatures- can also be seen in 

other works by the painter -two large icons of 

Christ and the Virgin in Tirane5 The metallic 

gilded decoration on the background and on 

the Virgin's damaged halo is to be found in a 

15th-century icon of the Virgin Kykkotissa from 

the church of the Virgin Chrysaliniotissa in Ni

cosia,6 and also in Byzantine icons from the 

same church7 Similar metal sheathings are to 

be found at a later period also, in icons from 

north Greece and south Albania,8 but in this 

case the identification of Cyprus is associated 

with the painter's origins. At what age, and the 

circumstances in which he left the island to 

work in the area of Berat are unknown. 

The arch crowning the icon, and the dimensions 

of the icon itself, suggest that it was placed as a 

despotic icon in the church of Saints Constantine 

and Helen, from which comes the icon of Christ 

signed by the same painter and with the date 

1604, now in the Museum of Medieval Art in 

Korcë.9 

The abundance of gold on the icon is an indi

cation of the aesthetic preferences and eco

nomic means of the inhabitants of Berat who 

donated it at the end of the 16th century. 

Unpublished 

1. For the painter see cat no. 20 

2. Popa 1998. no. 537. Onouphrios signed the icon of 

Christ in the same church in 1615, see Popa 1998, no. 538. 

3. See cat. no 20. 

4. Nallbani 2003.185. For the painter Nikolaos see cat. no. 18. 

5. Percorsi del sacro 2002, nos. 10.11. 

6. Papageorgiou 1969. 48. 

7. Papageorgiou 1969, 89.106 

8. See cat. no. 31. 

9. Popa 1998, no 99. 
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22. Angel of the Annunciation from 

a leaf of a sanctuary door 

86.5 χ 28.3 χ 3 cm. 

Inv. no. IN 5670 

Provenance: Church of Saint Nicholas, village of 

Boboshticë, Korcë 

Date: Late 16th century 

Virtually the whole of the painted surface of 

the left leaf of a sanctuary door is filled by the 

archangel Gabriel, a dynamic figure who, strid

ing vigorously, prepares to offer a lily to the 

Virgin of the Annunciation. The figure is care

fully executed, as is evident from the decora

tion of the halo with small triangles and stylised 

flowers, the fine, stylised features of the softly 

modelled, light-coloured face, and the well-

drawn drapery, which adds a sense of volume. 

The repetition of the same figure of the angel 

on an 18th-century sanctuary door from the 

same area enables us to imagine the figure of 

the Virgin on the missing right leaf of the pres

ent door.1 

The meticulous sculptured decoration, with the 

arches and open-work crowning, of which, un

happily, only two fleshy leaves are preserved, 

links this work with the sanctuary door in the 

monastery of Makryalexis in the loannina 

Byzantine Museum,2 executed by painters from 

Linotopi. This sanctuary door, whose decora

tion imitates Cretan wood-carving, is dated to 

the late 16th century, the period to which the 

painted decoration of the present sanctuary 

door from the area of Korcë is also assigned. 

Unpublished 

1. See cat. no. 46. 

2. Tourta 2001, 346-347. 
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23. Dormition of the Virgin 

72 χ 59.3 χ 3 cm. 
Inv. no. IN 1442 
Provenance: Church of Saint Athanasios. village of 

Trebickë, Korcë 
Date-. Early 17th century 

The icon of the Dormition is dominated by fig

ures that fill the space and emphasise what is 

preeminently a moment of grief, with the apos

tles, hierarchs and women saints standing by 

the Virgin on her bier. 

The work, which is damaged in several places, 

has been sawn around the edges, except for 

the right side, probably to accommodate it to a 

temp Ion. 

John stoops towards the Virgin's pillow, and 

Peter and Paul sand at the right and left of the 

bed. On the main axis of the representation, Christ, 

in a bright glory and flanked by angels with 

torches, holds the Virgin's soul, dressed in white. 

In the foreground, between the candelabra with 

their lighted torches, unfolds a scene of violence, 

as described in the Apocryphal gospels. The 

avenging angel, with his bared sword, has just 

cut off the hands of the Jew Jephonias, who 

tried to touch the Virgin's holy body. His hands 

can be seen sticking to the white cloth on the 

bed. In the background can be seen degenerat

ed architectural structures. 

The gentle colour tones, the soft, light prepara

tion on the expressive, sorrowing faces with 

their finely rendered features, and the care taken 

in the organisation of the drapery of the gar

ments all recall the figure of the angel on the 

late 16th-century sanctuary door,1 and date the 

present icon no later than the early decades of 

the 17th century. 

Unpublished 

1. See cat. no. 22. 
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24. The Assembly of the Bodiless Powers 

65 χ 42.8 χ 3.3 cm. 

Inv. no. IN 1386 

Provenance: Village of Sinicë, Korcë 
Date-. Early 17th century 

The Assembly of the Bodiless Powers is a repre

sentation of the triumph of the angels over the 

forces of evil, and is directly connected with im

perial iconography, as is clear from the royal rai

ment, and the array and hierarchy of the angelic 

forces.1 The angels, holding raised spears, will re

ceive the order του πατεΐν επάνω οφεων καί 

σκορπιών καί έπί πασαν την δύναμιν τοϋ εχθρού 

('to tread on serpents and scorpions, and over all 

the power of the enemy') (Luke 10,19) from Christ, 

who is depicted as Emmanuel, with the inscrip

tion Ό "Ων ('the Being') on his halo in a circular 

glory that is supported by the archangels Michael 

and Gabriel. The scene is rendered with the three 

winged archangels standing frontally, emphasis

ing the central feature of the composition, and 

the others in pairs, bowing towards the centre. In 

the last row, smaller heads indicate the presence 

of more angels. 

The tall, willowy figures of the angels, with their 

beautiful young faces, softly modelled and em

phasised by red on the lips and cheeks, and the 

carefully executed garments are attributed to the 

hand of a competent painter of the early 17th 

century. At the same time, the meticulous deco

ration on the haloes and the frame of the icon is 

commonly found in works of north Greek origins, 

such as the icon of the Lamentation at the Tomb 

in the monastery of Saint Paul, dated to 1616,2 and 

the icon of the title from the templon of the 

Xenophontos Monastery, from the middle of the 

17th century3 The dotted decoration of the haloes 

and the geometric floral decoration of the inte

gral frame, on a background alternately red and 

blue, are thought to be features of 17th-century 

Athonite art4 

Unpublished 

1. See Grabar 1936, 262ff. 

2. Θησαυροί του Αγίου Ορους 1997, 2.82. 

3. Μονή Ξενοφώντος 1998,144, fig. 58. 

4. Chatzidakis 1977,182 and Chatzidakis 1987, 97. 
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25- Saint Athanasios 

47.5 χ 28 χ 3.5 cm. 

Inv. no. IN 3670 

Provenance: Church of Saint George, Berat 

Date: About 1600 

The upper part of the icon, down to the shoul

ders of Saint Athanasios, is covered by a red 

background. A large gold halo with a double 

row of discreet embossed ornaments around 

the edge frames the broad face of the hierar-

ch, carefully modelled with a preference for 

red tones, and rendered with a square beard, 

as required by the iconographie type. The use 

of red also dominates the bottom of the icon, 

where it is pronounced in the closed gospel 

book and the decoration of the saint's sleeve, 

and more discreet in the dots adorning the 

black crosses of his omophorion. 

Ο AriOC AQANACIOC ΑΛΕΞΑΝΔΡΕΙΑΟ (Saint 

Athanasios of Alexandria'), who ascended to 

the patriarchal throne in his birthplace after the 

First Ecumenical Council (325), was particularly 

venerated in the area of Epiros and Macedonia.1 

In the present icon, the hand of a competent 

painter can be detected in the general execution, 

in the modelling of the face, with its stylised 

anatomical features rendered with semicircles 

and triangles and its strong shadows, and in the 

white brushstrokes that emphasise the face, eye

brows and beard. Clear recollections of the art of 

a north Greek workshop that was dominant in 

the area in the late 15th century,2 and similarities 

with the art of the painter Onouphrios of 

Cyprus3 enable this icon to be dated about 1600. 

Unpublished 

1. See also cat. no. 6. 

2. See cat. no. 5. 

3. See cat. no. 20. 



26. Saint Athanasios enthroned 

84.5 χ 47.5 χ 4 cm. 

Inv. no. IN 3635 

Provenance: Berat 

Date: First half of the 17th century 

The patriarch of Alexandria is depicted enthroned 

in the icon from Berat, which has several areas 

of damage to its frame and upper part, espe

cially on the gold ground. The saint raises his 

right hand in blessing and holds an open book 

in his left. His dynamic contribution, as deacon, 

to the First Ecumenical Council, which con

demned the heresy of Arius and his contesting 

of the divine nature of Christ, is emphasised by 

the inscription: ΕΝΑ ΘΕΟΝ CEBOMEQA EN ΤΡΙΑΔΙ 

EN ΜΟΝΑΔΙ ΜΗΤΕ ΤΑ ΠΡΟΟΩΠΑ CYNXEONTEC 

ΜΗΤΕ ΤΗΝ OYCIAN (We worship one God in 

Trinity and in Unity, confusing neither the per

sons nor the substance'). 

A dotted halo surrounds the figure of the saint, 

in the well-known iconographie type of the 

bushy-bearded old man.' Dotted circular pat

terns also adorn the inscription: ο APIOC ΑΘΑ-

NAClOC ('Saint Athanasios'). The marble throne 

reaches to the edges of the icon and gives the 

impression of a not very successful attempt to 

adapt a drawn model to the dimensions of this 

specific work. In the saint's garments, the red 

omophorion with gold crosses, the phelonion 

with its many crosses, and the epitrachelion al

so reveal evident clumsiness in the drawing. At 

the same time, the red cushion with knots is a 

recollection of Cretan icons of the 15th and 

16th century. 

Knowledge of good models, and certain weak

nesses of the painter in composition and draw

ing assign this icon to the first half of the 17th 

century. 

Unpublished 

1. See cat. nos. 6, 25. 
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27. Saint George enthroned 

78 χ 50.5 χ 3.2 cm. 

Inv no. IN 5676 

Provenance: Church of Saint Nicholas, village of 

Boboshticë, Korcë 

Date: First half of the 17th century 

Saint George, seated on a wooden throne, re

ceives the martyr's crown from Christ, who is de

picted on a smaller scale at the top right, holding 

an open scroll with the inscription: ΟΡΩ CE MAPTYC 

ΚΑΙ ΔΗΔΟΜΙ COI CTEOOC (1 see you martyr and 

give you a crown) The military saint is depicted 

here wearing the dress of a court official, a deco

rated chiton and a cloak with a fur lining, and hold

ing in his right hand a rod with knobs at intervals; 

these features recall the painting of the Kastoria 

workshop in the late 15th and early 16th century. 

One typical distinctive dress element associated 

with the workshop was the depiction of military 

saints wearing the dress of Byzantine courtiers,1 a 

feature adopted by 17th-century painters such as 

those from Linotopi2 or the painters of the icons 

for the templon in the katholikon of Xenophontos 

Monastery, in which Saint Demetrios is depicted 

enthroned and wearing courtly dress3 With these 

icons, which are dated to the early 17th century, are 

associated the style and colour palette of the icon 

of Saint George, the fleshy face with raised eye

brows, and the predominant use of red and gold. 

The movement of the sainte left hand, which holds 

the edge of his cloak, a recollection of Byzantine 

models, is found in works of this period and region, 

such as the wall-paintings of the church of the Virgin 

of the notable Apostolakis at Kastoria (1605/6)4 

The ornament on the gold halo, in the form of a 

winding shoot surrounded by punched dots, is 

also a characteristic feature of 17th-century Mace

donian icons.5 

Unpublished 

1. Garidis 1989. 65. 84,120. 

2. Tourta 1991,184-185 

3. Μονή Ξενοφώντος 1998, fig. 56 

4. Paisidou 2002. 211 

5. Θησαυροί του Αγίου Όρους 1997.158. 
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28. Christ Pantokrator 

109 χ 75.8 χ 9 cm. 

Inv. no. IN 4213 

Provenance: Monastery of the Virgin, village of 

Postenan, Erseke 

Date: 1635 

Two despotic icons in the Museum of Medieval 

Art at Korcë come from the iconostasis of the 

Monastery of the Virgin in the area of Erseke: 

Christ, which is presented in the exhibition, and 

John the Baptist,1 with the date 1635. 

Christ, in the type of the Pantokrator, is depict

ed at half-length holding an open gospel book 

with the calligraphic majuscule passage: ΕΓΩ 

ΕΙΜΊ το ΦΩΟ TOY KOCMOY... (Ί am the light of 

the world') (John 8, 12). At the top, the Virgin 

and John the Baptist, venerating, are depicted 

in bust on a smaller scale. 

Despite the damage to the icon, the care taken 

by the painter is evident in the modelling of the 

figures and garments, which are decorated with 

dense, linear gold striations. 

Certain elements of the decoration, the medal

lions and the wide gold halo with blossoming 

tendrils,2 betray a competent north Greek painter 

of the early 17th century. On the basis of the 

stylistic similarities and the identical dimen

sions of the present icon and the icon of the 

Baptist in the same monastery, this icon of 

Christ may safely be dated to 1635. 

BIBLIOGRAPHY 

Trésors d'art albanais 1993. no. 39. 

1. Trésors d'art albanais 1993, no. 38. Percorsi del sacro 

2002. no. 14. 

2. See cat. no. 31. 
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29- Christ enthroned, the Just Judge 

93 χ 63.8 χ 3.5 cm. 

Inv. no. IN 6283 

Provenance: Church of Saint Peter village of Bezhan, 

Erseke 

Date: 1651 

Christ enthroned is depicted as a severe figure, 

wearing a brown-red chiton and blue himation 

enlivened by gold paint. He blesses and holds 

a gospel book open at the passage from John: 

ΕΓΩ ΕΙΜΊ το ΦΩΟ TOY KOCMOY... (1 am the light 

of the world..:) (John 8.12). The ligatures ICXC 

('Jesus Christ') in medallions and the inscription 

Ο AIKAIOC KPHTHC ('the Just Judge') in relief 

panels are projected against the gold ground 

of the icon, dotted and in relief, with broad 

leaves and flowers. As the remains of the orig

inal decoration indicate, the background was 

lavishly decorated, although today the original 

preparation can be seen over the larger part of 

the icon. This tendency to luxury, complement

ed by the relief halo, which is also found in oth

er works in the same region, is an indication of 

the preferences of the donors and also the 

competence of the creators of portable icons.1 

The wide throne with arches at the bottom is 

decorated with dense dotted leaves and flowers, 

of similar inspiration and execution as those on 

the throne of the Virgin Κυρίας των 'Αγγέλων 

('Lady of the Angels')2 In the arches on Christ's 

throne are two minuscule inscriptions, the left 

of which is unfortunately damaged. The word 

ληνοτο... can be made out in the fifth line, and 

the following line reads: του ναοϊι της μετα

μορφώσεως / έν μηνί Ίανουαρίω 16'. ('of the 

church of the Transfiguration / January 16'). The 

inscription continues in the right arch of the 

throne, as follows: πλησίον της κόμης νικο-

λή/τζας εις μνημώσηνων αυτού / από την 

ενσαρκον είκονομείαν τοϋ χ(ριστο)ϋ / 1651 

από κτήσεως / κόσμου έτος 7159 / ινδ(ικτιώ-

voç)('Near the village Nikoli/tsa in commemo

ration of him / from the Incarnation of Christ / 

1651 since the foundation / of the world in the 

year 7159 / of indiction'J. 

The reference to Nikolitsa (a village near Gram-

mos), and the nearby church of the Trans

figuration, and the date January 1651 are also 

found in an inscription on an icon of the Virgin 

trascribed by Popa.3 The icon of the Virgin was 

found in the church of Saint George at Vithkuk. 

According to the author's reading, the inscrip

tion refers to: ...τον μέγιστον ναόν της Μετα

μορφώσεως πλησίον της Νικολίτζας. Ιωάν

νου τοϋ Νίτζου τοϋ Γεώργι παπα Στεφάνου 

εις μνημόσηνον αύτοϋ έν ετη από κίσεως 

κόσμου 71594 έν μηνί Ίανουαρίω... ('the great 

church of the Transfiguration near Nikolitsa, of 

loannis Nitzos son of Georgios papa Stepna-

nos, in commemoration of him, in the year 7159 

since the foundation of the world, in the month 

of January...'). 

The icon of the Virgin is unfortunately still un

published, and we can therefore only note the 

shared reference in the two inscriptions, dating 

from the same year, to the church of the 

Transfiguration, which was near Nikolitsa. and 

the names of the donors mentioned. Nikolitsa, 

in the area of Grammos on the borders between 

Macedonia and Epiros, was the place of origin 

of competent craftsmen in the 17th century. In 

1690. a goldsmith named Nikolaos, from the vil

lage of Nikolitza, decorated an icon of the Virgin 

in the Vatopedi Monastery on Mount Athos5 The 

connection between the craftsman who execut

ed the relief decoration of the icon of Christ and 



the goldsmiths of Nikolitsa, however, remains 

purely conjectural. 

The reference to Linotopi, at the damaged part 

of the inscription on the icon of Christ, alludes 

to the probable descent of the painter from the 

now ruined village in the area of Grammos, near 

Kastoria, Linotopi, flourished in the 17th and 18th 

century and the place of origin of well-known 

painters, whose radius of activity extended from 

the nearby areas of Macedonia and Epiros as 

far afield as lake Trichonis, the region of Prilep, 

Pilio and Palatitsia6 

The date of the icon, in 1651, which falls within 

the chronological termini of the activities of 

painters from Linotopi, the stylistic features, and 

the weakness luxury, allow us to associate this 

icon with the art of the painters from Linotopi in 

the middle of the 17th century. 

BIBLIOGRAPHY 

Trésors d'art albanais 1993, no. 36. 

1. See cat no. 31. 

2. See cat. no. 30. 

3. Popa 1998, no. 310. 

4. The author erroneously transcribes the date 7169 from 

the foundation of the world and gives the date 1661 after 

the birth of Christ. 

5. Ballian 1996, 518. 

6. Tourta 1991, esp. 41-45. 
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30. Virgin enthroned and Child, 

Lady of the Angels 

93 χ 52.5 χ 3.6 cm. 

Inv. no. IN 4025 

Provenance: Erseke 

Date: Middle of the 17th century 

The predominance of gold in this icon of the 

Virgin enthroned holding the infant Christ, 

which is only slightly relieved by the red and 

green on the garments of the angels and the 

cushions on the throne, suggests the angelic 

atmosphere appropriate to the: ΚΥΡΙΑ ΤΩΝ ΑΓ

ΓΕΛΩΝ ('Lady of the Angels'), the appellation, 

according to the inscription on the present 

icon, of the MH(TH)P Θ(Ε0)Υ ('Mother of God'). 

This type of the Virgin enthroned, usually seat

ed on a wooden throne, was commonly used 

down to the 18th century by the Cretan School, 

in works by the School of Thebes, and also by 

local Epirote and island workshops. The inscrip

tion: Κυρία των 'Αγγέλων (Lady of the Angels) 

is often found, as in the icons from Erseke, but 

also accompanied other types of the Virgin.1 

The faces in the present icon are painted as fleshy, 

with well-drawn features projected against the 

smooth surface of the flesh. The maphorion, 

draped in a complicated fashion around the Virgin, 

and the red shoes, which rest on the undulating 

folds of her dress, recall the Virgin enthroned by 

the Cretan painter Theophanis in the church of 

Saint Nicholas Anapafsas at Meteora2 

The light figure of the Virgin holding the infant 

Christ contrasts with the gold throne, heavily 

adorned with dotted floral decoration, with arch

es at the bottom and curved backrest. This kind 

of throne, with double cushions, is also found 

in an icon of Christ from the same area dated 

to 16513 The decoration of the icon of the Lady 

of the Angels is completed by the relief gold 

haloes with decorative tendrils, an element al

so to be found in other icons of this period 

and region4 

The precision of the drawing of the fine figures 

in this icon, and the love for decoration, are at

tributed to a painter of the middle of the 17th 

century who has a sound knowledge of paint

ing models and of the means by which to re

produce them well. 

Unpublished 

1. See Vocotopoulos 1990, 25. 

2. Chatzidakis and Drakopoulou 1997, fig. 271. 

3. See cat. no. 29. 

4. See cat. no. 31. See also an icon of Saint Prokopios of 

the early 17th century (Chatzidaki 1997. no. 25). 
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3 1 . Saint John the Baptist 

84 χ 56.6 χ 3 cm. 

Inv. no. IN 4116 

Provenance: Erseke 

Date: Middle of the 17th century 

Saint John the Baptist, winged, as ενσώματος 

άγγελος, ('incorporeal angel'), is depicted in the 

desert, his left hand raised in a gesture of con

versation with Christ, who blesses, emerging 

from the arc of heaven in the top left corner. 

The wings on the saint's shoulders give materi

al form to the prophecy: Ιδού, έγώ αποστέλλω 

τον αγγελόν μου προ προσώπου σου, δς κατα

σκευάσει την όδόν σου έμπροσθεν σου (Behold 

I send my messenger before thy face, which 

shall prepare thy way before thee') (Luke 7, 27, 

Malachi 3, 1). The holy dialogue between the 

decapitated saint and the Saviour can be fol

lowed through the texts of the inscriptions in 

the icon. The Baptists addresses to the Lord 

the words of the epigram: OPAC ΟΙΑ nACXOYCiN 

Ω ΘΕΟΥ ΛΟΓΕ. ΟΙ ΠΤΑΙΟΜΑΤΩΝ ΕΛΕΓΧΟΙ ΤΩΝ 

ΒΛΕΛΥΚΤΕΩΝ ΕΛΕΓΧΟΝ Κ(ΑΙ) ΓΑΡ ΜΗ ΦΕΡΩΝ Ο 

ΗΡΩΔΗΟ ΤΕΤΜΗΚΕΝ ΙΔΟΥ ΤΗΝ ΕΜΗΝ ΚΑΡΑΝ 

0(ΩΤ)ΕΡ (You see, Ο Word of God, what they 

suffer who reprove sins. For Herod could not 

bear my reproof and, behold, he cut off my 

head, Ο Saviour'), written on the open scroll he 

holds, along with the staff topped by a cross, 

in his right hand. Christ crowns him, answering: 

ΟΡΩ CE MAPTY ΚΑΙ ΟΤΕΦΩ COY ΤΗΝ ΚΑΡΑ (1 

see you martyr and I place a crown on your 

head') according to the inscription next to the 

saint's halo. At the bottom left, in the stones of 

the desert, John's severed head is depicted in 

the gold bowl of the miraculous Third Discovery1, 

and at the right, stuck in the tree, is the axe, 

symbolising the words of the prophet, accord

ing to the inscription: ΙΔΟΎ ΚΑΙ Η ΑΞΙΝΗ ΠΡΟΟ 

ΤΗΝ ΡΙΖΑΝ ΤΟΥ ΔΕΝΔΡΟΥ ΚΕΊΤΑΙ ('And now al

so the axe is laid unto the root of the tree') 

(Matthew 3,10). 

The dark figure of the saint, wild-faced and 

learn, wearing the sheepskin {melote) next to 

his skin and a dark blue hlmation, is projected 

against the decorated with floral decorative 

motifs gold background of the icon. The linear 

treatment and harsh drapery point to a date for 

the icon in the middle of the 17th century. A trend 

is found at the same period to use relief floral 

decorative motifs, presumably a cheap imitation 

of luxury sheathing. Similar background decora

tion, for example, is found in an icon of Christ 

dated to 1651 from the same region of Erseke2 

and in an icon of the Virgin Vlmatarissa in the 

Vatopedi Monastery, dated 16903 Although this 

kind of decoration is found in both earlier and lat

er icons4 and has been connected with 16th-cen

tury icons from Romania,5 it seems that in the 

general area of Epiros. in particular, from where 

the present icon comes, it satisfied both the aes

thetic demands of those who commissioned the 

icons and reflected the high level of craftsman

ship of the painters and goldsmiths of the period. 

Unpublished 

1. Chatzidakis 1988, 88-97. 

2. See cat. no. 29. 

3. Ballian 1996, 518. 

4. See cat. nos. 40-43. 

5. Chatzidaki 1997. 256. See Drandaki 2002. 250-252. 
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32. Christ enthroned the Fearful Judge 

75x49x 3.5 cm. 

Inv. no. IN 3531 

Provenance: Church of Saint Nicholas, Dhrovjan 

Date-. 1657 

Painten loannis Skoutaris 

Christ the FearfulJudge, depicted enthroned, in 

a formal, frontal stance, with the inscription: ο 

ΩΝ ('the Being') on his halo, blesses with his 

right hand and in his left holds an open gospel 

resting on his leg, with the passage from John: 

ΕΓΩ ΕΙΜΊ το ΦΩΟ TOY KOCMOY (1 am the light 

of the world') (John 8,12). 

The gold throne, the two cushions on the seat 

and one on the footstool are a recollection of 

good models. The meticulous execution of the 

figure and garments of Christ, despite the linear 

treatment and the decoration on the frame of 

the icon, betray the art of a well-trained painter 

and competent craftsman. He is loannis Skou

taris, who signs at the bottom of the icon, to the 

right of the footstool: ΧΕΙΡ Ι(ΩΑΝΝΗ) CKOYTAPI 

('the hand of loannis Skoutaris') and to the left: 

ETOYC AXNZ (1657) ('in the year 165?). The char

acteristic features of his art link the painter of 

the present icon with loannis Skoutaris from the 

village of Grammosta, modern Grammos, near 

Kastoria, which was the birthplace of painters 

from the first decades of the 16th century. Gram

mosta was the place of origin of another fine 

painter, loannis, son of papa-Theodoros, a con

temporary of Onouphrios,1 who was also active in 

the first decades of the 16th century2 loannis's 

career is associated with the period of Prochoros, 

archbishop of Ohrid,3 and the wealthy Serb no

table Dimitar Pepik.4 In the middle of the 17th cen

tury, when there were many painters from settle

ments in north-west Macedonia, who worked in the 

towns of the region and travelled as far as Mount 

Athos,5 we encounter several painters from Gram

mosta who are known by their Christian names, 

like the colleagues Georgios, Dimitrios and loan

nis, who executed wall-paintings in churches and 

monasteries at villages in Epiros and who were 

usually organised in family guilds6 Later, in the first 

decades of the 18th century, one Eustathios from 

Grammosta painted at Pisoderi, near Fiorina7 

It is to this tradition of painters from Grammosta, 

with the anti-classical, often simplistic charac

ter that goes hand in hand with the craftsman

ship and meticulous execution of their work, 

that the work of the painter of the present icon, 

loannis Skoutaris, is to be assigned. In 1645 he 

worked with his father. Dimitrios, on the wall-

paintings of the church of the Holy Apostles in 

the village of Molyvdoskepastos near Konitsa, 

where they signed: χείρ εμοΰ τοϋ ταπεινού Δη

μητρίου εκ χωρίου ίράμμοστη και τοϋ υ'ιοϋ 

αυτού 'Ιωάννου Σκουταρη (the hand of myself, 

the humble Dimitrios from the village of Gram

mosta and of his son, loannis Skoutaris')8 About 

ten years later, in 1657, the painter alone signed 

the icon of Christ which is distinguished by its 

technical perfection. 

Unpublished 

1. See cat. no. 11. 

2. Masnic 1995-1996. 

3. Grozdanov 1990 

4. See Drakopoulou 2002,108. 

5. Chatzidakis 1987, 96-97. 

6. Chatzidakis 1987, under the entries Georgios (18), 

loannis (28), Dimitrios (15), Dimitrios (12). with earlier bibli

ography. 

7. See Chatzidakis 1987 entry for Eustathios (8). 

8. Vocotopoulos 1986, 310. Chatzidakis and Drakopoulou 

1997, entry for Skoutaris loannis (1). Karamberidi 2003, 

292-294. 305. 
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33· Part of an epistyle with the 

Akathistos Hymn 

255 x30x4 cm. 
Inv. no. IN 4171 
Provenance: Monastery of the Virgin, vii läge of 
Postenan, Erseke 
Date: Middle of the 17th century 

The Akathistos Hymn is one of the finest and 

most popular Byzantine hymns, and its twenty-

four stanzas ('houses'), which form an acrostic 

with the letters of the alphabet, are sung during 

the liturgy of the Lauds, during Lent. The hymn 

is indissolubly linked with the rescue of Con

stantinople from the Avar siege in 626, and is 

more generally associated in the historical con

sciousness of Orthodox Christians with mo

ments of danger to the people, that were avert

ed thanks to the intervention of the Virgin. This 

is possibly also the explanation for the wide dis

semination of the iconographie cycle in Orthodox 

churches in the Balkans during the period of 

Ottoman rule. 

In the iconography1 the first twelve stanzas refer 

to events from the Annunciation to the Presen

tation of Christ in the Temple, while the rest 

have a laudatory character, with encomiums of 

the persons of the Virgin and Christ. 

Eight scenes are preserved on the epistyle frag

ment from the monastery of the Virgin at Erseke, 

illustrating eight stanzas, from the seventh (H) 

to the fourteenth (Ξ). The seventh stanza, with 

the inscription: HKOYCAN El fllMENEC TON ΑΓΓΕ-

ΛΟΝ {"Ηκουσαν oi ποιμένες των αγγέλων 

ύμνουντων την ενσαρκον Χριστού παρου-

σίαν... (The shepherds heard the Angels ex

tolling the presence of Christ in the flesh..:) is 

illustrated by the scene of the Nativity. The Virgin 

relaxes, partly reclining on a litter, Joseph sits lost 

in reflection outside the cave, angels appear on 

high at the left, and four shepherds with their 

flock approach to worship the newborn child. 

In the eighth stanza, which has the inscription: 

ΘΕΩΔΡΟΜΟΝ ACTEPA OEOPONTEC I MAPI 

{Θεοδρόμον αστέρα θεωρήσαντες μάγοι, τη 

τούτου ήκολουθησαν αίγλη..) (The Magi, hav

ing seen the Star leading to God, followed its 

radiance...'), the three Wise Men, on horseback, 

look, not at the star of the Nativity, but at an 

angel wearing red garments who descends 

from heaven on a red horse. The subject of the 

angel on horseback, guiding the Wise Men, which 

has been considered an invention of Serbian art 

in the Palaeologan period,2 is found in the 16th 

and above all the 17th century in north Greek 

wall-paintings, as in the chapel of the Three 

Hierarchs in the Varlaam Monastery, in the Ma-

kryalexis Monastery at loannina, in the church 

of Saint Zacharias at Grammos, and in three 

churches in Kastoria. the Virgin Apostolaki, the 

Virgin in the neighbourhood of Mouzeviki. and 

the exonarthex of the church of the Virgin 

Koumbelidiki3 

The ninth stanza ΙΔΟΝ ΠΕΔΕΟ ΧΑΛΔΕΟΝ {ΕΪδον 

παίδες Χαλδαίων..) (The sons of the Chaldaens 

saw...') is illustrated with the Adoration of the 

Magi. The painter of the present icon has pre

ferred the version of the Adoration of the Magi in 

the house,4 a version also found in churches of 

the same period in Kastoria. 

The tenth stanza: KYPIKEC ΘΕΩΦΟΡΙ {Κήρυκες 

θεοφόροι γεγονότες μάγοι..) ('Having beco

me God-bearing heralds, the Magi..:) depicts 

the entry of the Magi into Babylon. At the gate 

of the walled city -the Virgin and Christ are de

picted high up in the walls- the Magi meet the 

citizens of Babylon to announce Christ's birth 

to them. 

In the eleventh stanza: ΑΑΜΨΑΟ EN ΤΗ ΕΓίπτο 

(Λάμψας εν τη Αιγύπτω φωτισμον αληθείας.) 

('Having shed the light of truth m Egypte..:), the 

representation is of the Flight into Egypt. In ac-



cordance with the Palaeologan iconographie tra

dition, a woman wearing a crown, the personifi

cation of Egypt, emerges on the walls, welcom

ing the Saviour, while a black-skinned daemon, 

symbolising idols, is thrown down from the bat

tlements. The pack-animal carrying the Virgin 

and Christ is led by Jacob, holding the reigns, 

while Joseph follows on foot with his staff over 

his shoulder, carrying clothing. 

The scene of the Presentation of Christ in the 

Temple illustrates the twelfth stanza ΜΕΛΟΝΤΟ 

CIMEON {Μέλλοντος Συμεώνος του παρόντος 

αιώνος.) ('Symeon, prepared to leave this age...'). 

This stanza brings to a close the narrative part 

of the Akathistos Hymn, after which the enco

miastic section begins, with symbolical doctri

nal references and iconographie innovations. 

On the epistyle in the Korcë Museum, only two 

scenes from the twelve stanzas of the second 

part are preserved: the thirteenth stanza: NEAN 

ΕΔΐΞΕΝΚΤΐαΝ{Νέαν εδειξεν κτίσιν έμφανίσας 

ό κτίστης ήμϊν τοις ύπ αύτοϋ γενομένοις, έξ 

άσπόρου βλαστήσας γαστρός..) (The Creator 

revealed a new creation when He presented 

Himself to us. who were made by Him...'), in 

which Christ emerges half-length and blesses a 

group of apostles and hierarchs, and the four

teenth: ΞΕΝΟΝ TO KO Ν ΙΔΟΝΤΕΟ {Ξένον τόκον 

ίδόντες, ξενωθώμεν τοϋ κόσμου..) (Having seen 

this strange birth, let us estrange ourselves from 

this world..:), in which the Virgin enthroned, 

holding the Child, is depicted amongst men 

and women saints. 

The above eight scenes on the epistyle are 

separated by twisted colonnettes with capitals, 

decorated with gold red and blue paint. 

A fragment of the same work in the Korcë 

Museum was published in an earlier catalogue of 

icons from Albania; it illustrates the eighteenth 

stanza Σώσαι θέλων τον κόσμον... ('Wishing to 

save the world...'), with a version of the Anastasis5 

The entire composition of the Akathistos Hymn 

is characterised by a gentle, rather monotonous 

palette in earth tones, by the positive presence 

of the natural and architectural landscape, and 

by delicate figures, rendered with a certain sim

plification. These are features associated with 

the art of painters from the villages of Epiros 

and Macedonia in the 17th century especially 

with works by painters from Grammosta. mod

ern Grammos, near Kastoria6 The subject of the 

Akathistos Hymn, which is not very common, 

was probably chosen because the monastery 

was dedicated to the Virgin, and also against 

the background of the revival of the Akathistos 

cycle during the period of Ottoman rule, as, for 

example in the Makryalexis Monastery (1599), in 

the Monastery of the Transfiguration at Dryo-

vouno, Kozani (1652)7 and in churches at Ka

storia at this same period8 

Unpublished 

1. For an extensive well-documented analysis of the 

iconographie subject of the Akathistos Hymn, mainly in 

portable icons, with a full bibliography, see Chatzidaki 

1997.150-165. See also Aspra-Vardavaki 1992. 

2. See Xyngopoulos 1957b. 122-123 Gandis 1972. 23ff 

Gabelic 1977, 58. 

3. See Paisidou 2002.133-134. See also Tourta 1991.194. 

4. For the two different traditions on the adoration of the 

Magi see Aspra-Vardavaki 1992, 63-64. 

5. Trésors d'art albanais 1993. no 37. 

6. See cat. no 32. 

7. Tourta 1991.194. 203. 

8. See note 3. 
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34· Crucifixion 

53 χ 37 χ 3 cm. 

Inv. no. IN 3663 

Provenance: Church of the Virgin, Berat 

Date: Late 17th century 

The walls of Jerusalem rise in front of the blue 

ground and clearly define the two parts of the 

icon of the Crucifixion. At the top, against a gold 

background, is Christ on the Cross, with the 

good robber, dead, at the right, and the other 

robber with his chest bound to the cross. The 

main figures of the Crucifixion are depicted in 

the bottom part of the icon. At the left is the 

small band of women, the main figure of which 

is the Virgin, who laments, and at the right Christ's 

favourite disciple and a Roman soldier. 

Saint Demetrios is depicted on horseback, on a 

small scale, in a border beneath the cross. The 

representation is presumably connected with 

the patron saint of the donor of the icon. 

The folkloric naivety of the painting is combined 

with reminiscences of good models, which can 

be seen in the long hair of the figures, the pos

tures of the robbers, the noble figure of John, 

and an endeavour to render volume -elements 

that date the icon to the late 17th century. 

Unpublished 
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35· Saint Naum 

98 χ 57 χ 4.5 cm. 

Inv. no. IN 3822 

Provenance: Church of the Annunciation to the Virgin, 

Tirane 

Date: 18th century 

Ο ΑΠΟΟ NAOYM ô εν Βουλγαρία ('Saint Naum 

of Bulgaria'), one of the best-known disciples 

of Cyril and Methodius, who converted the 

Slavs to Christianity in the middle of the 9th 

century, followed his teachers to: ολας τας πό

λεις της Βουλγαρίας ('all the towns of Bul

garia'), proclaiming: τον λόγον της ευσέβειας, 

τυπτόμενος, λοιδοροϋμενος θλιβόμενος καί 

διωγμούς καί μάστιγας υπομένων uno των 

άπιστων καί έχθρων τοϋ Χρίστου ('the word 

of piety, being smitten, reviled, and distressed 

and suffering persecution and flagellation at the 

hands of the unfaithful and enemies of Christ').' 

His work of Christian teaching is also empha

sised by the text on the scroll in this icon: OC 

Δ AN nOIHCH ΚΑΙ ΔΙΔΑΞΗ OYTOC ΜΕΓΑΟ ΚΛΗΘΗ-

CETAl EN TH BACIAEIA ΤΩΝ ουρανών ('Whoever 

acts and teaches, he shall be called great in 

the kingdom of heaven'). 

The depiction of the saint2 full length at a mature 

age, with a long beard and monk's garb, is ac

companied by two representations on a small 

scale at the bottom of the icon. At the right is a 

depiction of the katholikon of the monastery 

founded by the saint on lake Ohrid. The monastery 

of Hosios Naum was the centre of his venera

tion in the general area of Macedonia. At the left 

is a scene of his miracles, with the inscription: 

ΖΕΥΓΗ ΤΗΝ ΑΡΚΟΥΔΑ EIC TO ΑΜΑΞΗ ('He yokes 

the bear to the cart). The saint worked miracles 

throughout his life and his travels in the north 

Balkans to spread Christian teaching, and also 

during his stay in Rome to secure the approval 

of Pope Hadrian for the translation of the Holy 

Scriptures into the Slavonic language3 The mir

acle of yoking the bear to the cart, worked by 
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the saint "when he was persecuted by the Bo-

gomils" is nowhere mentioned in the synaxaria, 

and is found only in the life printed at Voskopojë 

in 1730.4 The same scene is included in engrav

ings by Christophor Zefarovic with representa

tions of the miracles of Saint Naum, which were 

printed in Vienna, and in the copperplate en

graving of the Greek church of Budapest, exe

cuted in 1743 at the expense of Naum Bikera, 

the merchant from Voskopojë5 

The name of the donor of the icon from the 

church of the Annunciation in Tirane, according to 

the inscription: ÂEHCEIC TOY ΔΟΎΛΟΥ TOY ΘΕΟΎ 

ΓΡΟΔΑΝ ('Supplication of the servant of God, 

Grodan'), points to Slav origins, but the inscrip

tions are written in good Greek. 

The lively colours, the strong white on the prepa

ration and the trend towards a naturalistic ren

dering of some of the facial features, in the eye

lids, eyebrows and hair, assign the icon to the 

18th century. 

Unpublished 

1. Doukakis 1954. 477-479. 

2. For depictions of Saint Naum see cat. no. 61. 

3. Doukakis, op. cit. 

4. Ακολουθία αγίου Ναουμ, BHG, II, no. 1317. 

5. Papastratou 1986. 269-279. 

36. Christ Pantokrator 

75 χ 50.3 χ 3 cm. 

Ιην. no. IN 4301 

Provenance: Bontritsa, Gjirokastër 

Date-. 18th century 

In this icon, with its fine silver decoration, Christ 

is depicted half-length in the type of the Panto

krator, with a gospel book open at the passage 

from John: ΕΓΩ ΕΙΜΙ TO ΦΩΟ TOY KOCMOY... (1 

am the light of the world..:) (John 8,12). 

The distinctly linear rendering of the facial fea

tures and clothing is accompanied by a deco

rative intent in the gold striations on the Panto-

krator's red himation, and above all in the relief 

silver background of the icon, elements that 

date it to the 18th century. This kind of decora

tion, a reminiscence of Byzantine models, is as

sociated as early as the 16th century with icons 

of Romania1 The same relief decoration as in 

the present icon is found in an icon of Christ in 

the Museum of Folk Art in Bucharest, with the 

date 17502 

Unpublished 

1. See cat. no. 31. 

2. Nicolescu 1976, no. 35. fig. 75. 
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37· Virgin enthroned and Child 

88 χ 57.8 χ 2.5 cm. 

Inv. no. IN 1443 

Provenance: Village of Sinicë, Korcë 

Date: 1668/9 

Painter: Dimitrios, son of papa-llias 

The art of competent craftsmen from the vil

lages of Epiros and Macedonia in the 17th cen

tury, with reminiscences of good models in their 

simplistic painting, can be seen in the icon of 

the Virgin enthroned, holding the Child on her 

left, from Sinica. 

Elements indicative of the care and competence 

in the decoration include the well-worked frame, 

which is a continuation of the gold ground, the 

gilded wooden throne, and the decorated circles 

with the ligatures: M{HTH)P Θ{ΕΟ)Υand Ι(ΗΣΟΥ)0 

X(PlCTO)C ('Mother of God' and 'Jesus Christ) 

The reproduction of the Virgin enthroned 

turned towards Christ, a type common in Post-

Byzantine painting, is executed with a certain 

clumsiness in the rendering of the seated fig

ure, who appears to sink into the deep throne, 

on the seat of which the double cushions can 

just be made out. The painter, who does not 

shun linearity and a simplistic modelling of the 

figures, persists in decorating the garments and 

adorns Christ's chiton and the Virgin's mapho-

rion with gold striations. 

On the bottom part of the throne, the votive in

scription and date are written with white lettering 

against the green ground, in three parts. The 

first part of the inscription is written on the arch 

at the side, and it continues in the central open

ing, to the right and left of the footstool of the 

Virgin's throne: 

AEYCHC / ΤΩΝ ΔΟΥΛΟ ν / TOY ΘΕΟΥ 

ΔΗΜΗΤΡΙ/ΟΥ HO(C) / παπα ΥΛΗΑ / δηα χήρος 

αυτού ΕΠ ETOYC / ΖΡΟΖ 

(Δέησις των δούλων τοΰ Θεοϋ Δημητρίου 

υίοϋ παπα-Ήλία δια χειρός αύτοϋ έπί έτους 

ΖΡΟΖ). 

(Prayer of the servant of God Dimitrios, son of 

the priest I lias, by his hand in the year 1668) 

According to the incorrectly spelled inscription, 

Dimitrios, son of papa-llias. dedicated and signed 

the icon in the year 7177 from the foundation of 

the world, which corresponds with 1668/9 after 

the birth of Christ. The painter probably belonged 

to a family guild of painters from the villages of 

Epiros and Macedonia, who were known by their 

first names. His art recalls works by painters 

from Grammosta, a village near Kastoria, who 

decorated a large number of churches in the 

general area of Epiros during the 17th century1 

Unpublished 

1. See cat. no. 32. 
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38. Saint John the Baptist 

78.5 χ 472x3 cm. 

Inv. no. IN 2106 

Provenance: Church of the Annunciation to the Virgin, 

Vithkuq, Korcë 
Date-. 1685 

This austere icon of the Baptist is painted in 

the manner of north Greek art. The combina

tion of elements, which suggests a date for the 

icon, and the barely legible painter's signature, 

are of particular interest. 

The saint is depicted with wings, symbolising 

his quality as an angel, in accordance with the 

prophets (Malachi 3, 1), holding his severed 

head and an open scroll with the well known 

passage: Μετανοείτε ήγγικεν γαρ ή βασιλεία 

των ουρανών ('Repent ye: for the kingdom of 

heaven is at hand'), which continues with an 

extract from the apocryphal gospels: OPOC 

ΘΕΟΥ TIN M ANI AN ΗΡΩΔΟΥ ('You see, God, the 

frenzy of Herod').1 The icon can be dated pre

cisely on the basis of evidence derived from 

the church of the Annunciation at Vithkuk, 

Korcë, from which the present icon also 

comes. A votive inscription on the templon in 

the church mentions the date ΑΧΠΔ ('1684'), 

while an icon of the Virgin executed in the same 

art as the present icon of the Baptist, accord

ing to the Albanian scholar Theofan Popa, bears 

the inscription: έπη έτους από τις ένσάρκου 

ήκονομήας Χριστού ΑΧΠΕ ('in the year from 

the incarnation of Christ 1685')2 

At the bottom of the icon, in the same letter

ing as that on the scroll held by the Baptist, is 

the inscription: 

ΔΥΑ XYPOC [5-6] AACKAAOC KONCTANTYNOY 

(ι)ερο(μονα)χος (Δια χείρας [5-6] δάσκαλος 

Κωνσταντίνου (ί)ερο(μόνα)χος) ('By the hand 

of the teacher Konstantinos the hieromonk'). 

The damage to the icon at the point where the 

name of the painter was probably written cre

ates difficulties for the interpretation of his sig

nature. Was he a hieromonk, the son of one 

Konstantinos, who signs as teacher of the art 

of painting? Or was he the teacher of the well-

known painter of the late 17th-early 18th centu

ry, Konstantinos the hieromonk, who collabo

rated with David from Selenitza? 

I am unaware of any instance in Post-Byza

ntine painting where a painter signs himself as 

the teacher of someone else. If this is in fact 

the case here, the pupil must already have 

been a well-known painter at the time. An in

terpretation that would identify the painter of 

the icons from the church of the Annunciation 

at Vithkuk in the year 1685 with the teacher of 

the hieromonk Konstantinos in the art of paint

ing3 cannot be properly documented, though 

Konstantinos is known to have been a mature 

painter already in 1693, when he signs the fine 

The church of the Annunciation at Vithkuk. 
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icons in the Tirane Museum4 Furthermore, the 

thirty-three years of his activity known to us 

(1693-1726) are consistent with him being a 

well-known painter in 1685, at an age of possi

bly just over twenty. 

It is also possible that the syntax of the inscrip

tion is incorrect, and that the well-known painter 

Konstantinos the hieromonk himself signs the 

icon, although the art does not reflect his style. 

Irrespective of the identity of the painter of the 

icon, the austere, sorrowing expression of the 

decapitated saint and the linear treatment of 

the sheepskin (melote) and chiton are com

bined in it with the lavish decoration around the 

edges and the silver haloes around the face 

and severed head. Both the decoration around 

the edges and the wide relief border of the 

haloes, with silver blossoming tendrils, are com

mon in 17th and 18th century icons from Mace

donia, especially from Mount Athos.5 

Unpublished 

1. Protoevangelion of James 43.14. 

2. Popa 1998.161-162. 

3. See cat. no. 40 

4. Percorsi del sacro 2002. no. 23. 

5. Kissas 1991,190-191. Μονή Ξενοφώντος 1998, nos. 58. 

66. 72. Μονή Παντοκράτορος 1998. figs. 107.125.145. 

Μονή Αγιου Παύλου 1998, figs. 51, 82, 83.104. 

Σιμωνόπετρα 1991, figs. 121,122. see also cat. no. 31. 

The katholikon of the Monastery of the Virgin, 

Ardente. 

39. The Archangel Michael 

47 χ 34.5 χ 2.8 cm. 

Inv. no. IN 6720 

Provenance.- Monastery of the Virgin. Ardemcë 
Date: 1690 

This small icon from the Ardenicë Monastery 

continues the Byzantine tradition of depicting 

the archangel Michael in his protective capaci

ty as guardian in small icons and amulets. 

Silver and vermilion, in a beautiful, unusual de

sign at the edges, adorn this amuletic icon of 

the archangel, who holds a sword in his raised 

hand and a globe with an apotropaic cross. 

Ο ΑΡΧΩΝ ΜΙΧΑΗΛ ('the Archangel Michael') is 

depicted full-length wearing military uniform 

and with large, widely spread wings. The globe, 

the symbol of authority, in his left hand, with 

the inscriptions: I(HCOY)C X(PICTO)C NIKA and 

Φ(ΑΙΝΕΙ) Φ(Ω0) XPICTOC ('Jesus Christ Conquers' 

and 'The light of Christ shines'), is found with 

the depiction of the archangel as a warrior in 

icons in the general area of north-west Greece 

from the 14th century onwards. 

The icon was dedicated by the believer Georgios 

Dotzosis and his son, Theodoros, with the con

tribution of the hieromonk Symeon,' abbot of 

the well-known monastery of Ardenicë in south 



Albania2 according to the majuscule inscription 

(which has no pretensions to correct spelling), writ

ten in two parts on the green ground of the icon: 

ÂEHCIC / ΔΟΥΛΟΥ TOY / Θ(ΕΟ)Υ ΓΕΟΡΓΗΟΥ / 

ΔΟΤΖΟ/CH K(AI) TEK/ON ΑΥΤΟ ΟΩδο[ΡΟΥ] 

ΔΗΑ ΟΗΝΔΡΟ/MHC TOY / ΑΓΗΟΥ ΚΑΤ/ΗΓΟΥ

ΜΕΝΟΥ / Κ(ΥΡΙΟ)Υ Κ(ΥΡΙΟ)Υ CEMHON / ΗΕΡΕΩ-

ΜΟΝΑ[ΧΟΥ] / [Τ]ΗΣ ΑΡΔΕΝΙΤΖΑΟ 

(Δέησις δούλου τοϋ θ(εο)ϋ Γεωργίου Δοτζόση 

κ(αί) τέκνου αύτοϋ Θόδωρου δια συνδρομής 

τοϋ άγιου καθηγουμένου κ(υρίο)υ κ(υρίο)υ 

Συμεών Ιερομόναχου της Άρδενίτζας). (The 

prayer of the servant of God Georgios Dotzosis 

and his son Thodoros through the contribution 

of the holy abbot master Symeon, hieromonk 

of Ardenicë'). 

According to the date AXf from the birth of 

Christ, noted in the bottom part of the left sec

tion of the inscription, the icon, which exudes 

the spontaneity and folkloric good taste of its 

painter, is dated to 1690. 

BIBLIOGRAPHY 

Trésors d'art albanais 1993, no. 45. 

1. The abbot Symeon has been identified erroneously 

with the painter of the icon (Trésors d'art albanais 1993, 

no. 45). 

2. See Kamaroulias 1996, 576-579. 
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40. Christ Pantokrator 

97x63.8x6 cm. 

Inv. na 7488 

Provenance: Monastery of the Virgin, tenga, Pogradec 

Date: 1694 

Painter Konstantinos the hieromonk 

The representation of Christ enthroned with the 

relief inscription Ο ΩΝ ('the Being') on his halo, 

one of the earliest known works by the painter 

Konstantinos, is impressive for the abundance 

of gold and the way in which it was used by 

the painter to decorate of the frame, the back

ground of the icon and the throne, as well as 

the gold-painted garments worn by Christ. 

The dense gilded relief decoration of the back

ground, consisting of interlocking guilloches 

with palmettes, and the relief halo, features also 

found in other icons by the same painter, have 

been associated with icons from Romania1 and 

were preferred by painters from north Greece in 

the 17th and 18th century2 In the 18th century in 

particular, it appears that this kind of decoration 

reflects the general climate of donors' econom

ic prosperity and the prevailing decorative intent 

of baroque. 

This decorative intent, which pervades the 

work, is expressed in the flammiform flowers 

on the backrest of the throne, the double lav

ishly decorated cushions, the decoration of the 

imation, the fringes of Christ's chiton, embroi

dered with flowers, and also the ground and 

the footstool. Christ's gospel book, also deco

rated with gold ornaments, is open at the pas

sage from Matthew: Μάθετε απ' έμοϋ ότι 

πρρός ε'ιμι καί ταπεινός τη καρδία καί 

εύρήσετε άνάπαυσιν ταΐς ψυχαΐς υμών ό 

γαρ ζυγός μου χρηστός καί το φορτίον μου 

έλαφρόν εστίν ('learn of me; for I am meek 

and lowly in heart: and ye shall find rest unto 

your souls. For my yoke is easy, and my bur

den is light') (Matthew 11, 29-30). 

Only a small strip of green ground at the bot

tom of the throne has been left without deco

ration, presumably to write the inscription, with 

gold lettering, in which the decorative intent 

can be discerned, particularly in the letter 

omega, which recalls the highly embellished 

script of Byzantine. The inscription: ΧΕΙΡ ΚΩΝ-

CTANTINOY [ΙΕΡΟΜΟΝΑΧΟΥ] [....] ΟΗΝΔΡΩΜΗ 

K(AI) ΠΟΘΟΥ ΝΙΚΟΛΑΟΥ IEPEOC K(AI) EIKO-

NOMOY [...] ΑΠΟ [...] X(PICT)OY AXfA (The hand 

of Konstantinos, hieromonk, through the contri

bution and desire of Nikolaos, priest and 

oiconomos, from the birth of Christ 1694') is 

written in three parts around Christ's legs, and 

is unfortunately damaged at several points. In 

the preserved section of the inscription, in ad

dition to the painter's signature and the date 

1694, we read that the icon of Christ is a dedi

cation by the priest Nikolaos, who was also 

economos, presumably at the monastery from 

which the icon comes. The office of economos, 

who was responsible for financial matters, was 

very important in coenobitic monasteries3 

The hieromonk Konstantinos, who usually signs 

χείρ Κωνσταντίνου 'ιερομόναχου (The hand of 

Konstantinos hieromonk'), seems to have spe

cialised in portable icons, more than fifty of which 

have been found in the area of Albania (Korcë, 

Elbasan, Vithkuk, Voskopojë), west Macedonia 

(Kastoria, Veria), Mount Athos and the archdio

cese of Ohrid, dating from 1693 to 17264 

Features such as the light-coloured flesh, in 

this case with a little red in Christ's cheeks, and 

the distinctly linear facial features that can be 

observed in this early work by the painter, were 
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to become standard and dominate his works, 

together with the characteristic care and atten

tion to the decoration5 The group of his pub

lished icons enable us to detect the use of the 

same iconographie types in his output. An icon 

of Christ Pantokrator from the church of Saint 

John Vladimir at Elbasan, signed and dated to 

1693, and the matching icon of the Virgin en

throned,6 have great similarity with the present 

icon in the iconographie type of Christ, the re

lief decoration on the background of the icon, 

and the stylistic features. 

Unpublished 

1. Chatzidaki 1997, 254-256, no. 25. 

2. See cat. no. 31. with bibliography. See also Drandaki 

2002. nos. 63-64. 

3. See Konidaris 1984, 205-210. 

4. Kallamata 1999. Popovska-Korobar 1993 and 2005.41-52. 

5. See cat. nos. 41-43. 

6. Percorsi del sacro 2002. nos. 23. 24. In this catalogue, 

both icons are erroneously dated to 1771. The icons are 

also published in the catalogue Trésors d'art albanais 

1993 (nos. 76, 81), erroneously attributed and dated. 





4ΐ· The Virgin enthroned and Child, 

the Hope of the Despairing 

84 χ 53.5 χ 3.2 cm. 

Inv. no. IN 5816 

Provenance: Monastery of Saints Peter and Paul, 

Vithkuq 

Date: 1710 

Painter Konstantinos the hieromonk 

Despite the great damage it has suffered, the 

icon with the worn inscription Η των απελ

πισμένων [έλπίς] ('the hope of the despairing') 

exudes an atmosphere of glorification of the 

Virgin, in which the iconographie elements -the 

préfigurations, prophecies and crowning of the 

Virgin by the angels- are combined with the 

meticulous decoration on the background of 

the icon and the haloes, clothing, throne and 

crown. This light atmosphere of wealth and 

luxury, which verges on baroque, is broken by 

the Virgin's melancholy gaze and large almond 

eyes, the restrained grief in the movement of 

her head and well-drawn mouth, and the barely 

perceptible way she touches the hand of the 

infant Christ, who blesses. 

The fondness for relief decoration on the gold 

ground, of which only the remains can be 

made out here, and for haloes with winding 

blossoming tendrils, are distinctive features of 

other icons by Konstantinos,1 while the em

bossed ornaments on the edges of the icon 

are to be found in works by his colleague, 

David of Selenitza.2 

The representation of the Tree of Jesse illus

trates the vision seen by the prophet Jesse, a 

tree with many branches in which are depicted 

the generations of David, with Christ at the top 

of the tree. In the present icon, the subject is 

rendered with the aged figure of Jesse at the 

Virgin's feet, accompanied by the inscription: 

PIZHC IECE ΚΑΙ ΕΞ ΟΟΦΙΟΟ ΔΑΒΗΔ (Of the 

root of Jesse and of the loins of David'), the 

Virgin enthroned and Child, the prophets and 

their prophecies, which prefigure the Incar

nation of Christ through the Virgin. The subject 

is a by no means rare iconographie combina

tion of the doctrinally related scenes of the Tree 

of Jesse and 'From on high the Prophets'3 The 

twelve prophets are depicted in medallions 

decorated with tendrils of the tree that springs 

from Jesse. They hold scrolls inscribed with 

prophecies of the Incarnation, written in inscrip

tions that are barely legible, badly spelled, and 

extensively worn. On the left, from top to bot

tom, can be seen Solomon {'Εγώ κλίνην τοϋ 

βασιλέως κέκληκά σε Κόρη) (Ί called thee the 

couch of the King, Ο daughter'), Daniel {"Ορος 

νοητόν εξ' où έτμήθη λίθος) (1 called thee the 

conceptual mountain from which a stone was 

cut'), three figures whose scrolls have been de

stroyed, and who are identified on iconographi-

cal grounds as Ezekiel, Barlaam and Aaron, 

and Zacharias {'Εγώ λυχνίανέπτάφωτον προ-

εΐδόν σε Κόρη) (Ί foresaw thee as a lamp with 

seven lights, Ο daughter'). On the right are de

picted David {'Εγώ κιβωτον ήγιοσμένην κέ

κληκά σε κόρη) (Ί called thee a sanctified ark'), 

Moses {'Εγώ σε βάτον κέκληκα, ανθρώπων 

σκέπη) (Ί called thee a bush, a protection for 

men'), Isaiah {εγώ δε λαβίδα άνθρακοφόρον 

σε είδα Κόρη) (1 saw thee as a tonges for coal, 

Ο daughter'), Jacob {'Εγώ δε καθ' ύπνους 

έώρακα κλίμακα σε Κόρη) ('In my dream I saw 

thee as a ladder, Ο daughter'), Jeremiah {'Εγώ 

δε όδόν σε ε'ιδον 'Ισραήλ νέαν Κόρην) (1 saw 

thee as a new way for Israel, Ο daughter') and 

Habbakuk {"Ορος κατάσκιόν σε ειδον.) (1 saw 

thee as a shady mountain'). 

At the top of the icon are angels kneeling on 

clouds holding scrolls with texts of glorification: 

"Ανωθεν οι προφήταίσε προκατήγγειλαν κόρη 

στάμνονράβδον πλάκα χρυσού... ('From on high 

the prophets foretold thee as a pitcher, a rod, a 

gold plaque...1). The scrolls unfold in a decorative 

manner, and the angels fix a crown on the 

Virgin's head with their right hand. This represen

tation of the Crowning of the Virgin, particularly 

popular in western art, was widespread in Post-

Byzantine painting and was preferred for depic

tions of the Virgin in engravings,4 which often in

spired the present painter5 as well as his fellow-

craftsmen at the same period. 

It may be noted that the same type of the Virgin 

wearing a crown, seated on a decorated throne 

with a circular backrest, was used by the painter 

in 1711, one year after he executed the present 

icon, for an icon in the monastery of Saint Naum 

at Ohrid.6 In a despotic icon from the templon 

of the Simonopetra Monastery on Mount Athos, 

with the Virgin Galaktotrophousa enthroned and 

wearing a crown, dated to 1702 and signed by 

Konstantinos,7 the enthroned Virgin has a simi

lar posture, and, in particular, the throne is of the 

same type and was presumably preferred by 

the painter over a period of several years. 

The large icon of the Virgin the Tree of Jesse 

presented here adorned the templon of the 

monastery of Saints Peter and Paul at Vithkuk, 

along with the icon of Christ the Great High 

Priest8 and that of John the Baptist, which have 

the same dimensions and style and are also in 

the Museum of Medieval Art at Korea9 According 

to the inscription, the icon of Christ was dedicat

ed by Chatzi Thanasis and was signed: χείρ 

Κωνσταντίνου Ιερομόναχου ('the hand of Kon

stantinos, hieromonk'), with the date 171010 In the 

present icon, the section of the inscription con

taining the name of the donor has unfortunately 

been destroyed, but the phrase AEHCIC TOY 

ΔΟΥΛΟΥ TOY θ(Ε0)Υ ('Prayer of the servant of 

God') is preserved at the bottom left, and the 

painter's signature: ΧΕΙΡ ΚΩΝΟΤΑΝΤΙΝΟΥ ΙΕΡΟ

ΜΌΝΑΧΟΥ^ hand of Konstantinos, hieromonk') 

and the date ΑΨΙ (1710) at the bottom right. The 

work belongs to the period of the early maturity 

of the painter who, as far as we know, was active 



125 



from the late 17th to the first three decades of the 

18th century.11 During this period he showed his 

preference for smooth, light-coloured modelling 

of the flesh and expressive facial features, ele

ments that, along with his fondness for luxurious 

decoration, were to dominate his later works.12 

42. Saint George 

108 x75 χ 6 cm. 

Inv. no. IN 7586 

Provenance: Church of Saint Nicholas at Voskopojë 

Date: About 1725 

Painter Konstantinos the hieromonk 

BIBLIOGRAPHY 

Trésors d'art albanais 1993. no. 53. 

1. See cat. nos. 40, 42-43. 

2. See cat. no. 44. 

3. See an icon of the Virgin, Tree of Jesse, by 

Theodoras Poulakis in the Byzantine Museum of Athens 

in Τα Νεα Αποκτήματα 1997. no. 27 (Chr. Baltoyianni). 

See also cat. nos. 65, 67. 

4. See Charalambidis 2002-2003. Papastratou 1986, 

109-145. 

5. See also cat. nos. 42. 43. 

6. See Grozdanov 1995, 71-82. The same type of throne 

was rendered by the painter, in 1712, in a wall-painting of 

the Virgin in the church of the Virgin at Voskopojë 

(Popovska-Korobar 2005, 44, fig. 6). 

7. ΧΕΙΡ KQNCTANTINOY ΙΕΡΟΜΟΝΑΧΟΥ (the hand of 

Konstantinos. hieromonk'). For the icon, see Θησαυροί 

του Αγίου Όρους 1997, no. 2.95, though the painter's sig

nature is not mentioned. 

8. Information: P.L Vocotopoulos. See also Chatzidakis 

and Drakopoulou 1997. 133. 

9. Trésors d'art albanais 1993, no. 52. 

10. Popa 1998, no. 325. 

11. See cat. no. 40. 

12. See cat. nos. 42. 43. 

Saint George the dragon-slayer, with the same 

dimensions and in the same style as Saint De-

metrios from the church of Saint Nicholas at 

Voskopojë.1 is projected against the gold ground 

of the icon, mounted on a white horse and thrust

ing his spear into the mouth of the dragon with 

red wings, which lies on the ground, next to the 

water of the spring. According to the synaxarion, 

the dragon's lair was at a spring of water in the 

homeland of the saint from Kappadokia, and it 

demanded human flesh in return for the water. 

When the lot fell on the daughter of king Selvios, 

the saint appeared in the town mounted on horse

back, slew the dragon, and freed the princess. 

These individual episodes, and also the sainte 

martyrdom on the wheel, are depicted around 

the edges of this icon, where the gold decoration 

is interrupted. The king and queen and two young 

girls are depicted watching the scene of the 

dragon-slaying from the walls of the town at the 

top right of the icon, while at the left edge, next 

to the spring of water, the young princess, wear

ing a crown and a loros, and rendered on a small 

scale, departs startled. 

The central figure of the icon, the youthful saint, 

wears a short military tunic and a gold, elabo-
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rately decorated cuirass, and holds a round 

shield, with a quiver and a cloak on his shoul

ders. An angel descends from heaven to crown 

the martyr. The young slave from Mytilene rides 

behind him on the gold-bedecked horse, hold

ing the jug, from which he serves the pirates 

who held him prisoner before he was rescued 

by the saint. The stance of the mounted saint, as 

rendered in the present icon, is connected with 

representations in engravings, which circulated 

widely in the 18th century.2 

At the bottom of the icon, beneath the horse's 

hooves, the inscription AEHCIC TOY ΔΟΎΛΟΥ 

TOY / Θ(Ε0)Υ ΝΙΚΟΛΑΟΥ C[..]AP[.] (Supplication 

of the servant of God Nikolaos S [..] AR [.]') is 

written rather crudely and hastily in black letter

ing. The reading of the inscription is made diffi

cult by the damage to the icon at this particu

lar point. The donor's forename is Nikolaos, but 

unfortunately the rest of the inscription is illegi

ble. On the right side of the icon, beneath the 

dragon's body, is the incomplete signature of 

the painter ΧΕΙΡ ΚΩΝ. (The hand of Kon[stanti-

nos]') in the same black lettering. Although there 

is no doubt that this was Konstantinos the hi-

eromonk,3 the same painter who signed a sim

ilar icon of the mounted Saint Demetrios, the 

problem remains of the hastily written, unfin

ished signature, particularly since, in the approx

imately fifteen known icons by him, he invariably 

signs χείρ Κωνσταντίνου Ιερομόναχου ('the 

hand of Konstantinos hieromonk'). 

The painter's competence in drawing, modelling, 

composition and decoration, and also the way 

in which he balances the charming atmosphere 

of baroque, without the result becoming heavy 

and excessive, suggests that the work should 

be dated to the period of his maturity. Factual 

considerations confirm the date in the third 

decade of the 18th century4 

Unpublished 

1. See cat no 43. 

2. See Papastratou 1986, nos. 508, 509. 

3. See cat. no. 40. 

4. See cat. no. 43. 

43. Saint Demetrios 

108 x70x7 cm. 

Inv. no. IN 7610 

Provenance: Church of Saint Nicholas at Voskopojë 
Date: About 1725 
Painter Konstantinos the hieromonk 

The icons of Saint Demetrios and Saint George 

(cat. no. 42), which have the same dimensions, 

come from the church of Saint Nicholas at 

Voskopojë. Both give the same resplendent im

pression of the triumph of the great Christian 

saints, rendered predominantly in gold, red and 

white. Both icons, which are directly related with 

each other in terms of the facial features and 

the treatment of the saints and their horses, have 

diagonal axes formed by the spears held by 

the saints. The manner in which the two repre

sentations balance each other mirror-wise re

calls depictions in engravings, in which martyr-

saints are pictured together. A later example in a 

copperplate engraving of the middle of the 19th 

century1 gives an idea of earlier depictions that 

were probably known to the painter of this icon. 

The icon of Saint Demetrios has a relief gold 

background with tendrils (a common choice by 

this painter and many other painters and donors 

of icons at this period),2 against which the saint 

is projected, wearing richly decorated military 

uniform and a green cloak, and mounted on the 

red horse with luxurious trappings that fills the 

larger part of the icon. 

In the bottom half of the icon, the gold ground 

is interrupted to make way for a castle at the 

right, ending in a heptapyrgion (fort with seven 

towers), and a hill with trees at the left, in which 

the predominant colour is white. A narrow brown 

strip of ground, with small plants in front of the 

castle and hill, ends at the sea, on which are 

seven sailing boats, a three-masted ship with 

cannon, and a small boat. 

This treatment of the seascape and ships is di-
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rectly connected with engravings, especially 

depictions of the monasteries and ship sheds 

of Mount Athos3 The harmoniously combined 

colours (blue, light brown and white, for the 

land and sea), and the meticulous details ex

ude a naturalistic intent and festive atmosphere, 

despite the warlike environment suggested by 

the tall white walls of the castle with its embra

sures, from which cannon protrude. Buildings 

with gold and red roofs are depicted at the 

three levels of the castle, within the fortification 

walls. At the top of it, seven towers link the rep

resentation with the city of Thessaloniki and the 

Heptapyrgion there. Thessaloniki is frequently 

depicted in 18th- and 19th-century engravings 

with Saint Demetrios,4 the model for which was 

probably an earlier copperplate engraving of 

Engraving with Saints George and Demetrios, 

middle of the 19th century. Papastratos Collection, 

Museum of Byzantine Culture, Thessaloniki. 

the city5 A round building that recalls the forti

fied city in the present icon is to be found in a 

copperplate engraving of the second half of 

the 18th century with Saint Demetrios and his 

skete in the Vatopedi Monastery,6 and in a 

portable icon of the same period with Saint 

Demetrios and scenes from his life7 

The depiction of the city and sailing ships ren

ders a miracle wrought by Saint Demetrios, 

who saved Thessaloniki from the drought that 

was plaguing it during the raid by the Avars in 

597, by guiding ships loaded with grain to its 

harbour8 In a wall-painting of 1791, in the narthex 

of the chapel of Saint Demetrios in the katho-

likon of Vatopedi Monastery, which recounts the 

saint's miracles, a representation of a walled 

city with the Heptapyrgion and with a sailing 

ship in its harbour bears the inscription ο άγιος 

ελευθέρωσε τους Θεσσαλονικείς από την 

πείνα δια του πλοίου ('the saint rescued the 

people of Thessaloniki from hunger by means 

of the ship')9 

In the present icon, another episode from the 

life of the saint is depicted on a small scale in 

front of the city: his victory over the king of the 

Bulgars, loannitzis, also called Skyloyiannis. 

An impressive feature of the depiction is the 

painter's intent to render physical details such 

as the blood running from the wound, or the 

round shield hanging in midair as the armed 

king of the Bulgars cartwheels and falls from 

his terrified horse. 

The painter's competence as a miniaturist can 

be seen in all the individual elements of the 

icon: in the rendering of details such as the ex

cellently drawn and decorated buildings inside 

the tower, the horse and panoply of the king of 

the Bulgars at the bottom right of the icon, the 

fittings of the warship, the hand of the sailor 

hauling in the sail, and the mermaid on the 

prow. The naturalistic intent and the enrichment 

of the icon with factual details are presumably 

connected with a corresponding intent in en

gravings, which are influenced by western art, 

and also with the public's desire for innovation, 

which continued into the 18th and 19th century.10 

The painter's signature can be seen in gold let

tering at the bottom of the round tower ΧΕΙΡ 

ΚΩΝΣΤΑΝΤΊΝΟΥ IEP0M0N(A)X0Y ('the hand of 

Konstantinos the hieromonk'). 

According to the founder's inscription,11 the 

church of Saint Nicholas in Voskopojë, from 

where this icon comes, was given wall-painted 

decoration in the year 1726: δια χειρός no-

λυΐστορός τε καί όξυγράφου καλάμου τοϋ 

πανοσιωτάτου κυρίου κυρ Δαβίδ τοϋ Σελι-

νιτζιώτου καί της κατ αυτόν ξυνορίδος Κων

σταντίνου τε καί Χρήστου. ('By the learned 

hand and acute pen of the most reverend kyr 

David of Selenitza and his colleague Konsta

ntinos and Christos'). Konstantinos, who is 

mentioned in the inscription in a learned style 

as colleague of the well-known painter David 

of Selenitza,12 along with Christos,13 has been 



identified with Konstantinos the hieromonk, the 

painter of the present icon.14 Since Konsta-

ntinos worked in 1726 on the decoration of the 

church, which was built in 1721, it must be sup

posed that at this same period he also paint

ed the two large icons of Saints Demetrios 

and George, in which can be discerned the 

painter's competence in composition and dec

oration, great attention to details, the use of 

bright colours, and the creation of an atmos

phere appropriate to the triumph of the Christian 

saints. These elements are developed in the 

environment of luxury dictated by the baroque 

climate, and of the freedom of expression per

mitted by the open-mindedness and prosperi

ty of the Orthodox inhabitants of the area in 

the 18th century. 

Unpublished 

1 Papastratou 1986, no. 349. 

2. See cat. no. 31. 

3 See, e.g.. Papastratou 1986, nos. 420. 433, 507. 

4. See Papastratou 1986. nos. 349, 350. 

5 See Λιμάνια και Καράβια στο Βυζαντινό Μουσείο 

1997, no. 45 (G. Kakavas). 

6 Papastratou 1986, no. 450. 

7. Percorsi del sacro 2002, no. 17. See a similar depiction 

of Thessaloniki enclosed within its walls in an icon of the 

late 16th-early 17th century (Vocotopoulos 1990. no. 69). 

8. Θαύμα ογδοον, Περί της έν λιμω προνοίας τοϋ 

μεγαλομάρτυρος, Bakirtzis 1997,137-139. 

9. Chatziantoniou 1997. 9. I am grateful to Mr. Bonovas 

for drawing my attention to the representation. A similar 

representation, in a portable icon, moreover, dating from 

the second half of the 18th century, to which I have re

ferred above (see note 7 and photograph), is attributed to 

loannis Tzetiris. 

10. See Tourta 1999, 79. 

11. Popa 1998, no. 331. 

12. See cat. no. 44. 

13. See Chatzidakis and Drakopoulou 1997, 458. 

14. For the identification see Kallamata 1999. 69. For the 

painter see cat. no. 40. 



44· The Incredulity of Thomas 

57 χ 36 χ 3 cm. 

Inv. no. IN 5328 

Provenance: Church of the Virgin at Voskopojë 

Date-. About 1730 

Painter David of Selenitza(?) 

The Incredulity is a reference to Thomas's words: / 

shall see in his hands the print of the nails ... I 

shall not believe (John 20, 25), expressing his 

lack of faith in the Resurrection of Christ. Eight 

days later, when the disciples were gathered to

gether, Jesus came, the doors being shut, and 

stood in the midst and said to the faithless dis

ciple: Reach hither they finger and behold my 

hands: and reach hither thy hand, and thrust it 

into my side: and be not faithless, but believing 

(John 20,27-28). 

The representation illustrates this moment, at 

which Christ stands in the midst of the disci

ples in front of the closed door of the house 

and uncovers his wounded side, while Thomas 

touches it with his finger and the other disciples 

"stand in amazement", according to the Painter's 

Manual of Dionysios of Fournas. 

Impressive features of the icon are the ancient-

style building with the red cloth spread on the 

roofs and with its three facades decorated in gri

saille, and the frontal masque of a lion's head, 

which resembles a human face, above the door. 

This kind of choice, the bulky figures of the disci

ples, and the differentiated facial features are di

rectly linked with the art of the painter David 

from Selenitza in the area of Vlorë. David, a no

table 18th-century painter who gave expression 

to a trend on Mount Athos that sought to return to 

14th-century models, was capable of expressing 

himself as a painter in both Palaeologan and 

Italianising manners.1 The learned (judging by his 

signatures) painter worked with colleagues on 

Mount Athos, and in Thessaloniki, Kastoria and 

Voskopojë, and his art found many imitators 

throughout Macedonia2 The icon, which has the 

worn inscription Η Ψ[ΗΛ]ΑΦΗ0Ι0 T[OY ΘΩ]ΜΑ and 

several areas of damage, comes from the church 

of the Virgin in Voskopojë, an important commer

cial cultural and artistic centre of the region, where 

David of Selenitza worked in 1726, decorating the 

church of Saint Nicholas with wall-paintings and 

portable icons3 In addition to stylistic features 

shared with the icon of the incredulity of Thomas, 

these icons have the same embossed decoration. 

Unpublished 

1. Chatzidakis 1987, 235. 

2. See Chatzidakis and Drakopoulou 1997. 235-236. 

Popovska-Korobar 2004, nos. 116-122 and Popovska-

Korobar 2005, 53-72, with earlier bibliography. 

3. For the wall-paintings see notes 1, 2. Three portable 

icons from this same church, the Descent from the 

Cross, the Transfiguration, and the Presentation of the 

Virgin in the Temple are now in the Museum of Art and 

Archaeology in Tirane (Trésors d'art albanais 1993. nos. 

82. 83. 84). 

1. The church of the Virgin at Voskopojë. 

2. Saint Mark the evangelist, wall-paintings in the 

church pf Saint John the Baptist in Kastoria. 
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45· The Baptism of Christ 

35 χ 26.3 χ 2.7 cm. 

Inv. no. IN 7183 

Provenance: Church of the Holy Wisdom at Permet 

Date: 18th century 

The icon follows the established type for the 

Baptism, with Christ standing in the river Jordan, 

in which fish and sea monsters swim; at the 

right can be seen the personification of he river 

Jordan, who 'turned back', rendered according to 

Hellenising models. The Baptist stoops from the 

bank and touches Christ's head. At the bottom 

can be seen the tree and the axe, illustrating 

the gospel passage therefore every tree which 

bringeth not forth good fruit is hewn down 

(Matthew 3,10). On the right bank of the river, the 

angels bow, holding lentia, one of them is look

ing up at the Holy Spirit who descends from 

heaven "in the form of a dove". One of the rays 

of heaven has the inscription: ούτος έστιν ò ήός 

μου ό αγαπητός εν ω ευδόκησα (This is my 

beloved Son, in whom I am well pleased') 

(Matthew 3,17). On the gold background is the 

inscription: Η BAHTHCIC TOY X(PICT)OY ('the 

Baptism of Christ'). 

The composition recalls the art of the painter 

David of Selenitza,1 though it was executed by 

a painter of no great competence in the sec

ond half of the 18th century. 

Unpublished 

1. See cat. no. 44. 
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46. Sanctuary door 

120 χ 37 χ 33 cm (left leaf) 

122 χ 39.5 χ 6.5 (right leaf) 

Inv. no. IN 5671. 5672 

Provenance: Village of Boboshticë, Korcë 
Date: 18th century 

The gold, wood-carved decoration of the sanctu

ary door, with winding tendrils ending in trefoils 

and flowers, with twisted colonnettes amongst 

them at the archways, recalls works by Epirot 

woodcarvers of the 18th century.1 

Part of the decoration of the sanctuary door 

consists of the embossed circles of the haloes, 

commonly found in icons from north-Greek 

workshops. 

In the top zone, the Annunciation and prophets 

are depicted in the arched openings. On the 

unrolled scrolls held by the prophets Solomon 

and David, passages relating to the Virgin and 

the Incarnation are written with no great claims 

to correct spelling: πολλαί θυγατέρες εποίη

σαν δύναμιν, συ δε ύπέρκεισαι ('Many daugh

ters have done virtuously, but thou excel lest 

them all') (Proverbs 31, 29) and άκουσον, θυγα-

τερ και ΐδε και κΑΤνον το ους σου ('Hearken, ο 

daughter, and consider, and incline thine ear) 

(Psalm 45,10). The angel, with a wide, vigorous 

stride, offers a lily to the Virgin, who is depicted 

standing in a posture of acceptance. In the bot

tom zone of the sanctuary door, the Three 

Hierarchs and Saint Spyridon are depicted in 

arched openings. It is worth noting the striking 

similarity between the movement, clothing and 

even the flower of the angel on the present 

sanctuary door with the corresponding fea-



tures of the angel depicted on an earlier sanc

tuary door from the same village2 

The light-coloured modelling, the attempt to ren

der the bodies with a certain volume, and the 

decorative grisaille on the Virgin's throne, are el

ements whose quality points to painted mod

els of the 18th century, such as the works by 

David of Selenitza, the well-known painter from 

this region.3 

Unpublished 

1. See Drandaki 2002. no. 55. There is similar decoration 

on a cross from an epistyle from Arbanassi dating from 

the 18th century, now in the National Gallery in Sofia 

(Gergova 1993. 95, fig. 27). 

2. See cat. no. 22. 

3. See cat. no. 44. 

47. Saint John Vladimir and scenes 

from his life 

π.4 χ 52.7 χ 3 cm. 

Inv. no. IN 5324 

Provenance: Monastery of the Virgin Ardenicë 

Date: 1739 

Painter Konstantinos of Shpatit 

The interest of this icon of Saint John Vladimir 

and scenes from his life resides mainly in follow

ing the iconographie account of the life of a saint 

who is not widely known, and in tracing the cre

ation of the composition in the context of the 

archdiocese of Ohrid in the 18th century. 

The saint, who was king of Dalmatia and son-in-

law of Samuel, tsar of the Bulgars, lived in the 

late 10th-early 11th century (t 1015) and was a 

contemporary of Saints Clement and Naum of 

Ohrid. He was distinguished by his great piety 

and was murdered by his wife's brother on his 

return from a victorious campaign against the 

Byzantine emperor. These details are derived 

from the three known services for him - two 

printed in Venice in 1690 and 1774, and the third 

in Voskopojë in 17411- in which the legends con

nected with his life and miracles are recounted. 

The veneration of Saint Vladimir, who is particu

larly honoured in Orthodox Albania, the general 

area of Ohrid, Bulgaria, and Hungary, was dis

seminated in the context of the renewal of the 

archdiocese of Ohrid under the enlightened 

guidance of the archbishop loasaph. The cul

tured, dynamic prelate led the archdiocese from 

1719 to 1745 and elevated it into an important 

spiritual and artistic force of the time, the most 

important centres of which were Ohrid and 

Voskopojë. Ohrid had a distinguished cultural tra-

1. The monastery of Saint John Vladimir near 

Elbasan. 

2. Engraving of Saint John Vladimir in the 

Stemmatographia. 
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dition since the time of Byzantium and enjoyed 

close relations with Mount Athos; Voskopojë, oc

cupied mainly by Vlach peoples, was a centre 

of trade and a focus of the economic flowering 

of the period2 

The original centre of the veneration of Saint 

Vladimir was the monastery named after him at 

Elbasan, where his relic was kept until 19443 It 

should be noted that Elbasan and Ardenicë, 

from where the present icon comes, belonged 

to the jurisdiction of the archdiocese of Ohrid. 

The evolution of the iconography of the saint 

can be traced in portable icons, wall-paintings 

and engravings, mostly of the 17th and 18th cen

tury4 The engravings were important landmarks 

in the formulation of the iconography and prob

ably served as the model for the present icon. 

The saint is depicted in two engravings by 

Isabella Piccini, which adorned the saint's Ako-

louthia, published in 1690 in Venice5 A repre

sentation of the saint was also included by the 

well-known Serb painter and engraver Christo-

for Zefarovic, in the Stemmatographia, a Serbian 

book printed in Venice in 1741 containing draw

ings by him. The same representation was used 

by him a year later to illustrate the copperplate 

engraving with scenes of the saint's life6 printed 

at the expense of wealthy Mochopolitans, which 

later circulated as an independent engraving7 

A portable icon with the saint mounted on 

horseback and scenes from his life in the 

monastery of Saint Catherine on Sinai has been 

dated about 17008 

In 1711, the icon of Saints Vladimir and Marina9 

was placed on the iconostasis of the church of 

Saint Naum at Ohrid, in a corresponding posi

tion with the one occupied on the same ico

nostasis by Saints Clement and Naum,10 indi

cating the important place held by the saint in 

local veneration. 

In the present icon, from the church of the 

Virgin at Ardenicë, the saint is shown in the 

large central representation, with the inscrip

tion: ΑΓΙΟΟ IQ(ANNHC) Ο ΒΑΑΔΙΜΗΡΟΟ ('Saint 

John Vladimir'), enthroned, wearing royal rai

ment, and holding the martyr's cross and his 

severed head in his hands. Around him, in rec

tangular panels, are painted twelve scenes in

spired by his life and martyrdom.11 They begin at 

the top left, continue to the right and down, and 

end at the left, beneath the first scene. In the 

top zone are depicted HTENNHCIC TOY ΆΠΟΥ 

('the birth of the saint'), his education, in a scene 

with the inscription ΩΔΕ Η MAOHCIC Eie ΤΑ ΑΓΙΑ 

ΓΡΑΜΜΑΤΑ ('here his teaching in the Holy 

Scriptures'), and his coronation, with the inscrip

tion ΩΔΕ ΕΟΤΕΨΑΝ BACIAEA TON ΑΠΟΝ ('here 

they crowned the saint king'). The following two 

scenes are connected with the building of a 

house of prayer by the saint, at a point in the 

forest where, accompanied by three attendants, 

he saw an eagle with a cross on its wings and 

ΩΔΕ CTAMATICAC Ο AETOC ΕΠΕΖΕΥΟΕΝ Ο ΑΓΙΟΟ 

K(AI) ET1POCKYNHCE TON TIMION CTAYPON 

('here the eagle stopped and the saint wor

shipped the Holy Cross'). The next scene de

picts the saint's victory over the Byzantine em

peror Basil II Bulgaroktonos, with the inscription 

ώδε πολεμόντας με τον βασιλέα Βασίλειον 

έδίωξεν ό άγιος από τα σύνορα του ('here 

fighting against king Basil, the saint drove him 

from his borders'), followed by a scene of the 

saint's murder at the hand of his wife's brother, 

which has the inscription ώδε γυρίζοντας εκ 

τοϋ πολέμου τον εκοψεν ό γυναικάδελφος 

του με το ίδιον του ona9i{'here, as he returned 

from war his wife's brother cut him down with 

his own sword1). The three scenes in the bottom 

zone, which are fairly extensively damaged, de

pict the saint's return with his severed head in 

his hand, and his dormition, in the presence of 

prelates, priests, soldiers and the populace, in 

accordance with the synaxarion. These repre

sentations are accompanied by the inscriptions: 

ώδε έπερηπάτησεν απάνω εις το μουλάρι 

βαστώντας με τάς χείρας του την τιμίαν 

κεφαλήν, ώδε το μουλάρι έγονάτισεν τον 

αγιον και ή κοίμηση του άγιου ('here he pro

ceeded on the mule holding his holy head in 

his hands', 'here the mule kneeled for the saint' 

and 'the dormition of the saint'). The next two 

scenes relate to the adventure of his miraculous 

relic, which was stolen by the Franks and re

turned home miraculously, following he river 

Skoumvios in the area of Elbasan, as explained 

by the inscription: ώδε οι φράνγγοι έκλεψαν 

τον αγιον με το σεντούκι έγύρισεν προς τον 

ναον οπίσω πλυμηρήσαντος του ποταμού 

Σκουμβίου (thus the Franks stole the saint with 

the chest and he returned home to the church 

when the river Skoumvios flooded'). The faithful 

then carried the sacred relic in procession to 

the church of the monastery, in the scene with 

the inscription ώδε αραντες το αγιον λείψα-

νον εκ του ποταμού και έθεσαν αυτό ε'ις τον 

ναόν (thus lifting the holy relic from the river 

they placed it in the church'). The final scene, 

With the inscription ΚΑΡΛΑ ΘΕΩΠΙΑΟ ΚΑΙ ΚΤΗΤΩΡ 

THC ΑΓΙΑΟ MONHC ΤΟΥ ΆΓΙΟΥ (Karla Theopias 

and founder of the holy monastery of the saint') 

depicts the "very tall Karla Theopias, nephew 

of the then king of France",12 wearing resplen

dent royal raiment, next to the saint's church at 

Elbasan. According to the synaxarion, Karolos 

Thopias rebuilt the saint's church, which had 

fallen into ruins over time. In fact, the founder's 

inscription of the church, with the date 1382, 

states, in an expression similar to that in the 

synaxarion, that ...ό πανυψιλώτατος πρώτος 

Κάρλας ό θεωπίας ανεψιός δε καί αίματος 

ρύγας της Φραγγίας ... οικοδόμησεν τον 

πάνσεπτον ναον τούτον τού αγίου Ιωάννου 

τού Βλαδίμηρου... ("...His Highness, Karlas the 

First Theopias, nephew and king by descent of 

France ... built this venerable church of saint 

John Vladimir...").13 In the 15th century, Karolos 
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Thopias was ruler of the region between Dürres, 

Kruja and Tirane, and erected many castles and 

churches.14 

In the present icon, the iconographie models for 

some of the scenes, such as the Birth, the 

Dormition and the Education of the saint, are 

associated with corresponding scenes from 

lives of saints, such as the Virgin or Saint 

Nicholas. In the scene of the Birth, for example, 

the iconographie elements are drawn from the 

corresponding scene of the Birth of the Virgin, 

with details that betray good models, such as 

the girl spinning and at the same time rocking 

the infant's cradle, and the girl with the veil tied 

in a knot on her head, a feature found in the 

iconography of the scene from the late 15th and 

early 16th century onwards.15 In the scenes that 

are not directly connected with corresponding 

scenes from the lives of other saints, the com

positions are more free, with naturalistic fea

tures included in the rendering of landscapes 

and animals, and even with depictions of con

temporary dress, such as the garments worn by 

the Franks stealing the saint's relic. 

The central figure of the saint, wearing the royal 

loros, a red cloak and a crown on his head, and 

holding the martyr's cross in one hand and his 

severed head in the other, is closely connected 

with the engraving by Isabella Piccini, from the 

Venice Akolouthia of 1690,16 and also with the 

full-length figure of the saint in the icon by the 

painter Athanasios of Korcë,17 a contemporary 

of the present painter. The presence of the 

western-style throne in the icon from the 

monastery of Ardenicë also links the represen

tation with western engravings. 

The icon of Saint Vladimir has a close typologi

cal and stylistic affinity with the icon of Saint 

Marina and scenes from her life by the same 

painter, from the monastery of Saint Marina in 

the same area of Ardenicë. This icon was trans

ferred to the National Museum of Ohrid in 1962.18 

The present icon does not appear to be directly 

connected with the engraving of Zefarovic men

tioned above, either in the rendering of the cen

tral representation of the enthroned saint, or in 

the individual scenes. The few elements in com

mon are insufficient to trace the two works to a 

common model, or to link the icon of the hi-

erodeacon Konstantinos with the later engraving 

of Zefarovic, despite the fact that D. Davidov, 

who has studied Zefarovic, asserts that the Serb 

painter and engraver drew his inspiration for his 

composition from an earlier model, an icon or 

another engraving of the popular local saint.19 

Beneath the saint's throne in the central repre

sentation, is an inscription in two lines of gold, 

calligraphic lettering on a green ground, unfor

tunately illegible at several points because of 

wear: +ΑΛΒΑΝΙΗΟ TE ΑΝΑΞ ΙΩΑΝΝΗ ΒΛΑΔΙΜΗΡΕ + 

A..HC ΚΑΛΩΝ [20] C Ι Γ ΓΕ ΑΓ Λ . AN. . ΡΑ ΚΑΜΟΙ 

ΤΩ ΘΕΡΑΠΟΝΤΙ+/ ΤΗΣ APAEYOYCHC ΑΝΤΩΝΙΩ TE 

+ ETOC ΑΠΟ X(PICT)OY [ΑΨΛ]Θ [ΔΙΑ XEIPOC] 

ΚΩΝΟΤΑΝΤΙΝΟΥ ΙΕΡΟΔΙΑΚΟΝΟΥ ΕΚ ΟΠΑΘΕΙΑΟ 

In this inscription, an appeal is addressed to 

Saint John Vladimir, called king of Albania, on 

behalf of the 'servant' of the monastery, proba

bly the painter himself, who was hierodeacon, 

and on behalf of one Antonios. There follows 

the date [ΑΨΛ]Θ from the birth of Christ, of 

which all that remains are traces of a A and the 

final letter Θ, and which I restore as 173920 

The learned appellation Ardeousa refers to the 

monastery of the Virgin at Ardenicë. The mo

nastery occurs in literary texts and inscriptions 

with both appellations. It is called the Virgin 'Ap-

δενίτσα, for example, in inscriptions dating from 

the middle of the 18th century,21 and Άρδεύου-

σα in an inscription in 177622 and much later in 

181823 The inscription on this icon ends with the 

signature of the painter Konstantinos hierodea

con of Spatheia24 (Shpatit), an area of central 

Albania, to which Elbasan, one of the places at 

which Vladimir is venerated, belongs. 

If the now barely legible date of the icon is in

deed 1739, this is the first known work by the 

painter. Icons from the iconostasis of the same 

monastery were painted by him in 1744. In the 

icon Of Christ ΔΙΑ ΔΑΠΑΝΗΟ TOY ΡΟΥΦΕΤΙΟΥ 

ΤΩΝ ΧΑΛΚΕΩΝ me MOCXOTiOAEOC ('at the ex

pense of the guild of coppersmiths of Mos-

chopolis') he again signed ΧΕΙΡ KONCTANTINOY 

ΙΕΡΟΔΙΑΚΟΝΟΥ ΕΚ ΟΠΑΘΕΙΑΟ ('the hand of 

Konstantinos hierodeacon of Spatheia')25 In 1748, 

the same painter signed another icon of Christ 

in the monastery of Saints Peter and Paul at 

Vithkuk,26 and in 1754-1755 he worked on the 

icons and wall-paintings in the monastery of 

Saint Marina at Llenge (Mokres).27 His final known 

works -portable icons in the churches of Saint 

Peter at Kavaje and Saint Prokopios at Verdove-

are dated to 176728 Several works by him are 

now in the Museum of Medieval Art at Korcë.29 

Konstantinos was a literate painter, as is clear 

from his script and the texts of his inscriptions, 

who enjoyed authority and recognition in the en

vironment of the archdiocese of Ohrid. Although 

his art does not betray any special talent, and 



the faces in his icons have a certain ugliness, he 

appears to have been competent at composing 

multifigural representations like the one in the 

present icon, in the icon of Saint Marina and 

scenes from her life, and in the icon of the Aka-

thistos Hymn30 The icon of Saint Vladimir and 

scenes from his life is one of the best examples 

of the work of Konstantinos of Spatheia, and re

veals ability creatively to reproduce good models. 

Unpublished 

1. Petit 1926,121-123. 

2. See Grozdanov 1990. Grozdanov 1983. 

3. See Peyfuss 1996,122-124. 

4. For the evolution of the iconography of the saint and 

representations of him in portable icons and wall-paint

ings see Grozdanov 1983, 211-249. See also the recent 

publication Popovska-Korobar 2005. 87-91. with complete 

earlier bibliography. See also cat. no 57 

Note also the statement that the saint was depicted in 

wall-paintings by the 16th-century painter Onouphrios 

(Peyfuss 1996.125. fig. 13). 

5. See Papastratou 1986, 242. figs 1. 2. 

6. Davidov 1999, pi. p. 101. 

7 Papastratou 1986. 241-149. See also Davidov 1999, 21-32. 

8. Ostrogorsky 1970. 159-169 

9. Grozdanov 1990, fig. 74. 

10. Grozdanov 1990. 218-219. 

11. For the saint's synaxarion see Doukakis 1963, 22, May. 

and Melovski 1996,172-174. 

12 Doukakis 1963. 215. 

13. Popa 1998. no. 2. The inscription has been in the 

Historical Museum of Kombetar since the church was 

destroyed.. 

14. Albanien 1988. 463, no 383. See also Polio and Puto, 

80-100. 

15. See Vocotopoulos 1990, 102. 

16. Papastratou 1986, 242, fig. 2. 

17 See cat. no 57 Grozdanov 1983, 213. 

18. Popova 1998, 33-39 

19. Davidov 1999, 44-45. 59. 

20. The restoration is consistent with Th. Popa's reading 

{Popa 1998, no. 114), but not with the earlier date of 

Grozdanov 1983, 215, who dates it to 1731. 

21. Popa 1998, nos. 121, 122. 

22. Of the abbot of Άρδευουσα (Popa 1998, no 138). 

23. Popa 1998. no. 48. 

24. Although, in all the known inscriptions, the painter 
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signs έκ Σπαθείας (see Popa 1998, nos. 32, 34, 37,120, 

135. 349), he is called Spatharaku in the foreign bibliog

raphy (see Trésors d'art albanais 1993. nos. 54-59. 

Caca 2002). 

25. Popa 1998. no. 120. For the other icons see Popovska-

Korobar 2005, 90. 

26. Popa 1998, no. 349. 

27. Popovska-Korobar 2005, 87-91. 

28. Popovska-Korobar 2005, 87-91. 

29. Percorsi del sacro 2002, nos, 29, 30. Trésors d'art al

banais 1993, nos. 54-59. See also Chatzidakis and 

Drakopoulou 1997,136 (Konstantinos 17). 

30. Trésors d'art albanais 1993, no. 57 Popova 1998, 33-39. 

48. All Saints 

117 χ 50 cm. 

Inv. no. 5791 

Provenance: Monastery of Saints Peter and Paul, 

Vithkuq, Korcë 

Date: 1762 

Painter Konstantinos of Korcë (attributed) 

The subject of the All Saints has been excerpt

ed from the composition of the Last Judgement 

and depicts the Deisis, the bands of the right

eous, and Paradise. 

At the top is a depiction of the Holy Trinity with 

Saint John the Baptist and the Virgin in a Deisis 

scene, and the choir of Angels. Outside the disk 

containing the Holy Trinity (with the Ancient of 

Days and Christ seated on clouds amidst cheru

bim, with their feet resting on wheels and the 

Holy Spirit in the form of a dove), the symbols of 

the evangelists are depicted in the four corners. 

Representations of Adam and Eve, the apostles, 

hierarchs, martyrs and saints are crowded to

gether in the next three zones. The final zone 

has a representation of Paradise: with low hills, 

trees and flowers, and the three aged figures of 

Adam and Eve and the good robber. Isaac holds 

a cloth before him, from which emerge the souls 

of the righteous souls can also be seen in the 

bosom of Abraham and Jacob'. 

According to the inscription written in white let

tering on the black background of the bottom 

zone. + AEHCIC ΤΩΝ ΔΟΥΛΩΝ TOY ΘΕΟΥ KA-

ΝΑΤΑΡΙΔΩΝ ΟΠΑΡΑΗΔΕΟ. ΤΖΕΒΡΕΝΜΠΑΟΙΔΩΝ, 

MAPTYPI / KOCTAC NIKOC ΜΠΗΤΡΙ θ ANACI 

NTENTEC mOKAC KOCTAC ETOYC 1762 ΑΥΓΟΥ-

CTOY 27('Prayer of the servants of God, the jug-

makers from Opar, the textile-makers, Martyris 

Kostas Nikos Bitris Thanasis Dedes Giokas 

Kostas, in the year 1762, August 27'), the icon 

was dedicated to the church by members of 

professional groups from the area of Opar in 

Albania. It was a common practice at this peri

od for Christians everywhere to make financial 

contributions and dedicate icons. Dedications 

were made by families, and also by profession

al groups, such as, in this case, the jug-makers 

from the area of Opar1 and the tzevrenbashides 

1. Paradise, detail of a wall-painting in the porch of 

the katholikon of the monastery of Saints Peter 

and Paul at Vithkuk. 

2. The katholikon of the monastery of Saints Peter 

and Paul at Vithkuk. 
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who are not found in the bibliography on guilds,2 

as far as I know, but were probably makers or 

sellers of tzevredes, which were used as head-

covers. In keeping with the practice of the time,3 

the members of the guild are mentioned by name 

in the icon dedicated by them: Martyris, Nikos, 

Bitri, Thanasis, Dedes, Giokas, and Kostas4 They 

are followed by the date 27 August, 1762. 

The inhabitants of Opar and dedicators of the 

icon probably had in mind the decoration of the 

church of the Dormition of the Virgin at Kara-

mbionozi, Opar, which, according to certain evi

dence, was executed by the painters of Korea5 In 

any case, the monastery of Saints Peter and Paul 

at Vithkuk, outside Korcë, from which the present 

icon comes, was Venerable and renowned', and 

received dedications from the faithful of the sur

rounding area, such as the present icon dedicat

ed by the guilds of Opar. The monastery, ac

cording to the relevant manuscript, was built, 

renovated and decorated with wall-paintings 

and portable icons with money from the faithful, 

collected by the abbot Tarasios during his jour

ney to Matzaria (Hungary), and with contributions 

from merchants of Voskopojë resident in Lechia 

(Poland)6 In 1761, έκτίσθη και έσκαλίσθη ò 

τέμπλος όλος με τα έξοδα των μοσχοπολιτών 

δπου πραγματεύονται εις την Λεχίαν των 

όποιων ή ποσότης είναι έξιακόσια γρόσια (the 

entire tern ρ I on was built and carved at the ex

pense of the Moschopolites who trade in Lechia, 

the total of which is six hundred piastres')7 One 

year later, the icon of the All Saints was commis

sioned by the people of Opar. Another two 

icons were probably commissioned from the 

same painter along with the icon of the All 

Saints: the Synaxis of the Archangels, dated 1762, 

and the Virgin enthroned,8 both of which have 

the same dimensions as the icon of the All 

Saints examined here. One year later, in 1763, the 

painters of Korcë undertook to decorate the 

church with wall-paintings9 

The art of the painters of Korcë can be recog

nised at once in the balanced, properly con

structed composition, in the meticulous execu

tion, the lively colours, and the decoration and 

wealth of the garments. The band of saints, in 

particular, is representative of the choices of 

the able painter Konstantinos10 in the selection 

of painting models. It is also indicative of his 

technical powers, as seen in the finely worked 

panoply of Saint George, and also in the rich, 

harmonious treatment of the decoration on the 

royal robes worn by Saints Constantine and 

Helen. All the features of the icon, and the 

choice of a conservative iconographie model, 

suggest that it should be attributed to Konsta

ntinos, the elder brother of the Korcë painters. 

The painter used parts of the same representa

tion in later works, both wall-paintings and 

portable icons, such as the wall-painting of the 

Last Judgement in the final zone of the lite of 

the katholikon of Philotheou Monastery;11 in the 

representation of the Holy Trinity in a disk, in a 

wall-paintings in the exonarthex of the katho

likon of the Xiropotamou Monastery in 1783;12 

and in icon cat. no. 52. Representations of the 

Holy Trinity and of Paradise are common in en

gravings of the period, which were presumably 

used by the painter as models.13 

The icon is an example of the fine art of the 

painters from Korcë, and also of the way in 

which they responded to commissions from the 

faithful. It is also valuable historical testimony 

for the guilds in the region of Opar and their 

members in the second half of the 18th century. 

At the same time, it adds a link to the chain of 

evidence at our disposal for the manner in which 

an important monastery, the monastery of Saints 

Peter and Paul at Vithkuk, which was a shrine of 

pilgrimage for the inhabitants of the area of 

Korcë, was built and decorated, with donations 

and commissions by prosperous guilds of 

Orthodox merchants'. 
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Unpublished 

1. Wall-painting no. 17, church of Saint Nicholas in Opar 

(Ducellier 1965, 202. Popa 1966. 780. See Tsigaras 2003). 

2. For the guilds see Arnaoutoglou 2002, with compre

hensive earlier bibliography. 

3. See Bonovas 1998,197-220. An icon of the All Saints 

dedicated by the guild of the vaenades lists twelve bap

tismal names and the date 1821 (Bonovas 1998. 208-209). 

4. For baptismal names in icons see Yiakoumis 2000. 

5. Popa 1959. 

6. Vapheidis 1900.. 

7. Tsigaras 2003, 43. 

8. See Drishti 2003, nos. 38, 39. 

9. Tsigaras 2003. 

10. For the painter see cat. no. 49. 

11. See Tsigaras 2003, fig 248. 

12. Tsigaras 2003. fig. 245. 

13. The type of both the Holy Trinity and Paradise are to 

be found in engravings. For the Holy Trinity see 

Papastratou 1986. no. 168, and for Paradise, eadem, nos. 

61-66 and pp. 104-108. 

49. The Nativity of Christ 

54 χ 44 cm. 

inv. no. IN 5335 

Provenance: Metropolitan church of the Zoodochos 

Pege, Korcë 

Date: W0 

Painter Konstantinos of Korcë 

Three icons in the exhibition (cat. nos. 49,50, 51) 

come from the Dodekaorton that adorned the 

metropolitan church of the Zoodochos Pege at 

Korcë. The church was dedicated to Saint Cha-

ralambos (who protected the faithful against the 

plague), the Virgin Life-Giving Source, and Saint 

Bessarion. According to the founder's inscrip

tion, now lost,1 the painter Konstantinos of 

Korcë and his colleagues seem to have under

taken the wall-painted decoration of the church 

as well as the Dodekaorton icons. In addition to 

the Nativity, the icons from the Dodekaorton 

presented in the catalogue include the Last 

Supper and Pentecost. All the other icons, paint

ed by Konstantinos, are now in the Museum of 

Medieval Art at Korcë: Sunday of the Paralysed 

Man, dated 1771, the Crucifixion, the Raising of 

Lazarus, the Entry into Jerusalem, the Ascension, 

the Dormition of the Virgin, and the Descent into 

Hell -all with the same dimensions and dated to 

1770.2 The group was completed by the Birth of 

the Virgin, signed ΧΕΙΡ KQNCTANTINOY (the hand 

of Konstantinos'), with the same dimensions and 

also dated to 17703 

Konstantinos was head of a very productive 

family painting workshop, that was active main

ly in parts of Albania, the archdiocese of Ohrid 

and Mount Athos4 from 1736 to the first decades 

of the 19th century. The painter Konstantinos 

collaborated at first with his brother, Atha-

nasios,5 and was then followed in the profes

sion by his son Terpos,6 and the two sons of 

Athanasios, the most learnedNaum (1780,1783)7 

and the priest Efthymios (1792-1819)8 The pro

fession practised by the members of this family 

of excellent most learned and Orthodox painters, 

as they are called in the documents and the 

meticulous, calligraphic Greek inscriptions in 

their work, became their surname and is still 

The church of the Zoodochos Pege, north side. 

The National Museum of Medieval Art of Korcë is 

housed in part of the church. 





born by their descents in Korea9 Between 1736 

and 1783, Konstantinos and his brother Atha-

nasios executed the wall-painted decoration for 

about fifteen monuments, mainly in Korcë, 

Voskopojë, Vithkuk and on Mount Athos. They 

usually signed their work: δια χειρών αύτα-

δέλφων Κωνσταντίνου και 'Αθανασίου εκ πό

λεως Κοριτζας ('by the hand of the brothers 

Konstantinos and Athanasios from the town of 

Korcë'), as in the katholikon of the Philotheou 

Monastery on Mount Athos, in 1765.10 Confirmation 

of the recognition accorded to their art and the 

fame they acquired is provided by the invitation 

to them in 1782 to undertake the wall-painted 

decoration of the katholikon and two chapels 

of the Xiropotamou Monastery on Mount Athos, 

as 'masters of the painter's art', on the basis of 

the iconographie programme of the learned 

Kaisarios Daponte, and for a large fee of 8000 

piastres.11 At the same time, Konstantinos signed 

a fairly large number of portable icons, from 

1737 to 1785, as Κωνσταντίνος αρβανίτης (Kon

stantinos the Albanian'), as in icons of the skete 

of Saint Demetrios in the Vatopedi Monastery in 

1742, and also δια χειρός Κωνσταντίνου άρβα-

νίτου εκ πόλεως Κορυτσάς ('by the hand of 

Konstantinos the Albanian from the town of 

Korcë'), as in 1768 on the temp Ion of the Do-

cheiariou Monastery on Mount Athos.12 In these 

icons, which usually adorned church tempia in

clude both signed and attributed icons,13 can 

be seen the same facial types, worked meticu

lously though with a certain clumsiness in the 

rendering of frontal figures, and the severe, clas

sical buildings in the rendering of the setting. 

The icon of the Nativity is a fine, balanced com

position developed around the cave at the cen

tre, lit by the star. Joseph and Mary kneel and 

venerate the new-born child, while the animals 

keep it warm in the manger. The successive 

episodes of the Nativity are arranged symmetri

cally and played out at different levels. At the 

top left of the icon, angels hover holding open 

scrolls with the inscription: ΔΟΞΑ EN ΥΨΙΟΤΟΙΟ 

ΘΕΩ ΚΑΙ ΕΠΙ ΓΗΟ ΕΙΡΗΝΗ ΕΝ ΑΝΘΡΩΠΟIC 

ΕΥΔΟΚΙΑ ('Glory be to God on high and in earth 

peace and prosperity amongst men'), while at 

the right, an angel stoops to announce the Birth 

of the Lord to a young shepherd. At the centre 

left are depicted the three Magi on horseback, 

wearing royal raiment, and looking at the star 

and talking to each other. At the bottom of the 

icon, the shepherds, one covered with a cape 

and the other with a bag hanging on his shoul

der, the flock of shepherds around the tree, the 

dog and goats, who nibble at a tree, all reveal 

the love of the painters of the time for pictur

esque details as well as details of contempo

rary dress. Saint Stephen (27 December) was 

added, evidently after the completion of the 

Nativity scene, at the left edge of the icon, in the 

place where originally a shepherd played his 

flute, which can be seen next to the seated dog. 

In this icon of 1770, the painter repeats the same 

iconographie type that he used, with slight vari

ations, in the decoration of four monuments on 

Mount Athos: in the Philotheou Monastery in 1752, 

in the kyriakon of the skete of Saint Anna in 1757, 

in the kyriakon of the skete of Xenophontos in 

1766, and in his last work in the Xiropotamou 

Monastery in 1783.14 

The central subject of the representation, the 

kneeling Virgin and Joseph in the cave,15 goes 

back to a western model, which circulated 

through engravings and was widely used in 

Orthodox painting in the Balkans, particularly in 

the 18th, though also the 19th century. It is found 

in a series of engravings, such as one by 

Zefarovic in 1751,16 another dated 1761,17 in one en

graved on Mount Athos in 1817, which reproduces 

the closest iconographie type,18 in an engraving 

from the middle of the 19th century,19 and in 

works dated 186720 and 186821 by Konstantinos 

Kaldis, the engraver from Lesbos, who, as has 

been noted, copied earlier models.22 

The same iconographie type of the Nativity, 

with Joseph and Mary kneeling inside the cave, 

can also be seen in portable icons of the 18th 

and early 19th century in the general area of 

Macedonia23 

The icon, which has the inscription ETOYC 1770 

ΧΕΙΡ ΚΩΝΟΤΑΝΤΙΝΟΥ ('in the year 1770, hand of 

Konstantinos') forms a perfectly constructed, 

charming composition, an example of the fine 

art of the painter Konstantinos of Korcë 



149 

Unpublished 

1. Tsigaras 2003. 50-51. 

2. Trésors dart albanais 1993, nos. 61, 63-68. 

3. Percorsi del sacro 2002. no. 31 

4. For its activity on Mount Athos, in particular, see 

Tsigaras 2003 

5. See cat. no. 59. 

6. See cat. no. 60. 

7. See Chatzidakis and Drakopoulou 1997, 225-226. with 

bibliography. Tsigaras 2003, 304, 306. 

8. See Chatzidakis 1987, 286. Tsigaras 2003, 306. See al

so Caca 2002. 206. Drishti 2003, no. 44. 

9. E.g. Antigoni Panteli Zographou, see Tsigaras 2003, 

305, note 29. 

10. Millet - Pargo ire - Petit 1904, 96-97. For the painters ac

tivity see Chatzidakis 1987,157-158. Chatzidakis and 

Drakopoulou 1997,135-136. Caca 2002. Tsigaras 2003. 

Drakopoulou 2003. Kirchainer 2003-2004. Parcharidou -

Tsigaras - Kommatas 2005. Popovska-Korobar 2005, 73-85. 

11. Polyviou 1999, 107-108. Tsigaras 2003. 45-50. 

12. See Chatzidakis 1987,178-179. 

13. See Mihajlovski 1993. Chatzidakis and Drakopoulou 

1997. 135-136. Gergova 1999. Tsigaras 2003, 56. Trésors 

d'art albanais 1993. nos. 61-68. 

14. See Tsigaras 2003, 90-91. figs. 36. 37. 

15. See an icon of the Nativity dated 1638 in the 

Byzantine Museum in Athens (Acheimastou-Potamianou 

1998. no. 70). 

16. Davidov 1978, fig. 64. 

17. Davidov 1978, fig. 351. 

18 Davidov 2004. 204. 

19. Tomov 1978, fig. 61 (Anastase Karastoyanov. engraver). 

20. Papastratou 1986, no. 18. 

21. Papastratou 1986, 499. 

22. Papastratou 1986, 49. 

23. Popovska-Korobar 2005,152. 
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50. The Last Supper 

55 χ 43 cm. 

Inv. no. IN 5335 

Provenance: Metropolitan church of the Zoodochos 

Pege Korcë 

Date: 1770 

Painter Konstantinos of Korcë (attributed) 

The Last Supper is one of the Dodekaorton 

icons that adorned the metropolitan church of 

the Zoodochos Pege, Korcë. 

The central figure, Christ, who sits tranquilly at 

the middle of the table, surrounded by the 

twelve disciples seated on low benches, ap

pears to be speaking animatedly. 

The large oval table that dominates the compo

sition, laden with vessels, food, fruit and vegeta

bles, is characteristic of the same representa

tion by the painters in the Philotheou and 

Xiropotamou Monasteries, in the church of 

Saints Peter and Paul at Bithkuk, and in the 

skete of the Xenophontos Monastery.1 In the 

background, the portico with three apses and 

the figure of the young servant seen through 

the door reveal the painter's aspiration towards 

earlier, select models. The two large lamps that 

light the room, the decoration of the benches, 

and the large pitcher covered with cloth, allude 

to elements of contemporary daily life. 
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The balanced representation reveals a painter 

experienced in both composition and execu

tion, though a certain unevenness can be de

tected in the modelling of the faces, some of 

which are executed more carefully than others, 

and in the drapers, which is more fully worked 

in some of the figures of apostles and more 

summarily treated in others. 

Although a crack has destroyed the date at the 

bottom of the icon, where the word ETOC ('year') 

can be made out, this icon can be dated accu

rately to 1770 and attributed to the hand of Kon

stantinos, since it is directly associated with his 

style and also because its dimensions connect 

it with the same group of Dodekaorton icons 

as the signed and dated icon of the Nativity2 

Unpublished 

1. See Tsigaras 2003,136-137. 

2. See cat. no. 49. 

1. Founder's inscription with the signature of the 

painters in the cemetery church of Saints Kosmas 

and Damian at Vithkuk. 

2. The Last Supper, wall-painting in the katholikon 

of the monastery of Saints Peter and Paul 

at Vithkuk. 
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51. Pentecost 

54.4 χ 44.3 χ 3.5 cm. 

Inv. no. IN 5331 

Provenance: Metropolitan church of the Zoodochos 

Pege Korcë 
Date-. WO 

Painter-. Konstantinos of Korcë (attributed) 

The descent to the apostles of the Holy Spirit, 

who had announced Christ's Ascension to 

them, took place in Jerusalem, in the house in 

which they had gathered to pray. This icon ot 

Pentecost, which follows the iconography of 

the established type, with the disciples arranged 

in a semicircle, is of interest on account of the 

strong presence of the Virgin amongst the 

apostles, which is not explicitly stated in the 

New Testament. In Post-Byzantine painting, the 

Virgin's presence is probably connected with 

western models, since in western theology she 

symbolises the Church and is therefore includ

ed in the depiction of Pentecost. 

In the sky is a semicircular bright cloud with the 

Holy Spirit, from which tongues of fire descend 

to the heads of the disciples and the Virgin. 

Beneath the synthronon, the personification of 

the Univers is projected in the dark void, per

sonified as an aged king "holding a kerchief be

fore him in both hands, and with twelve rolled 

papers in the kerchief", according to the Painter's 

Manual,'1 symbolising the preaching of the dis

ciples to all nations. 

Precisely the same iconographie type, which 

goes back to Cretan models, is found in wall-

paintings executed by painters from Korcë in 

the skete of Saint Anna in 1757, in the monastery 

of Saints Peter and Paul at Bithkuk in 1764, and 

in the Xenophontos Monastery in 1766.2 

The icon is dated by the inscription ΕΠΙ ETOYC 

1777 ΜΑΙΟΥ 12 ('in the year 1770, May 12'), and 

is attributed to the painter Konstantinos, who 

also painted the other icons in the same Do-

dekaorton3 

Unpublished 

1. Dionysios of Fournas, 113. 

2. Tsigaras 2003,101. fig. 53. 

3. See cat. no. 49. 

Pentecost, wall-painting in the kathoiikon of the 

monastery of Saints Peter and Paul at Vithkuk. 
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52. The Virgin the Unfading Rose with 

scenes and saints 

62x42 
Inv. no. KO 1984 
Provenance: Metropolitan church of the Zoodochos 
Pege, Korcë 
Date: 1773 
Painter Konstantinos of Korcë (?) 

The composition of the icon, with a central sub

ject surrounded by twelve representations dis

tributed in five zones, recalls engravings that 

circulated widely in the 18th and 19th century.1 

In the centre, the Virgin, enthroned and holding 

the infant Christ, wears royal robes and a crown 

and holds a sceptre. In her right hand she has 

stylised roses and with her left she restrains the 

infant Christ, who is also dressed in royal rai

ment, wears a crown, and holds a sceptre and 

a globe of the world. The representation of the 

Virgin and Christ, crowned and wearing royal 

garments, and the heavy wooden baroque 

throne, are often found in engravings2 

In the top zone, which is divided into three pan

els, are depictions of the Holy Trinity, in the fa

miliar iconographie type derived from engrav

ings, which is often repeated in the work of 

painters from Korcë,3 Saints John the Baptist, 

Nicholas and Spyridon, and the three Hierarchs. 

In the following zone is the Synaxis of the 

Apostles and the Archangels in the familiar 

iconographie types, while the two narrower 

zones at the sides contain (left side) busts of 

Saint Marina, Theodosios the Koinobiarches, 

teacher of the monastic republic, the Saints 

Kosmas and Damianos, between whom is the 

figure of a 'young, black-bearded' saint holding 

a martyr's cross. He is probably Saint Thalle-

laios, a healing saint frequently chosen for the 

icons and iconographie programmes of the 

painters from Korcë4 At the right side Saints 

Catherine and Barbara are depicted wearing 

royal robes, and Saint Stylianos holding a 

young child because, as his open scroll pro

claims: ΠΕΔΟΝ ΦΙΛΑΞ ΠΕΦΗΚΕΝ X(PICTO)Y TO 

<5opo\/('he became the protector of children, a 

gift from Christ'). He is followed by Saint Mo-

destos, wearing bishop's vestments, who, as 

patron saint of stock-raisers, was very popular 

with the people of the area, and his prayer was 

read "at every fatal animal disease". In the bot

tom zone of the icon are full-length depictions 

of Saints Demetrios and Charalambis, treading 

on the plague, a dark demonic figure holding a 

chain and sickle.5 In the centre of the bottom 

zone is an interesting representation accompa

nied by the inscription: οι ΆΓΙΟΙ ΕΠΤΑΡΙΘΜΗ 

('the Seven Saints'). These are the two brothers 

from Thessaloniki, Cyril and Methodius, who 

enlightened the Slavs and their five disciples. 

Cyril, Methodius and Clement are shown as 

prelates wearing richly decorated vestments. 

Cyril and Methodius's pupil, Saint Naum, 

founder of the monastery named after him at 

Ohrid, a model of which he holds, is depicted 

wearing monk's garb, as, too, are Saints Gorazd, 

Angelarios and Savvas. The earliest depiction 

of these saints has been located in the narthex 

of the Monastery of the Virgin at Slimica in the 

Prespa area, and dates from 16126 The icono

graphie type, with Saint Methodius in the centre 

holding a model of a church, as in the wall-

painting of 1735 in the church of Saint Nicholas 

at the village of Draca in Kragujevac, was for

mulated in the early 18th century in spiritual cir

cles of Ohrid7 The painters of Korcë also de

picted the seven saints in a wall-painting in the 

Ardenicë Monastery, and Terpos. son of the 

senior painter, Konstantinos, repeated the repre

sentation in a wall-painting in the monastery of 

Hosios Naum at Ohrid in 18008 The final scene 

in the icon depicts Saint Alypios -an idiorrhyth-

mic hermit 'who lived on a column for fifty-

three years'- Saint Demetrios and Saint Diony-

sios of Olympos, a miracle-worker and founder 

of the Monastery of the Holy Trinity on Mount 

Olympos, who was very popular throughout 

Macedonia. 

On the legs of the Virgin's throne is painted an 

inscription with white lettering: AEHCIC TOY 

ΔΟΥΛΟΥ TOY θ(ΕΟ)Υ ΑΝΑΓΝΟΟΤΗΟ XPICTOC 

('prayer of the servant of God Anagnostis 
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Christos') and the date 1773 ΝΟΕΜΒΡΙΟΥ 77(1773 

November 17'). 

In 1770-71, the painter Konstantinos, to whom is 

attributed the icon, carried out a commission for 

the twelve scenes of the Dodekaorton for the 

church of the Zoodochos Pege in Korcè.9 The 

features of Konstantinos's style can be recog

nised in this icon in the facial characteristics and 

the decoration of the clothing. Nevertheless, some 

slight differences that reveal a certain rough

ness or haste in the workmanship suggest that 

an assistant in the workshop of the Korcë 

painters had a hand in the execution of the icon. 

Unpublished 

1. See the examples in Papastratou 1986, nos. 105, 119-121, 

492, 499, 505, 

2. See Papastratou 1986,131-142. 

3. See cat. no. 48. 

4. See cat. no. 57. 

5. For depictions of the plague see cat. no. 61. 

6. See Grozdanov 1983,113-116. 

7. See Grozdanov 1983,118. 

8. See Grozdanov 1983,121. 

9. See cat. no. 49. 

The Seven Saints, wall-painting in the katholikon 

of the Monastery of the Virgin, Ardenicë . 
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53· First Ecumenical Council and 

The battle of the Mulvian Bridge 

(Ίη this conquer') 

182.5 χ 73.5 χ 3.5 cm. 

Inv. no. 2623 

Provenance: Metropolitan church of the Zoodochos 

Pege. Korcë 

Date: 1765 

Painter. Athanasios of Korcë (attributed) 

In the year 1765, the guild of the town of Korcë, 

known as the roufeti of Saint Constantine, com

missioned an icon of large dimensions for the 

town church. The icon remained in the same 

church until its transfer to the Museum of Korcë. 

The commission was placed by the profession

al guild with a recognised painter in order to ho

nour Saint Constantine, the patron saint of the 

guild.1 It therefore combines two episodes from 

the life of the emperor who laid the foundations 

of Christianity: the First Ecumenical Council and 

the Vision of the Cross at the Mulvian Bridge. 

In addition to its value as historical evidence, 

the icon is at the same time an excellent ex

ample of the way in which the famous painters 

of Korcë worked, both for the charming im

pression it makes on the very first viewing, in a 

baroque atmosphere, and for the combination 

of two different painting trends -one faithful to 

the Byzantine tradition in the upper zone, and 

a westernising trend in the lower zone. 

The upper zone, which bears the inscription H 

ΑΠΑ ΠΡΏΤΗ CYNOÄOC (The holy first council') 

has a rather summary depiction of the First 

Ecumenical Council, which took place in Nikaia, 

Bithynia, in AD 325, in the presence of 318 

church fathers, and at which the first seven arti

cles of the Creed were formulated. The Council 

was held during the reign of the emperor 

Constantine, with the aim of dealing with the 

heresy of Arius. At the centre of the representa

tion is the dominating figure of Constantine the 
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Great, enthroned and on a pedestal, wearing a 

crown and holding the royal sceptre, attended by 

four soldiers. To right and left of the emperor sit 

the church fathers. In the foreground is depicted 

the episode of Saint Nikolaos and Anus. The 

saint hold's Arius by the shoulder and prepares 

to strike him. At the right, Saint Spyridon, standing, 

holds the tile, from which fire and water issue, el

ements which, along with earth, demonstrated to 

Arius the tripartite nature of God. 

In the lower zone of the icon, which bears the 

inscription KONCTANTINE EN ΤΟΥΤΩ ΝΙΚΑ (ΌθΠ-

stantine in this conquer'), the Roman emperor, 

mounted on horseback and wearing a luxurious 

military uniform, raises his gaze to the heavens 

and sees the bright cross of victory. He is fol

lowed by military saints and preceded by a 

band of foot-soldiers carrying a standard. The 

subject, which is rare in Byzantine iconography,2 

depicts the moment at which Constantine. on 

his way to fight Maxentius at the Mulvian Bridge 

over the Tiber, saw a vision of the cross and 

went on to be victorious and lay the foundations 

of Christianity. 

The same representation in the lite of the katho-

likon of the Xiropotamou Monastery, dating 

from 17833 and executed by the painters Kon-

stantinos and Athanasios. is a characteristic ex

ample of the way the two brothers worked: us

ing the same pricked cartoons, they rendered 

the representations in accordance with their 

own artistic ability and preferences. In the wall-

painting in the Xiropotamou Monastery, the 

same iconographie model is clearly used for 

the arrangement of the figures -the similarity of 

the cross is characteristic- but it is executed in 

a completely different style. The conservative 

choices in the Xiropotamou wall-painting are 

owed to the older brother, Konstantinos, while 

the naturalistic style, clearly influenced by 

western models, of the representation of Con-

stantine's vision in the present icon, is associât-



ed with the bolder hand of his younger brother 

Athanasios. 

In carrying out the commission from the guild of 

Saint Constantine, the gifted painter moved be

tween two different painting manners in the 

same icon. In the scene of the Ecumenical 

Council, the figures are static and conform com

pletely to the Byzantine iconographie tradition. 

The heavy throne and garments embroidered 

with floral motifs fall within the baroque style, 

while the influence of engravings is evident in the 

stance of Saint Constantine and the pedestal on 

which he stands4 

Impressive features of the representation in the 

lower zone are the movement and lively stride 

of the soldiers, with their cloaks billowing out, 

the strong colours and detailed workmanship 

of their panoplies, hats, and the lacy material 

of their sleeves. These elements, together with 

the naturalistic landscape, are associated with 

western models, mainly drawn from engravings, 

which were widely used by the present painter. 

The work is directly connected with icons by 

Athanasios in the church of the Annunciation at 

Tirane,5 with regard to the stylistic choices, the 

facial features, the modelling, the colour scales, 

and even the lettering of the inscriptions. Eleven 

years later, in 1776, the same painter executed 

the icon of All Saints6 for the same metropoli

tan church of Korcë, and in the meantime, in 

1770, his brother Konstantinos painted the icons 

of the Dodekaorton7 

At the bottom of the representation of the 

Ecumenical Council is the inscription AEHCIC 

ΤΩΝ ΔΟΥΛΩΝ TOY ΘΕΟΥ TOY ΡΟΥΦΕΤΙΟΥ TOY 

ΆΓΙΟΥ ΚΩΝΟΤΑΝΤΙΝΟΥ ('supplication of the ser

vant of God of the guild of Saint Constantine') 

and the year 1765 -historical testimony to the 

presence in Korcë of the guild of Saint Con

stantine, which, in keeping with the practice of 

the period, dedicated the icon of its patron saint 

in the metropolitan church of the town. 

Unpublished 

1. In the town of Serres an icon of Saints Constantine and 

Helen dating from 1864 is dedicated by the guild of the 

deprelides mastoroi (masons). See Bonovas 1998. 204. 

2. Vasilaki 1987. 

3. See Tsigaras 2003, 271, fig. 291. 

4. The stance, and especially the pedestal, recall engrav

ings depicting the Judgement of Christ (see Papastratou 

1986, 60ff) 

5. See cat. nos. 54-58. For the painter see cat. no. 59. 

6. Cat. no. 59. 

7. See cat. nos. 49-51. 

54. The Annunciation 

40.7 χ 29.6 χ 3 cm. 

Inv. no. IN 3786 

Provenance: Church of the Annunciation to 

the Virgin, Tirane 

Date: About 1760-1780 

Painter: Athanasios of Korcë (attributed) 

The exhibition includes five icons from the 

church of the Annunciation in Tirane, all of 

which have the same dimensions and are dis

tinguished by their westernising style, charming 

colours, baroque atmosphere and meticulous 

execution. On the back, they all have inscrip

tions stating their subject, correctly spelled and 

written in the same fine lettering that accom

panies the representations. I attribute all five 

to Athanasios, the younger brother of the 

painters from Korcë and assign them to the 

twenty years of his artistic activity between 

1760 and 1780.1 

The icon of the Annunciation is a typical ex

ample of the painter's weakness for western 

models and for the heavy decorative style of 

baroque. The Virgin sits on a carved baroque 

throne. On the table next to her, with its richly 

embroidered cover, is an open bible in which 

can be seen the inscription: Ιδού ή δούλη 

κυρίου γένοιτο μοι κατά το ρήμα σου ('behold 

they servant, Lord, let it be done to me ac

cording to thy word'). The angel, his bright 

garments billowing behind, stands on a 

cloud and descends from the left with a pro

nounced, almost choreographic movement, 

holding a lily in one hand and pointing with 

the other to a white dove. The lavish bed cur

tain, beneath a ciborium,2 the luxurious, heavy 

fabrics and the lacy materials all reveal the 

painter's fondness for rich decoration. 

On the balcony of the tallest of the buildings 

in the background stand the prophets David 

and Solomon, who frequently accompany 

representations of the Annunciation. On David's 
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scroll can be read: άκουσον θύγατερ και ιδε και 

κλϊνον TO ούς σου ('Hearken, Ο daughter, and 

consider, and incline thine ear'),3 and on that of 

Solomon: πολλοί θυγατέρες εποίησαν δύναμίν 

('Many daughters have done virtuously')4 

The iconographie type of the main representa

tion of the icon, with the mannerist trends in its 

movement, comes from engravings and may 

be traced, for example, in an engraving of 1752, 

drawn by Christofor Zefarovic.5 The same rep

resentation is also to be found in later engrav

ings, such as one executed in Venice in 1817 by 

the Italian engraver Ignazio Colombo6 or one 

engraved in 1842 on Mount Athos,7 which pre

sumably reproduce earlier models. This par

ticular iconographie type of the angel, with 

his distinctly mannerist movement, seems al

so to have been preferred by Post-Byzantine 

painters, since it is also found in the pricked 

cartoons of painters from Chionades in Epiros 

in the middle of the 19th century8 

Unpublished 

1. For the painter see cat. no. 59. 

2. Similar ciboria covering the bed were reproduced in 

many western engravings and were transferred to icons 

of various periods. See, for example, icons of the 17th 

century (Rigopoulos 1979, pi. 33. fig.36 and fig. 174). an 

engraving of 1799 (Davidov 1978, no. 411) and one of 1817 

(Papastratou 1986, no. 139) 

3. και έπιλάθου του λαού σου ('forget also thine own 

people') (Psalm 45,10). 

4. Many daughters have done virtuously, but thou ex

cellest them all (Proverbs 31, 29). 

5. Davidov 1978. fig. 74. 

6. Papastratou 1986, no. 144. 

7. Davidov 2004, 177 

8. Εκ Χιονάδων σπουδές και ανθίβολα 2004. no. 8. 

55· Circumcision of Christ 

40.6 x31x3 cm. 

Inv. no. IN 3788 

Provenance: Church of the Annunciation to 

the Virgin, Tirane 

Date: About 1760-1780 

Painter: Athanasios of Korcë (attributed) 

The Circumcision of Christ is not depicted very 

often in Byzantine and Post-Byzantine paint

ing, and is not included amongst the Twelve 

Great Feasts. According to the Gospel of Saint 

Luke (2,21), Joseph and Mary took Jesus to the 

temple when he was eight months old to have 

him circumcised and named. In the Orthodox 

Church, the Circumcision is celebrated on 1 

January together with the memory of Basil the 

Great, which accounts for the depiction in the 

present icon of Saint Basil, who often accom

panies the Circumcision in both earlier1 and 

later works2 

In the icon from the church of the Annunciation 

at Tirane, the painter followed a westernising 

model presumably derived from an engraving, 

as in the other works in the same church.3 The 

representation is dominated by the ciborium 

with its rich curtain and decoration, and also by 

the round altar with its gold-embroidered cov

er, on which Christ lies, enveloped in a lacy 

fabric. The luxurious garments worn by the 

priests contrast with the plain appearance of 

Joseph and Mary, who are standing nearby. 

The predominant colour in the representation 

is red, contrasting with the gold-yellow used 

for the background, clothes and haloes. 

Equally impressive are the meticulous work

manship in the luxurious garments and di

aphanous fabrics, and the naturalistic render

ing of objects such as the scissors in the 

hands of the priest4 

The iconography of the same representation 

executed by the same painters from Korcë in 

the kyriakon of the skete of Saint Anna and 
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in the chapel of the Archangels in the Xiro-

potamou Monastery5 is completely different 

from the present icon and follows Byzantine 

models. In the present icon, which I attribute, 

along with the others in the same ensemble,6 

to the youngest of the Korcë painters, Atha-

nasios, the painter again reveals his prefer

ence for westernising models and his ability 

to reproduce them with considerable origi

nality and craftsmanship. 

Unpublished 

1. The representation of Saint Basil along with the 

Circumcision is also found in other icons, such as the 

icon by Emmanuel Tzanes in the Hellenic Institute in 

Venice, where the Circumcision takes the form of a 

miniature representation on the saint's epigonation 

(Drandakis 1962, 63-69. Chatzidakis 1962, no. 111). Also in 

an icon also in the Hellenic Institute in Venice attributed 

by M. Chatzidakis to Emmanuel Tzanfournaris 

(Chatzidakis 1962, nos. 65, 97-97. pi. 48). 

2. Karakatsani 1980. no. 198. 

3. See cat. nos. 54, 56-58. 

4. The priest also holds a pair of scissors instead of the 

more usual knife in a later icon in the Tsakyroglou 

Collection (see note 2). 

5. See Tsigaras 2003.103, fig. 56. A summary version of 

the Circumcision with the main figures is to be found in 

an engraving of 1761 (Davidov 1978, fig. 352). 

6. For the painter see cat. no. 59. 

56. The Descent into Hell 

41.5 χ 31 χ 3.5 cm. 

Inv. no. IN 3755 

Provenance: Church of the Annunciation to 

the Virgin, Tirane 

Date·. About 1760-1780 

Painter Athanasios of Korcë (attributed) 

This icon belongs to the ensemble of paint

ings from the church of the Annunciation in 

Tirane. In it is depicted Christ's triumphal de

scent into Hell to save the human race from 

the Original sin'. 

Christ, the central figure in the composition, is 

shown in pronounced movement, his red 

cloak billowing behind, pulling Adam from 

the tomb with one hand. In his raised left 

hand he holds a spear, with the point of 

which he destroys the shackles of death, 

breaking the chains at the bottom of the 

icon. From the cross of victory at its top bil

lows a red banner. Behind Christ's glory, four 

angels wearing white chitons and gold-red 

cloaks hold torches, while John the Baptist 

makes supplication at his side. Around the 

Saviour are Eve, in supplication, prophets, 

kings and groups of the just. Beneath the 

broken gates of Hell, is Satan, fire emerging 

from his horned head, and his arms bound 

with chains to the two sarcophagi. 

The Descent into Hell is depicted in this icon 

in a different manner from other, similar rep

resentations executed by the Korcë painters 

in wall paintings.1 The facial characteristics, 

choice of colour, and above all the clear der

ivation from western models -presumably de

rived from engravings2- suggest that the icon 

should be attributed to the painter Athana

sios of Korcë3 

Unpublished 

1. See Tsigaras 2003,150-151. 

2. Similar stance of Christ in an engraving of 1751 by 

Christofor Zefarovic in Vienna (Papastratou 1986 no. 45), 

and also in a small scene in an engraving of 1870 

(Papastratou nos. 570. 571). 

3. For the painter see cat. no. 59. 
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57- Saints John Vladimir and Thallelaios 

40.8 χ 30 cm. 

Inv. no. IN 3803 

Provenance: Church of the Annunciation to 

the Virgin, Tirane 

Date: About 1760-1780 

Painter: Athanasios of Korcë (attributed) 

The ensemble from the church of the An

nunciation in Tirane includes a quite badly 

damaged icon of Saints Vladimir and Thalle

laios. The two saints are depicted full-length, 

standing on a pedestal amongst low trees, 

rendered naturalistically in the blue colour of 

the background, in an attempt to render per

spective. 

Saint Vladimir was widely venerated in Or

thodox Albania, in the general area of Ohrid, 

in Bulgaria, Hungary and also on Sinai. The 

monastery named after him in Elbasan also 

housed his relic, but it was destroyed on 14 

March 1944.1 The saint was descended from 

a royal family of Dalmatia, lived in the late 

10th-early 11th century, was distinguished by 

his great piety, and was murdered by his 

wife's brother as he returned from a victori

ous campaign against the Byzantine emper

or2 He is depicted here wearing royal raiment 

and a crown, and holding his severed head. 

The painter faithfully follows the iconograph

ie type, which circulated widely in engravings 

by Christofor Zefarovic in the Stemmatogra-

phia, a Serbian book printed in Venice in 17413 

and in an engraving of 1742, also from a 

drawing by Zefarovic, which also contained 

scenes from the saint's life4 

The young martyr Thallelaios, a doctor by 

profession, came from Lebanon and lived in 

the 3rd century AD. His dress and stance, and 

especially the highly mobile, soft drapery of 

his red himation, and the doctor's vase in his 

hand, allude to western models, presumably 

derived from engravings, which were often 

followed by the painter Athanasios5 

The two saints were popular in the area of 

Albania and Macedonia and were frequently 

included in the iconographie programmes of 

painters from Korcë. In the Philotheou Mo

nastery on Mount Athos,6 the saints are de

picted together, but their stance and dress re

main more faithful to Byzantine models7 

Unpublished 

1. See Tsigaras 2003, 207. 

2. See cat. no. 47. 

3. Grozdanov 1983, fig. 87. 

4. Davidov 1978, nos. 32, 259ff. See also Papastratou 

1986, 241.. 

5. For the painter see cat. no. 59. 

6. Tsigaras 2003, fig. 182. 

7. The depiction of Saint Vladimir in the Philotheou 

Monastery probably follows an engraving by Isabella 

Piccini from the Akolouthia of the saint, printed in Venice 

in 1690 (Papastratou 1986, 242. fig. 2). 

Saint John Vladimir, wall-painting in the Philotheou 

Monastery. 
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58. Saints Savvas, John Damaskinos 

and Barbara 

41 χ 31.3 χ 2.6 cm. 

Inv. no. IN 3815 

Provenance: Church of the Annunciation to 

the Virgin, Tirane 

Date: About 1760-1780 

Painter Athanasios of Korcë (attributed) 

According to the Orthodox church calendar, 

the memory of the saints in the icon, Savvas, 

John Damaskinos and Barbara, is honoured 

on 4 and 5 December. They are depicted full-

length and frontally in a manner recalling paint

ings of a severe tradition. 

Saint Savvas the Sanctified (439-532), whose 

feast day is 5 December, was a hermit from 

Kappadokia who was very active in Palestine, 

where he founded the monastery named af

ter him. He is depicted as an old man wear

ing monk's garb and holding a rosary and a 

scroll with the inscription: όστις σώμα ένίκη-

σεν ούτος φύσιν ένίκησεν, ό δε φύσιν νικήσας 

πάντως ύπερ φύσιν εγένετο ('whoever has 

conquered the body has conquered nature, 

and he who has conquered nature has risen 

above nature'), from John Climacus.1 

Saint John Damaskinos, who celebrates the 

same feast day as Saint Barbara on 4 De

cember, was a great theologian of the 8th 

century, born in Damascus of an eminent 

Greek-Syrian family. One of the finest poets 

of the Eastern Church, he introduced the po

etic genre of the canon, thereby making a 

decisive construction to the formation of By

zantine music. In Byzantine and Post-Byzan

tine art he is depicted wearing a monk's garb 

and a turban on his head. Here he holds an 

open book with a finely written and correctly 

spelled inscription, quoting an extract from 

the Parakletike2 Μιαν τρισυπόστατον αρχήν, 

τα σεραφίμ άσιγήτως δοξάζουσι, αναρχον 

αιδιον ποιητικήν ώς αΐτίαν, άκατάληπτον, ην και 

πασά γλώσσα, πιστώς γεραίρει τοις ασμασιν 

(the seraphim, incessantly glorify a triune pow

er, an eternal, without beginning creator cause, 

incomprehensive, whom every tongue praised 

faithfully with songs'). 

Saint Barbara the great martyr, who lived at 

the time of Maximianus (286-305) was the 

daughter of a pagan and met a martyr's death 

at the hand of her own father because she 

embraced Christianity. In the present icon she 

is depicted wearing a crown, with a red chi

ton sparsely decorated at the hem, a garment 

with an embroidered floral motif and decora

tion at the sides and neck, and a richly deco

rated cloak, holding the cross of her martyr

dom and a palm branch -a manner that 

goes back to engravings of the period and 

recalls similar representations of Saint Catherine 

and Saint Kyriake3 

The date 1829 at the bottom of the icon is a 

later addition, since both the iconographie 

models and the execution of the icon, partic

ularly the facial characteristics, the modelling 

of the face, and the decorative elements as

sign it to the works produced by Athanasios, 

the painter from Korcë, who was active be

tween 1760 and 1780, on the evidence of his 

signed, dated paintings4 

Unpublished 

1. The same passage from John Climacus is found on 

the saint's scroll in an engraving of 1847 (Papastratou 

1986, 524, no. 558). 

2. Παρακλητική, 9. 

3. See Papastratou 1986, no. 371, an engraving of 1837, 

241, fig. 2 and no. 404. See also a later engraving (1859) 

in which Saint Kyriake is depicted in the iconographie 

type of Saint Barbara (Papastratou 1986. no. 276). 

4. For the painter see cat. no. 59. 
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59· All Saints 

37 χ 31.5 χ 2 cm. 

Inv. no. IN 829 

Provenance: Metropolitan church of Zoodochos Pege, 

Korcë 

Date: 1776 

Painter Athanasios of Korcë 

The meaning of the representation of All 

Saints lies in the mediation of the saints for 

the salvation of the living and the dead at the 

Last Judgement. The inscription on the scrolls 

of the angels in this icon is to be interpreted 

in this sense, as the expectation of salvation 

by the faithful: ΧΑΊΡΕΤΕ ΚΑΙ ΑΓΑΑΛΙΑΟΘΕ οτι 

Ο MICQOC ΥΜΩΝ flOAYC ΕΝ TOIC OYPANOIC 

('Rejoice and be exceeding glad: for great is 

your reward in heaven').1 This passage, con

nected with the rewarding of Christians in the 

kingdom of heaven, follows references to the 

blessed, they that mourn, the meek, the merci

ful, they which do hunger, in Christ's Sermon 

on the Mount. 

This is the only icon in the catalogue signed by 

the painter Athanasios of Korcë, dated 1776. 

Athanasios of Korcë worked with his brother 

Konstantinos on a series of monuments, main

ly in Korcë, Voskopojë, Vithkuk and Mount 

Athos, from 1736 to 1783,2 executing the wall-

painted decoration for about fifteen monu

ments. Together with his son, the painter Naum,3 

he painted the now destroyed church of the 

Virgin at Kleinovo in 1780. Three years later, 

when these three painters were working on the 

wall-paintings of the Xiropotamou Monastery, 

references in the physician's account, pre

served in the Monastery archives, suggest that 

Athanasios fell serious ill, and may have died 

in this year4 

The composition, with the band of All Saints, 

stands out at once for its similarity to western 

models, and is characteristic of the painter's 

practice of reproducing engravings, the sub

ject of which he develops in a completely 

different manner from his brother and collab

orator Konstantinos on an icon with the same 

subject5 

At the centre of the composition is a represen

tation found exclusively in western iconogra

phy. The Virgin, seated, holds the infant Christ 

standing in her arms, dressed in white, while the 

young Saint John the Baptist stands next to 

her and embraces Christ. This is a very popu

lar subject in western art, common amongst 

the painters of the Italian Renaissance and 

Mannerism,6 and was widely reproduced in 

engravings,7 which were presumably the 

source of inspiration for the present painter. 

The Ancient of Days blesses from the clouds, 

where putti hover, and the Holy Spirit, in the 

form of a dove, descends to the Mother of 

God, who is flanked by evangelists, apostles 

and saints. In the lower zone is the choir of 

Christian hierarchs and saints, a special posi

tion amongst whom is occupied by Saints 

Constantine and Helen, wearing royal robes. 

In the centre next to Saint Constantine is de

picted an old man with a full beard, a supreme 

figure of the ecclesiastical hierarchy wearing 

a mitre and enkoipion and holding a pastoral 

staff. He is probably Saint Athanasios, patri

arch of Alexandria, who attended the First 

Ecumenical Council and was the only one to 

celebrate wearing the mitre. 

At the bottom of the icon is a scene of Paradise, 

with the good robber and Adam and Eve re

clining in an idyllic, naturalistically rendered 

landscape. 

The icon is dominated by the dark green 

colour in the flesh of the faces and the dark 

background, against which the vivid reds and 

pinks of the luxurious garments and the gold 

on the haloes stand out even more vividly. As 

in his other works, the painter follows western 





models for the composition and execution, 

and attempts to render light movement and 

soft drapery in some of the figures, such as 

those of Saints Constantine and Helen, who 

contrast with the static figures of the hierar-

chs. In the modelling of the faces, however, 

and particularly in their ethos, he remains true 

to the Orthodox painting of the period. His ef

forts to give the figures physical beauty and a 

certain sweetness are limited and not particu

larly successful. 

At the right edge, the painter signs his name 

Χειρ ΑΘΑΝΑΣΙΟΥ 1776 (the hand of Athana-

sios in 1776'). The work betrays his familiari

ty with western painting, by way of engrav

ings, and also the acceptance, if not the de

sire of the Orthodox faithful of the region, for 

western artistic manners. 

BIBLIOGRAPHY 

Trésors d'art albanais 1993, no. 62. 

1. Matthew 5,12. 

2. See Chatzidakis 1987,157-158 and cat. no. 49, note 10. 

3. See cat. no. 49, note 7. 

4. Tsigaras 2003. 301, 303. 

5. See cat. no. 48. For the subject of All Saints see 

Velmans 1983. 

6. The same subject is found, for examples, in paintings 

by Raphael. Pintoricchio and Michelangelo (see Raphael 

2004 figs. 24, 26. 27. and figs. pp. 79, 253, 257. 
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which the infant Christ stoops from the Virgin's arms to 
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6o. Virgin enthroned and Child 

77 χ 47 χ 3.5 cm. 

Inv. no. 6521 

Provenance: Church of the Theotokos, village 

of Ben je, Permet 

Date: 1787 

Painter Terpos 

This icon of the Virgin enthroned is signed by 

Terpos, son of Konstantinos and apprentice in 

the 18th-century workshop of Korcë painters.1 

During the many years of his artistic activity 

(1782-1819),2 he executed the wall-paintings 

of churches in Berat, Voskopojë, Permet and 

Ohrid, where he signed: δια χειρός έμοϋ 

Τέρπου ζωγράφου υϊοϋ Κωνσταντίνου ζω

γράφου εκ Κορυτσάς ('by my hand, Terpos 

the painter, son of Konstantinos the painter 

from Korcë') in the church of Saint Naum3 

Terpos, equipped with his apprenticeship in the 

family workshop and the pricked cartoons of 

his painter father, and despite his only moder

ate artistic achievements, painted an icon of the 

Virgin distinguished by the rich decoration on 

the throne and garments. The head is small for 

the body, however, betraying a certain clumsi

ness on the part of the painter. The Virgin's 

stance, which culminates in her protectively 

holding Christ's left shoulder, is to be found in 

engravings of the period4 

The faces in the icon are softly modelled in 

light colours, with red on the cheeks, while 

the strong eyelashes stand out. The artist's 

concern for decoration, and the quality of his 

models, are betrayed by various elements: 

the Virgin's gold-embroidered red maphorion 

with its pinkish-red Inner lining and gold star 

on the head and shoulder; her dark-green 

dress, finely adorned with flowers and gold 

embroidery on the sleeve, and the gold net 

restraining her hair; and also by Christ's blue 

tunic and the greenish-blue globe of the 

world in his left hand, encircled by a gold 

band with the signs of the zodiac and the 

symbols of heaven; and the halos, with em

bossed decoration, which form flowers. The 

representation is completed by the baroque 

wooden throne, richly decorated with stylised 

leaves and flowers, and winged angel's heads 

on its legs. 

At the bottom of the icon is the painter's sig

nature in white lettering: ΔΙΑ XEIPOC ΤΕΡΠΟΥ 

ΑΠΟ KOP[Y]TZA ('From the hand of Terpos of 

Korcë') and the worn date 1787 MAP(TIOY) 20 

(1787, March 20'). 

In addition to the associations with engrav

ings mentioned above, the articulation of the 

composition, the Virgin's stance, and the 

throne directly recall an icon from the same 

workshop,5 of which the present painter pre

sumably had a pricked cartoon. 

BIBLIOGRAPHY 

Drishti 2003. no. 43. 

Trésors d'art albanais 1993, no. 77 (the text refers to a 

different icon). 

1. See cat. no. 49. 

2. Chatzidakis and Drakopoulou 1997, 407. Caca 2002. 

206-207. Tsigaras 2003, 305-306. Popovska-Korobar 

2005, 93-99. 

3. Subotic 1985, 99-109. 

4. Papastratou 1986, nos. 430-433. 

5. See cat. no. 52.. 





6 i . Icon with two zones, with the Virgin 

enthroned and Child, angels and saints 

57 χ 42.5 χ 22 cm. 

Inv. no. IN 3172 

Provenance: Church of Saint Paraskevi, Prèmei 
Date: WO 
Painter Terpos 

The icon is an original composition, commis

sioned and dedicated by Mark, a believer, in 

1800, a period at which the plague was threat

ening the general area of south Albania. The 

composition includes, in the upper zone, the 

Virgin enthroned with Christ holding the 

globe of the world, flanked by two angels 

supplicating, with scrolls bearing the inscrip

tions: ΧΑΙΡΕ ΟΤΙ YilAPXEIC BACIAEOC ΚΑΘΕΔΡΑ 

and ΧΑΊΡΕ οτι BACTAZEIC TON BACTAZONTA 

ΠΑΝΤΑ ('Hail for you are the King's throne' and 

'Hail that you bear Him who bears the uni

verse'). Saint Athanasios, shown half-length, 

and two more angels flying in the schemati

cally rendered sky, complete the decoration 

of the upper zone. 

In the lower zone, the five saints, Bessarion, 

Seraphim, Charalambis, Dionysios and Naum 

tread on a Lernaian hydra, a serpent with sev

en heads, symbolising the plague. 

The five miracle-working saints were very 

popular in Epiros and Macedonia, and were 

distinguished by their healing of the plague. 

Saint Bessarion, metropolitan bishop of La-

risa and founder of the Dousiko Monastery, 

lived in the 16th century and worked miracles 

both in his lifetime and after his death on 15 

September 1540, the day honoured in his 

memory, especially in Thessaly, Epiros and 

Macedonia.1 He was widely venerated in the 

17th and above all the 18th century, particular

ly in connection with the miracles he worked 

to combat the p laque 2 The saint is accom

panied by the inscription: AOIMOY ΠΑΝΩΑΟΥΟ 

ΑΠΕ BHCCΑΡΙΩΝ / ΔΙΑΟΩΟΟΝ ME CYN ΠΑΝ-

TIMOY ΤΩ ΟΙΚΩ, / ΙΝΑ ΥΜΝΩ CE ΕΝ Π ΑΝΤΙ ΜΟΥ ΤΩ 

ΒΙΩ, / ... [M]APKO[C] ΔΟΥΑΟΟ COY ΚΑΘΙΚΕΤΕΥΩ 

('Saint Bessarion, / save me from the plague 

with this honourable house, / that I may sing 

thy praises all my life / I beseech thee, thy 

servant Markos').3 

This is the only one of the five inscriptions in 

which it is possible, on the basis of the four 

letters preserved in the appropriate position, 

to restore the donor's name, which was Markos. 

In the other inscriptions, the name has delib

erately been erased. 

The next depiction is of the holy martyr 

Seraphim from the Agrapha. in 1601, Seraphim 

was accused by the Ottoman Turks of taking 

part in a revolutionary movement led by Dio

nysios the Philosopher, the metropolitan bish

op of Larisa After his martyrdom, his relic was 

presented to the Koroni Monastery, where it 

worked miracles, especially in times of plague 

epidemics. He is frequently shown treading 

on the plague, depicted as a naked daemon, 

sometimes with w ings 4 These representa

tions accompanied the saint's Akoiouthies, 

such as an Akolouthia of 1790, in which the 

saint is depicted treading on a naked dae

mon: 'Seraphim is treading on me, the plague, 

bane of men, woe is me, woe that I am seen 

supine, naked, ugly, killed'5 

In the present icon, the saint is accompanied by 

the inscription: IEPOMAPTYC ΟΕΡΑΦΕΙΜ ΘΈΡΜΗ 

niCTEI / ΤΗΝ CHN ΠΡΟΟΚΥΝΩ flANCEBACTON 

ΕΙΚΟΝΑ / ΟΠΩΟ ΜΕΛΟΙ ΜΟΥ ΠΑΝ ΔΕΙΝΟΥ 

ΔΙΑΟΩΖΗΟ/ [MAP]KOC ΔΟΥΑΟΟ COY QEPMOC 

IKETHC ('Holy martyr Seraphim, with fervent 

faith I venerate thy venerable icon, so that next 

thou wilt preserve me from all evil. Markos, 

they servant and fervent beseecher'). 

The next saint, Charalambis, lived in the 2nd 

century AD in Magnesia, Asia Minor. He was 

a priest and bishop, and died a martyr's 

death at a great age. He was widely venerat

ed from the middle of the 17th century in con

nection with his protection of believers from 

the plague, and he has been honoured in 

many parts of Greece since that time as a 

protector against infectious diseases, espe

cially the p lague 6 He is shown in many rep

resentations treading on a daemon,7 who is 

naked and winged, with horns.8 More rarely 

the saint treads on the plague depicted in the 

form of a reclining skeleton with an hour

glass on its head and a sickle in its hand 9 In 

the present icon, Charalambis is accompa

nied by the inscription: ΑΘΑΗΤΑ ΧΑΡΑΑΑΜΠΕ 

(ΚΑΙ) IEPOMAPTYC / PYOY, ΟΚΕΠΕ, COZE ME TON 

CON IKETHN / ΥΔΡΑΟ KAKICTHC, ΗΝ ΠΟΔΕΟ 

COY ΠΑΤΟΥΟΙ / [MAPKOC ΔΟΥΑΟΟ] COY ΠΡΗ-

NHC IKETHC ('champion Charalambos and 

holy martyr, rescue, protect and save me, 

your suppliant, [from] the evil hydra, whom 

your feet trample Markos your servant and 

prostrate suppliant'). 

Similar texts are to be found in the Mega-

lynaria of the saint written by Nikodemos of 

Mount Athos, such as: πανώλους ελατήρα, 

ρϋσοι εκ βλάβης λοιμού του πανωλέθρου, 

Χαράλαμπε γενναίε, λοιμού σε όναδείξας 

ρύστην όξύτατον, λυτρώσαι ούν πάσης ανά

γκης της πανώλους ('driver away of plagues, 

rescue us from the harm of the destructive 

pestilence, brave Charalambos, who were des

ignated the most keen protector from plague, 

rescue us, then from all need of pestilence'). 

Saint Dionysios of Olympos,10 miracle-worker 

and founder of the monasteries of the Holy 

Trinity on Mount Olympos and at Zagora, ab

bot of the Philotheou Monastery on Mount 

Athos and renovator of the Prodromos Mo

nastery at Veria, is also depicted in the icon. 

His sanctity, and his treatment of the sick dur

ing his lifetime, and his tomb in the Cave on 

Mount Olympos, to which believers flocked, 

made the saint very popular throughout Ma-
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cedonia. Reference is made in the Paraclete of 

the Canon to a miracle worked against the 

plague.11 In a portable icon of 1839, now in a 

private collection, he is depicted along with 

Saint Nikanor treading on the plague, in the 

form of a naked, horned daemon.12 

In this icon, the saint is accompanied by the 

inscription: KAEOC OCIQN AIONYCIE ΘΕΙΕ, / 

nPECBEYE ΑΕΙ ΤΗ ΤΡΙΛΑΜΠΕΙ ΤΡΑΔΙ, / ΟΠΩΟ 

ΜΗ AOIMOC ΤΩ ΟΙΚΩ ΜΟΥ ΠΕΑΑΟΙ / [MAPKOC] 

ΔΟΥΛΟΟ COY ΔΕΟΜΕ ΠΟΘΩ ("Glory of the 

saints, Dionysios, divine, mediate with the thrice-

brilliant trinity, I, Markos, your servant, pray and 

wish that no plague approach my house'). 

The fifth saint is Naum, who lived in the 9th 

century and was one of the best-known 

pupils of Cyril and Methodius. He was very 

popular in Macedonia, and founded the mo

nastery named after him on the shores of lake 

Ohrid, where his tomb is to be found.13 The 

saint is depicted here, too, at an advanced age, 

with luxuriant hair and beard, blessing and 

holding a closed scroll, in conformity with the 

model that was consolidated in the 14th cen

tury in the area of Ohrid.14 In the early 19th 

century, when the present icon was painted, 

engravings with depictions of the saint were 

very widely found,15 in addition to the icono

graphie tradition in wall-paintings and icons. 

There is an inscription below the saint: OC ι E 

NAOYM ΠΑΜΦΑΕΟΤΑΤΕ ΠΑΤΕΡ / HHACMENE 

ΑΛΗΘΩΟ ΤΩ ΚΥΡΙΩ / ΔΕΗΟΙΝ ΠΟΙΟΥ HPOC TON 

ΠΑΝΤΩΝ Δ[ΕΟΠΟΤΗΝ] / Η[ΜΩΝ] ΕΚ ΤΟΥ ΔΟΥΛΟΥ 

COY M[APKOY] ('Saint Naum, most brilliant fa

ther, truly sanctified in the Lord, pray for us to 

our Master of All, from your servant Markos'). 

The five verse inscriptions are written by the 

same hand (presumably that of the painter) 

that also wrote the other inscriptions on the 

icon. The text of these inscriptions was prob

ably supplied written out to the painter, as is 

apparent from the names of the saints in the 

inscriptions, which are correctly spelled, in 

contrast with the other inscriptions on the 

icon. Each inscription, which is addressed to 

one of the five saints, consists of four verses 

of iambic dodecasyllables in the style in 

which the hymns, troparia and canons of the 

Orthodox Church were composed and wide

ly disseminated. In particular, a large number 

of hymns were written about the plague and 

seeking the protection of saints.16 

A shared feature of all five inscriptions is the 

endeavour to erase the letters of the donor's 

name. Fortunately, the intervention in the first 

inscription was not very successful, and the 

name Markos can be made out. The reason 

for this deliberate effacing of the name is pre

sumably connected with a change of owner

ship of the icon. This is not a common phe

nomenon, but there are examples, even from 

the Byzantine period, in which the name is 

erased from inscriptions in an attempt to ef

face the memory of the person along with his 

or her name {damnatio memoriae). 

The unknown donor Markos commissioned this 

icon in 1800, wishing to secure the protection of 

'his house', as it says in the inscription, from the 

plague. The 18th century is preeminently the 

century of the plague, which recurred repeatedly 

in the Balkan Peninsula The economic flowering 

of the end of the century and the increase in 

population were conducive to the rapid spread 

of the disease. It is known to have struck Mount 

Athos, Thessaloniki, loannina and the interior of 

Macedonia in the last quarter of this century. In 

Albania specific evidence for a plague epidem

ic in 1805 in Voskopojë and Korcë is provided 

by the traveller W.M. Leake.17 

Depictions of the plague are to be found in 

western18 and Orthodox painting,19 in which it 

is most commonly shown as a skeleton hold

ing a sickle or as a figure of death, as in the 

depictions of Saint Spyridon by the painter 

Spyridon Sperantzas in the second half of 

the 18th century20 It is also rendered as a naked 

winged daemon holding a sickle in a litho

graph of 1834 showing Saint Spyridon 'perse

cutor of the plague'21 

The depiction of the plague as a serpent with 

seven heads (as the Lernaian hydra), in the 

present icon is rare and interesting, and is with

out iconographie parallel. The serpent in gener

al is the symbol of sin, but the serpent with 

seven heads is particularly associated with the 

text of Revelation. This dragon in the form of a 

serpent with a scaly hide and seven heads is 

depicted in scenes of the apocalypse, such 

as the struggle with the seven-headed dragon, 

the beast from the sea and the beast from the 

earth, the harlot Babylon and her beast. It is 

found in wall-paintings in many monasteries 

on Mount Athos22 particularly the Xiropota-

mou Monastery, where the painter of the pres

ent icon worked in 178323 

In the present icon, the painter appears to 

borrow the motif of the dragon with seven 

heads of the Apocalypse in order to depict 

the terrible sickness of the plague. 

The signature καί δια χειρός ΤΕΡΠΟΥ24 ζω

γράφου ('by the hand of Terpos the painter') 

and the date ΕΤος ΑΩ ('in the year 1800') is 

written in ochre lettering at the bottom right 

of the upper zone of the icon. It is a work of 

great importance, since it is to be seen in the 

context of the decisive impact made by folk 

painters on 18th-century art. Well-to-do donors 

built, renewed and decorated churches, in 

which they often asked to be depicted; or, 

like Markos in this icon, asked the painter for 

an original composition, in this case relating 

to the plague. The iconography and the in

scriptions accompanying the composition 

are an example of the adaptation of the sub

ject of an Orthodox icon to the requirements 

of the time and the congregation. 
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Unpublished 

1. See Sophianos 1994, with hymns relating to the saint. 

2. Angelomati-Tsoungaraki 1997. A large number of hymns, 

troparia and 15 complete canons (5 published and 10 unpub

lished) have been written for the saint (Sofianos 1994, 67). 
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Κάκιστε λοιμέ, έρρε εις αδου τόπον Πατήοας πάθη, 

Βησσαρίων το πρώην, πατεϊν τον λοιμον νϋν έλαβες την 

χάριν ('Evil plague, go to hell, Having trampled on other 

sufferings, Bessarion, you have now received the grace to 

trample on the plague'), see Sofianos 1994, loc. cit. In the 

18th century, a paracletic canon was composed for the 

plague by the monk Anatolios from the Dousikou 

Monastery: "Ωσπερ τις δράκων τον ίον έξέχεε 

σωματοφθόρος λοιμός (Like a dragon the body-destroy

ing plague poured forth poison') (Sofianos 1994. 65-67). 

4. See Papastratou 1986, 285-288, figs. 307-308. 

5. Papastratou 1986, 286, fig. 1. 

6. See Vasilaki 1985-1986. 

7. Engraving dating from 1816 (Papastratou 1986.126, fig. 110). 

8. In an engraving of the early 19th century (Papastratou 

1986. 297, figs. 321, 326). 

9. Papastratou 1986, figs. 322. 323, 324. 

10. Efstratiadis, 116. 

11 Syndica-Lourda 1969. 

12. Syndica-Lourda 1969, 886. See also Tsigaras 2003. 

198 and Papastratou 1986, 251. 

13 The first Akolouthia of the saint was published in 

Venice in 1695, and the second in Voskopojë in 1749. 

14. Grozdanov 1983. 105-112. 

15 Papastratou 1986, 269-270. Grozdanov 1983. 230. 233. 

For depictions of Naum in works by painters from Korcë 

see Tsigaras 2003. 193 

16. See Sofianos 1994, 65-66. 

17. Kostis 1995. 406 

18. For depictions of the plague in western painting see 

Mason 2001. 

19 For depictions of the plague see also Provatakis 

1980 and Vasilaki 1985-1986, note 31. 

20. Λιμάνια και Καράβια στο Βυζαντινά Μουσείο 1997, no. 21. 

21 Papastratou 1986, 291, no. 313. 

22. Huger 1995 

23. Tsigaras 2003, 234. 

24 For the painter see cat. no. 60 
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62. The Virgin Esphagmeni with scenes 

from the Dodekaorton and saints 

67 χ 51 χ 5 cm. 

Inv. no. IN 1686 

Provenance: Unknown 

Date: 1828 

Painten Michael from Megarovo 

The surface of this early 19th-century icon, in 

which the predominant colour is red, is divid

ed into panels of differing sizes containing 

representations that frame the central figure 

of the Virgin and Child. The Mother of God, in 

the type of the Hodigitria, is crowned by an

gels and receives the supplication of Saints 

Athanasios and John the Baptist. The bloody 

wound in her right cheek is a reference to the 

Esphagmeni ('wounded') Virgin of the Vatopedi 

Monastery "who was wounded in the cheek 

by a deacon of the monastery", according to 

an inscription on an engraving made in Venice 

in 1763, depicting the Virgin VatopediriO This 

type of the Virgin circulated widely in 18th- and 

19th-century engravings "to be given to Orthodox 

Christians free, for the sake of piety",2 and the 

representation was accompanied by depic

tions of the monastery and other religious rep

resentations. Paper icons with similar iconog

raphy from large Orthodox monasteries, most

ly on Mount Athos, were widely disseminated 

at this same period and were presumably the 

source for the painter of the present icon, not 

only for the figure of the Virgin, but also for the 

individual scenes in it. 

The depictions from the Dodekaorton are, 

from left to right and top to bottom of the icon: 

the Annunciation, the Nativity, the Baptism, the 

Raising of Lazarus, the Entry into Jerusalem, 

the Transfiguration, the Crucifixion and the 

Anastasis, all of them accompanied by the 

relevant inscriptions. In the central panel of 

the icon, in addition to the main representa

tion of the Virgin, there is a depiction of the 

Holy Trinity and two zones with the hierarchs 

Basil, Chrysostomos and Gregory, and the 

saints Panteleemon, Nicholas, Spyridon and 

Charalambis (in the second zone). The com

position is completed by Saints George and 

Demetrios at the bottom sides. 

In this icon can be recognised the painting 

models for the individual scenes, which were 

drawn from engravings, and also the same 

iconographie types as in other icons in the 

exhibition, particularly works by painters from 

Korcë. The scenes of the Annunciation, the 

Nativity, and the Holy Trinity, for example, re

produce the same iconographie types that 

we have already seen in icons by Athanasios 

and Konstantinos of Korcë, while Saint Chara

lambis with the plague at his feet and the 

mounted Saints George and Demetrios are 

found in works by Terpos of Korcë, Konstan

tinos the hieromonk and loannis Tzetiris,3 all of 

them dating from the 18th century. The exis

tence of similar iconographie types in these 

works is to be explained not only in terms of 

their drawing on common models in engrav

ings, but also by the use of common painting 

sketches (anthivoia), which circulated amongst 

the painters of the same generation and were 

also handed down to later generations as valu

able accessories of their art4 

At the bottom of the present icon is a minus

cule inscription: Δέησις τον δοϋλον τοϋ Θεοϋ 

Παντελεήμων 1828 και δια χειρός Μιχαήλ 

Κωνσταντίνου εκ κόμης Μαγάροβον (Prayer of 

the servant of God Panteleemon 1828' and 

'by the hand of Michael son of Konstantinos 

of the township of Magarovo') giving the 

name of the donor, Panteleemon, and the 

painter, Michael, son of Konstantinos of Ma

garovo, and the date 1828. 

Nothing more is known of the career of the 

painter Michael. Megarovo, a village near Mo

nastic was settled by people from Voskopojë 

after their town was desolated. The art of 

Michael gives expression in the simplest man

ner to the vivid, joyful colours and the immedi

acy of painters and craftsmen from the villages 

of Epiros and Macedonia in the 18th and early 

19th century. 

Unpublished 

1. Papastratou 1986, no. 447. Davidov 2004,191. 

2. Papastratou, op. cit. 

3. See cat. nos. 42, 43, 48, 49, 54, 61, 63. 

4. See Vasilaki 1995. See also Εκ Χιονιάδων σπουδές 

και ανθίβολα 2004. 
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63. Triptych with the Virgin 

Glykophilousa, prophets and saints 

57 χ 52.4 χ 8 cm. (closed) 

Inv. no. IN 5604 

Provenance: Unknown 

Date: 1753 

Painter: bannis Tzetiris (attributed) 

The central leaf of the triptych is dominated 

by the tender group of the Virgin and the in

fant Christ, who stands on her lap with his 

arm around her neck and their faces gently 

touching. 

Different versions of this type, overtly showing 

the tenderness of the Virgin Glykophilousa, 

were very common in Post-Byzantine painting, 

examples being the Virgin of the Kykkou Mo

nastery in Cyprus1 or the Virgin Axion Esti. 

These types were widely circulated through

out the Orthodox world in the form of engrav

ings2 The stance of Christ in this icon may be 

seen in a 19th-century copperplate engraving 

executed on Mount Athos3 

The choice of this particular type of the Virgin 

was probably connected with the fact that its 

painter, loannis Tzetiris, had studied painting 

in Russia and also some of the Balkan coun

tries, where this type of the Virgin was wide

spread from as early as the late Byzantine 

period4 And the same type of the Virgin Gly

kophilousa, depicted on a triptych from Thes-

saloniki of the same period as the present 

icon (1755), has been linked with the Virgin 

Glykophilousa of Korsun, the Russian name 

of Chersonesos, the commercial port of the 

Crimaea, near Sebastopol5 

The Virgin and Child spring from the trunk of 

a tree, with the twelve prophets depicted in 

medallions around them. This is an icono

graphie combination of the doctrinally related 

scenes of the Tree of Jesse and the From on 

High the Prophets, which are associated with 

the Incarnation.6 

The inside of the outer leaves of the triptych 

are divided into four zones. They depict Saint 

George and Saint Demetrios on horseback, 

wearing military uniform, in the first zone, 

Saints Constantine and Helen, and Saints 

Nicholas and Athanasios in the second zone, 

and Saints Catherine and Marina and the 

healing Saints Kosmas and Damian with the 

relic of Saint Spyridon between them in the 

third zone. The final zone has depictions of 

Saint John the Baptist, Saint Paraskeve and 

the Archangel Michael. 

On the outside of the outer leaves are de

picted full-length figures, quite badly dam

aged, of the prophets Elijah and Naum, hold

ing open, inscribed scrolls. 

Beneath the representations of the prophets 

are two inscriptions, unfortunately destroyed 

at several points. In the minuscule inscription 

beneath the prophet Elijah the letters [χ] 

[.τζε}τηρη[...] can be made out with some diffi

culty, followed by fragments of letters. The 

letters ETOEKOP can be seen in the second 

line. In the better preserved majuscule inscrip

tion on the right leaf, beneath Saint Naum, can 

be read the names of the donors: [ΔΟΥ]ΛΟΥ 

TOY [ΘΕΟΥ] ΔΗΜΗΤΡΙΟΥ NHCKO T1HCAK (Of the 

servant of God Demetrios Nisko Pisak'). 

At the beginning of the minuscule inscrip

tion, and the signature of the painter, who is 

to be identified with loannis Tzetiris,7 the date 

1753 covers part of the letters. Although there 

is no convincing explanation for the fact that 

the date was inscribed here at a later point 
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in time, it may be noted that the forms of the 

numbers, especially the seven, is similar to 

the numbers in other inscriptions found on 

icons by loannis Tzetiris8 

The date 1753 coincides, as far as we know, 

with the period when the painter worked in 

Bucharest, from where he returned to his birth

place, the village of Grambovo near Gramshit, 

in 1755.9 The simple expressive means of the 

painter, the limited colour palette, and the 

naivety of the figures are consistent with the 

theory that this was an early work by the 

painter loannis Tzetiris, who later developed his 

drawing and painting skills in the final decades 

of the 18th century10 

The fact that the icon came from a family from 

Korcë, while confirming that it was used as an 

object of private worship,11 does not help to 

solve the problem of its date. It may be sup

posed that the painter brought it with him when 

he returned to his birthplace, and that it remained 

in the possession of a family from Korcë until it 

was donated to the Museum in this town. 

Unpublished 

1. Hadermann-Misguich 1991,197-204. Tatic-Djuric 1990, 

199-207. 

2. Papastratou 1986, nos 522-534, 539-543. 

3. Papastratou 1986. no. 102 

4. The Don Virgin (Smirnova 2002, 232). For examples of 

the type of the Virgin Glykophilousa in Russian icons see 

Ouspensky and Lossky 1983, 99-100. For examples from 

Bulgaria see Paskaleva 1987, no. 116. Hadermann-Misguich 

1991. pi. 104. For the type of the Virgin see also the icon 

of the Virgin Eleousa in the Museum of Byzantine Culture 

in Thessaloniki (inv. no. BEI 780), published in the cata

logue Μήτηρ Θεού 2000 (A. Tourta 478-470). 

5. Semoglou 1998, 344-345. 

6. See cat. no. 41. 

7. For the painter see cat. no. 66 

8. See cat. nos. 64. 65. It should also be noted that the 

conservators of the Museum of Byzantine Culture did 

not detect evidence for the chronological separation of 

the layer with the inscription and that with the date. 

9. Moutafov 2002. 223. 

10. See cat. nos. 64-66. 

11. See Chatzidaki 1997, 36-37. 
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βΐ\. Christ enthroned, Great High Priest, 

the Vine 

96.5 χ 71 χ 5.5 cm. 

Inv. no. IN 6791 

Provenance: Church of Saint George, Fier 

Date: 1798 

Painter loannis Tzetiris 

The icons of Christ enthroned and the Virgin 

(cat. no. 65), which has the same dimen

sions, adorned the templon of the church of 

Saint George at Fier. Christ follows the type 

of an earlier icon signed by loannis Tzetiris 

and his brother, George,1 and combines ele

ments drawn from the iconography of the 

Great High Priest and the Vine. 

The minuscule inscription in black lettering on 

the red footstool reads: 1798 Φεβρουάριος 

15 / δια χειρός τοϋ Ίω(άννη) Τζετίρη / εκ 

πολιτείας Γραμπόβας (1798, February 15 / by 

the hand of loannis Tzetiris / of the town of 

Grabova'). 

Although the art of the painter may be recog

nised in this icon by loannis Tzetiris of Gra-

bovo, dated 1798, particular attention and care 

were clearly taken in the execution of the 

modelling of the faces and the decoration on 

the garments worn by Christ and the gold 

throne. These features, which may be ob

served in the despotic icon of the Virgin from 

the same church, are associated with the art 

of the fine painters from Korcë, Konstantinos 

and Athanasios, and particularly with the 

work of Terpos, Athanasios's son, who was 

active at the same period as loannis Tzetiris2 

The fine models of the painters from Korcë 

are probably the source of the decoration on 

the throne and Christ's vestments, with large 

flowers,3 which create a more refined baroque 

atmosphere than in the earlier works by the 

same painter4 

BIBLIOGRAPHY 

Trésors d'art albanais 1993, no. 69. 

"I.See cat. no. 66, with biographical details of the 

painters. 

2. See cat. nos. 60. 61. 

3. See cat. no. 53. 

4. See cat. no. 66. 
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65. The Virgin enthroned, the Tree of 

Jesse 

97 χ 69.5 χ 3.7 cm. 

Inv. no. IN 6796 

Provenance: Church of Saint George, Fier 

Date: 1798 

Painter bannis Tzetiris (attributed) 

The despotic icon of the Virgin enthroned, the 

Tree of Jesse, adorned the templon of the 

church of Saint George at Fier, together with 

the icon of Christ.1 The Virgin, an imposing 

presence, with the sceptre in her hand, sits 

on a heavy gold throne, holding Christ in her 

arms, who blesses and holds the globe of 

the world. On the gold background of the 

icon, angels in bust emerge from clouds, un

rolling an inscribed ribbon above the Virgin's 

head. At the Virgin's feet, on a large red foot

stool, is the aged figure of Jesse, from whom 

spring the branches of the tree, encircling 

the enthroned Virgin and forming medallions 

containing the twelve prophets. This is a 

combination of two related doctrinal subjects, 

the Tree of Jesse, and From on High the 

Prophets, which is found in works of Post-

Byzantine painting2 The text on the ribbon 

held by the angels "Ανωθεν οι προφήταί σε 

προκατήγγηλαν, κόρη, στάμνον ράβδον 

τράπεζα κιβωτε πύλη κλήμαξ θρώνε χρυσοϋν 

('From on high the prophets foretold, thee, 

daughter as a pitcher, a rood, a table, an ark, 

a gate, a ladder, a gold throne') and the in

scriptions on the scrolls held by the prophets 

are associated with préfigurations of the Virgin. 

At the left, from top to bottom, are David: 

'Εγώ κίβωτον Ήγιασμένην (κέκληκά) σε κόρη 

(Ί called thee a sanctified ark, Ο daughter'), 

Moses: ΕΪδόν σε πύλη.... (Ί saw thee as a 

gate'), Aaron: ΕΪδόν σε ράβδον άνθήσασα (Ί 

saw thee as a blossoming rod'), Isaiah: Ειδόν 

σε λαβήδα όνθρακοφόρον (Ί saw thee as a 

tongs for coal'), Daniel: Ειδόν σε όρος εξ ou 

περιετμήθη λήθος (Ί saw thee as a mountain 

from which a stone was cut'), and Habbakuk 

Ειδόν σε δσση και κστάσκυον ôpoq (1 saw 

thee as a dense and shady mountain'). On 

the right are depicted Solomon: Εΐδον κλίνην 

του βασιλέως κόρη (Ί saw thee as a couch 

of a King, Ο daughter'), Jacob: Κλήμάξ σε 

ε'ιδον τοϋ θεοϋ (1 saw thee as a leader of 

God'), Gedeon: Πόκον ειδόν σε παρθένε... (1 

saw thee as a tuft of wool, maiden'), Jeremiah: 

Ειδόν σε όδόν Ισραήλ κόρη (1 saw thee as 

a way for Israel, Ο daughter'), Ezekiel: 'Εγώ σε 

είδα πύλην τοϋ θεοϋ την μητέρα (Ί saw thee 

as a gate of God the mother of God') and 

Zacharias: Ειδόν σε αγνή έπτάφωτο λυχνία (Ί 

saw thee as a chaste lamp with seven lights'). 

The inscriptions of the prophets have some 

interesting grammatical forms, such as είδα 

instead of the formal εΐδον in Ezekiel's in

scription, and also a number of spelling mis

takes, such as the words λαβήδα, δασή και 

κατάσκυον, with their variant renderings of 

the ΐ sound. 

The icon, like the corresponding icon of Christ 

with the signature of loannis Tzetiris, is distin

guished by its great attention to the design 

and decoration, and also its affinity with the 

works of the painter Terpos of Korcë. The fig

ure of the Virgin recalls the icon of Terpos with 

the Virgin enthroned,3 and is even more close

ly connected with the signed icon of the 

Virgin, the Tree of Jesse, by the same painter, 

dated to 1797,4 one year before the present 

icon. During the final period of his career, 

loannis Tzetiris seems to have made close 

contact with the famous painters of Korcë,5 

and assimilated many elements of their work. 

Unpublished 

1. See cat. no. 64. 

2. See, for example, the cat. nos. 41, 63, 67. 

3. See cat. no. 60. 

4. Caca 2002, 215, fig. 11. 

5. See cat. nos. 48-61. 
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66. Christ enthroned, Great High Priest, 

the Vine 

93 χ 54.2 χ 3 cm. 

Inv. no. IN 6828 

Provenance: Vlorë 

Date: 1792 

Painters: Georgios and bannis Tzetiris 

The painters loannis Tzetiris and his brother 

George, who had very active careers in the 

Balkans during the second half of the 18th and 

early 19th century, signed this icon of Christ 

enthroned, the precise provenance of which is 

unknown. Its subject and dimensions suggest 

that it was a despotic icon of a church in the 

area of Vlorë, from which it comes. 

Christ the Great High Priest, wearing richly 

decorated prelate's vestments, a solid gold 

mitre and enkolpion, and seated on a gold 

throne, is depicted against a gold background. 

At the top of the representation, two angels 

kneel on clouds, while the twelve apostles 

are depicted in medallions around the central 

figure of Christ, as branches of the vine, 

which springs from Jesus's feet. The combi

nation of the iconographie subject of the 

Vine also dictated the passage on Christ's 

open scroll: 'Εγώ ειμή ή άμπελος, ύμεΐς τα 

κλήματα, ό μένων εν έμοί κάγώ εν αυτφ, 

ούτος φέρει καρπον πολύν (1 am the vine 

and ye are the branches: He that abideth in 

me and I in him, the same bringeth forth 

much fruit') (John 15, 5). 

On Christ's red footstool, in black lettering, is 

the minuscule inscription: Δέησις του δού

λου τοϋ Θεού Νάση Τζίκα δια ψυχικήν σω-

τηρίαν αύτοϋ, γονέων καί τέκνων αύτοϋ: χείρ 

Γεωργίου καί Ιωάννου των αύταδέλφων εκ 

της κομοπόλλις Γράμπωβας·. 1792 Μαρτίου 25 

(Prayer of the servant of God, Nasis Tzikas 

for the salvation of his souls, and those of 

his parents and children: the hand of Geor

gios and loannis, brothers, from the town

ship of Grabova 1792, March 25'). 

According to the inscription, the icon of 

Christ was dedicated by Nasis Tzikas on 25 

March of the year 1792, for the salvation of 

his own and his family's souls, and was the 

work of the brothers Georgios and loannis 

from Grabovo, which is referred to in inscrip

tions as a township, as here or as a politela 

or chora in other works by them.1 

They are from a family of painters, consisting 

of loannis Tzetiris, his brother George, and his 

three sons, Konstantinos, Nikolaos and Naum. 

Together with Georgios's assistant, Petros, al

so from Grabovo, they were active from the 

middle of the 18th to the beginning of the 19th 

century, loannis followed a personal profes

sional path that was fairly interesting and typi

cal of a painter of the late 18th century in the 

Balkans. In 1736, he set forth from Grabovo 

for Hungary, and later for Russia, in order to 

learn the art'. In 1750 he went to Bucharest, in 

1754 from Bucharest to Bogdania 'to work:, in 

1755 he returned to his native village 'to get 

married' and in 1761 he travelled from 

Voskopojë to Wallachia. Between 1754 and 

1812 he executed at least 15 ensembles of 

wall-paintings in Albania and the area of the 

former metropolitan see of Srmski Karlovtsi, 

which covered parts of modern north Yugo

slavia, west Bulgaria, Romania and south 

Hungary.2 Several portable icons by the 

brothers are to be found in the Albania3 

In the present icon, the iconographie combi

nation of Christ the Great High Priest and the 

Vine seems to have satisfied the preferences 

of the donors of the period, since it is also 

found in later works by these moderate 

painters, with an overt tendency towards dec

oration and luxury, expressed mainly through 

the use of gold and red. 

Unpublished 

1. Popa 1998. nos. 168.169. See also cat. no. 64. 

2. Chatzidakis and Drakopoulou 1997, 438, with earlier 

bibliography. Todorov 2000. Moutafov 2002. 

3. See cat. nos. 63-65. Trésors d'art albanais 1993. nos. 

70, 71. Percorsi del sacro, nos. 17-22. 
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67. The Virgin enthroned, the Unfading 

Rose, the Tree of Jesse 

81 χ 47 χ 5 cm. 
Inv. no. IN 3073 
Provenance: Church of Saint Nicholas, village 
ofArgovë, Premei 
Date-. 1827 
Painter- Nikolaos Pozenalis 

In this icon of the Virgin, dating from the early 

19th century, iconographie elements drawn from 

the depiction of the Virgin as the Unfading 

Rose and as the Tree of Jesse are combined 

with the subject of From on High the Prophets,' 

with a certain folkloric naivety and liveliness. 

Above the angels, who place the crown on 

the Virgin's head, is the inscription from the 

Canon of Joseph the Hymnographer, which is 

sung during the Lauds: ΡΟΔΟΝ TO AMAPANTON 

ΧΑΙΡΕ Η ΜΟΝΗ BAACTHCACA TO ΜΗΛΟΝ TO 

EYOCMON ΧΑΙΡΕ H TEEACA ('unfading rose, 

hail, you who alone budded forth the fragrant 

apple, hail, you who did bear'). From the fig

ure of Jesse springs a tree, with the twelve 

prophets amongst its branches, encircling 

the Virgin enthroned, holding the Christ Child 

and wearing royal raiment. The subject, fre

quently found in engravings of the period,2 is 

naively rendered with simple colour combina

tions, though it is not without reminiscences of 

the luxurious atmosphere of baroque that 

was preferred by 18th-century painters and 

donors. At the bottom left of the icon is the sig

nature of the painter, who was no calligraphist 

δια χ(εφος Νικόλαος ιερέας Ποζεναλής ('by 

the hand of Nikolaos the priest of Pozenali') 

and the date 1827. The hitherto unknown folk 

painter and priest Nikolaos probably came 

from the village of Postenali near Prëmet, from 

where another painter, the reader Petros, also 

came, according to an inscription of 18023 

Unpublished 

1. For the same subject see cat. no. 41. 

2. See Papastratou 1986, no 133 

3. Popa 1998, no. 396. 
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68. Christ Eleëmon and Polyelaios 

105.3 χ 78 χ 3.5 cm. 
Inv. no. 3898 
Provenance: Church of the Annunciation to 
the Virgin, Tirane 
Date: 1830 
Painters: Michael and Dimitrios, his son 

Christ, accompanied by the inscription: ΕΛΕ

ΗΜΩΝ KAI nOAYEAEOC ('Christ of Mercy') is de

picted on a gold ground in the type of the 

Pantokrator in a large icon which adorned the 

metropolitan church of Tirane dedicated to the 

Annunciation. 

The heavy decorative style of the piece is at 

once evident, as, too, are the care taken in the 

execution and the fine lettering on the open 

scroll, with the correctly spelled passages from 

Matthew: 'Come, ye blessed of my father, inher

it the kingdom prepared for you from the foun

dation of the world. For I was an hungred, and 

ye gave me meat: I was thirsty, and ye gave me 

drink: I was a stranger, and ye took me in. 

Naked, and ye clothed me, I was sick, and ye 

visited me: I was in prison, and ye came unto 

me' (Matthew 25,34-37). 'Come unto me, all ye 

that labour and are heavy laden, and I will give 

you rest. Take my yoke upon you, and learn of 

me; for I am meek and lowly in heart: and ye 

shall find rest unto your souls. For my yoke is 

easy, and my burden is light' (Matthew 11,28-30). 

The baroque-style decoration of the halo and 

the gold-embroidered clothing, the vivid 

colours, the soft modelling in an endeavour to 

render genuine characteristics in the hair and 

eyes, in which the eyelids can be made out, 

and the manner in which the heavy garments 

hang, place the icon in the early 19th century. 

The same iconographie type of Christ, the dec

orative elements, and above all the garments, 

which are also found in the icon by the painter 

Michael of Samarina at Elbasan,1 also circulat

ed in engravings from Mount Athos at the 

same period2 These engravings were presum

ably used by the painters, who sign at the bot

tom left of the icon in fine lettering, identical to 

that of the gospel passage: ΔΙΑ XEIPOC ΤΩΝ 

ΤΑΠΕΙΝΩΝ ΖΩΓΡΑΦΩΝ ΜΙΧΑΗΛ ΚΑΙ ΔΗΜΗΤΡΙΟΥ 

ΤΟΥ ΥΟΥ ΑΥΤΟΥ ΑΩΛ, ('by the hand of the hum

ble painters Michael and Dimitrios his son, in 

the year 1830'). 

The same care in the execution and the deco

ration can be seen in the wall-paintings, the 

eleven large-scale icons, and the sanctuary 

doors of the metropolitan church of Elbasan,3 

which were executed by the same painters be

tween 1826 and 18284 The well-known painter 

Michael, a reader, from Samarina in Epiros, and 

his son Dimitrios, worked in Greece at Samarina 

and Kalambaka,5 and also on many churches in 

Albania and the former Yugoslavia, usually 

signing in Greek and more rarely in Slavonic, ex

ecuting, for example, the icons on the new 

iconostasis in the monastery of Saint John the 

Baptist at Bigor, between 1831 and 18356 In the 

narthex of the Treskavac Monastery, in 1849, 

they sign as δια χειρός των ταπεινών ζωγρά

φων Μιχαήλ καί Ζήση εκ Κρουσιόβου ('by the 

hand of the humble painters Michael and Zisis 

of Krousovo'); δια χειρός έμοϋ TOO ευτελούς 

Μιχαήλ άναγνώστου ζωγράφου του εκ Σαμα-

ρίνης ("by my hand, the worthless Michael, 

reader and painter of Samarina') on an arto-

phorion from Monastiri in 1826, and: δια χει

ρός Μιχαήλ άναγνώστου υιού Δημητρίου του εκ 

Σαμαρίνης (by the hand of Michael, reader and 

his son Dimitrios of Samarina') on two icons in 

the Bigorski Monastery in 1829, and on an icon 

of the Annunciation, dated 1834, at Podvis7 

Icons by Michael's son Dimitrios, with whom 

he collaborated on the present icon in 1830, 

are to be found in what is now Albania and 

the former Yugoslavia, amongst them two 

large icons from Fier8 and a signed icon of the 

archangel Michael in the old church of Gole-

mo Tsrsko at Kitchevo, dated 18289 

Unpublished 

1. Trésors d'art albanais 1993, no. 88. Percorsi del sacro 

2002, na 44. 

2. See Papastratou 1986, nos. 1-5. 

3. Trésors dart albanais 1993, nos. 85-97. Percorsi del 

sacro 2002. nos. 43-51. 

4. Masnic 1996. 

5. Chatzidakis and Drakopoulou 1997,196, with bibliogra

phy. See also Drakopoulou 2002,113-114. 

6. Nikolovski 1994. Nazlasi 2003, 297-302. 

7 Masnic 1996. 

8. Trésors d'art albanais 1993, no. 103. The catalogue refers 

to the école albanaise, without giving the name of the painter. 

9. Masnic 1996. 
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69. Saint Christopher Kynokephalos 

110.7 χ 44.7 χ 2.5 cm. 

Inv. no. IN 3127 

Provenance: Church of the Virgin, village of Ogren, 

Premei 

Date: 1812 

Religious and mythical traditions of the an

cient and Christian world and iconographie 

motifs of ancient Oriental cultures and the 

Byzantine tradition meet together in this rep

resentation of Saint Christopher Kynokepha

los, a Roman soldier and Christian martyr, 

who was depicted in the early 19th century in 

this icon from Ogren in Albania, with western 

freedom and brilliant colours. 

Ο AriOC MAPTHC XPICTOOQPOC ('Saint Chri

stopher the Martyr') is blessed by Christ, who 

emerges from clouds holding the globe of 

the world, while an angel, holding a scroll 

with the inscription χοίρε μάρτυ Χριστόφορε 

("Greetings, Christopher, martyr'), crowns the 

dog-headed figure, who is encircled by a 

gold halo, in a pictorial allusion to the life of 

the martyr ύπερ κεφαλής άκτινολαμπροφεγγα-

ροστόλίστος εκείτο στέφανος ('on his radiant, 

brilliantly adorned and shining head there 

was a crown').1 

At the bottom of the icon, in white lettering, the 

fairly damaged inscription: δέησις των δούλων 

του ΘεοΟ [...] εν έτει 1812 εν μην] Ιουλίου ιγ 

(Prayer of the servants of God ... in the year 

1812 in the month of July, xiii') preserves the 

date, 1812, but not the names of the donors. 

The saint, wearing the uniform of a Roman le

gionary, a bright red chiton, and carrying a 

shield, holds a spear in his left hand and the 

cross of martyrdom and a palm-branch in his 

right. He is depicted as a ύπερμήκης γίγαντας 

(Very tall giant'), as he is described in the lives, 

against a light blue background with darker 

tones and shades of brown at the bottom of 

the icon to render the naturalistic, charming 

landscape. A row of low towers in front of 

blue-white hills is apparently an allusion to a 

landscape in Africa, from where the saint was 

descended. According to one version of his life, 

which goes back to the 11th century, Reprevos, 

a Libyan mercenary in North Africa, από το 

γένος των κυνοκεφάλων, γης δε των ανθρω

ποφάγων('of the race of the dog-headed'), wit

nessed the martyrdom of Christians during 

the persecutions by Decius (250), espoused 

Christianity and was baptised in Antioch, tak

ing the name Christopher, πιστός τω φρονή-

ματι καί αεί τα λόγια μελετών του Θεού 

('Faithful in spirit and always studying the word 

of God'). He then steadfastly endured his mar

tyrdom and was in the end beheaded.2 

The Kynokephaloi are described as mythical 

monsters living in India, with a human body 

and a dog's head, along with the Skiapodes (a 

race that used its one, huge foot as a sun

shade) and the Sternophthalmoi (a race with 

eyes in their chests), in the works of Ktesias 

and Megasthenes in the 4th c. BC, from which, 

probably, they passed into Pliny's Natural 

History {AD 77), and thence into medieval litera

ture. At the same time, the dissemination of the 

Alexander legend created a literary and visual 

tradition of hybrid creatures encountered by 

Alexander the Great in India3 In Orthodox 

iconography, mythical monstrous creatures 

were depicted in mural painting from the 14th 

century onwards, in representations of the 

Lauds, and also in the miniatures in the Serb 

Psaltery of Munich at about the same period. 

From the second half of the 16th century, how

ever, the subject was very widely found in the 

painting of churches in mainland Greece4 and 

continued to be depicted in wall-paintings 

down to the late 18th and early 19th century.5 

The representation of Kynokephaloi as saints, 

particularly as Saint Christopher in portable 

icons, which bring to mind depictions of the 

Egyptian god Anubis, is found in Post-By

zantine painting in a series of works, mainly 

from Kappadokia and Cyprus, though also 

from Russia6 It may be noted that in Byzantine 

painting, Saint Christopher is depicted as a 

handsome youth wearing a warrior's uniform in 

the type of the military saints,7 whereas in Post-

Byzantine painting he is often also rendered in 

the type of the giant carrying Christ on his 

shoulders,8 in accordance with the model of 

the saint formulated in western painting, who 

became patron saint of travellers and, in the 

modern age, of car-drivers9 

In Post-Byzantine icons of the Kynokephalos 

saint, who usually wears the uniform of a 

Roman soldier, his fierce, ugly face, invariably 

depicted in profile, is usually emphasised. In 

the present icon, dating from the early 19th cen

tury, the painter's intent, and his westernising 

manner, which favoured gentle colours and 

soft, sweet faces, helped to soften the features 

of the monstrous figure of a savage being un

able to speak, and also to render an expres

sion of goodness and endurance in the figure 

of the soldier Christ with his dog's head^ 

Unpublished 

1. See Chatzinikolaou 1957, 228. 

2. Op. cit., 227-228. 

3. See Tourta 2003, with bibliography. 

4. Tourta 1991,131-134 and Tourta 2003, with bibliography. 

5. Chotzakoglou 2003, figs. 42-59. 

6. Chatzinikolaou 1957. Xyngopoulos 1977-79. Bock 1997. 

Chotzakoglou 2003. 

7. Chatzinikolaou 1957, 227. 

8. As in a wall-painting by Theophanis in the Anapafsas 

Monastery at Meteora in 1527. See Chatzidakis 1969-70, 

fig. 109. 

9. Masseron 1933. 

10. See Chatzinikolaou 1957, 225. 





70. Saint Vlasios 

40 χ 29.5 χ 2 cm. 

Inv. no. IN 6981 

Provenance: Church of Saint Vlasios. VIorë 

Date: 1833 

Painter Theophilos the monk from Mount Athos 

In 1833, at a time when church-painting and 

engraving workshops were flourishing on the 

Holy Mountain of Athos, donors from Vlorë 

commissioned this icon of Saint Vlasios for 

the church named after him in their town, from 

the painter and monk Theophilos. According 

to the inscription: Αυτή ή αγία είκών του αγίου 

Ιερομάρτυρος Βλασίου Έχαράχθη Δια συνδρο

μής των τιμιότατων Κ(υρί)ων Κωνσταντίνου / τζί-

κα κ(αί) άθανασίου Καλόγερου των εξ αβλόνος 

Δια χειρός Θεοφίλου μ(ο)ν(α)χ(οϋ) Έν τω άγιω-

νύμω "Ορος του Άθω Έν έτος 1833 φ(ε)βρ-

(ουα)ρ(ίου) (this holy icon of the saint and holy 

martyr Vlasios was engraved through the con

tribution of the most honourable Masters Kon-

stantinos Tzikas and Athanasios Kaloyeros 

from Vlorë, by the hand of Theophilos, monk 

in the Holy Mountain of Athos in the year 1833, 

February'). 

Ο ΑΓΙΟΣ BAACIOC ('Saint Vlasios'), bishop of 

Sebasteia. an old man with a pointed beard, 

who is particularly venerated in areas of Ma

cedonia, Epiros and the Balkans in general, is 

depicted with naturalistically rendered facial 

features, seated on a baroque gold throne, 

wearing luxurious vestments and a prelate's 

mitre, and holding a closed gospel book in 

his hands. 

The word engraved' in the inscription on the 

icon attests to its model having been an en

graving. A later engraving of Saint Vlasios, exe

cuted in the year 1866, by one loannis, proba

bly bannis Kaldis from Lesbos,1 bears a strik

ing similarity to the present icon, and the two 

are presumably based on a shared model. 

The distinctly decorative tendency and the 

baroque features of the throne, together with 

an academic coldness in the execution of 

the icon, are associated with the work of the 

successors to the painters from Galatista in 

Chalkidiki, who maintained a workshop on 

Mount Athos2 

It is not known whether Theophilos, the monk 

from Mount Athos who signs the icon, was 

himself the engraver, like several painters of 

the period. He did belong, however, to a large 

number of painters from Mount Athos3 whose 

works travelled to the entire Balkans and 

Russia in the 19th century. 

Unpublished 

1. Papastratou 1986. no 204. 

2. See, for example, the icon of Saint Spyridon from the 

Vatopedi Monastery, dating from 1866 (Papangelos 1996, 

fig. 266. Tsigaridas 2002, 324-325). 

3. See lliou 1999. 



71. All Saints 

47x36 χ 2 cm. 

Inv. no. IN 4838 

Provenance: Unknown 

Date: 1834 

This icon with the band of All Saints and the 

date 1834 at the bottom has suffered consid

erable damage and loss of the painted sur

face at the edges. 

The meaning of the representation, which is 

excerpted from the Last Judgement and de

picts the Deisis, the choirs of the saints, and 

Paradise, lies in the mediation of the saints 

for the salvation of the faithful. 

In the present icon, the άναρχος πατήρ ('inter

nal father') blesses, and the Virgin, Saint John 

the Baptist and six winged angels in clouds, 

pray to the enthroned Christ, who holds an 

open gospel book with the inscription: Έγώ 

ειμί TO φως τον κόσμου (1 am the light of the 

world'). Next are two semicircles with figures 

of women and men saints, and monks and 

hermits. In the central zone of the icon is the 

band of Christian patriarchs, saints, hierarchs 

and apostles. Between the apostle Peter, who 

holds large keys in his hands, and a hierarch 

with a gospel book, is a depiction of a small 

band of figures of the blessed in Paradise, 

dressed in white. 

The iconography and style of the icon, the 

composition, the light-coloured faces, the vivid 

colours, the garments, and also the crowns 

worn by the saints directly recall western paint

ing models that were incorporated into the aes

thetic preferences of Orthodox Christians in 

the 19th century. 

Unpublished 



72. Saints Kosmas and Damian with 

a view of Rénove (side 1) 

The Holy Mountain of Athos (side 2) 

37x27x 2.7 cm. 
Inv. no. IN 6248 
Provenance: Church of Saint Nicholas, village of 
Rehovë, Erseke 
Date: 1899 
Painters: Georgios and bannis, monks of 
Mount Athos 

In this very meticulous, luxurious icon from 

the church of Saint Nicholas at Rehovë, Saints 

Kosmas and Damian are depicted in a gold 

arched, gem-studded, delicately worked bor

der supported on columns, and projected 

against the gold background of the icon. The 

saints are blessed by Christ from the clouds, 

while at the bottom, in front of low hills, is a 

representation of a view of Rehovë, the birth

place of the painters and donors of the icon. 

An inscription in "printed letters" on an unfold

ed scroll informs us that Ή παρούσα είκών 

των 'Αγίων Αναργύρων έζωγραφήσθη δια 

χειρών των αύταδέλφων, κ(αί) 'Αγιογράφων / 

Γεωργίου Μοναχού, κ(αί) Ιωάννου Δημητρίου 

Ραχωβιτών, κ(άι) άφιερώθη παρ αυτών εν τω / 

πανσέπτω Ναώ του Αγ. Νικολάου ε'ις το χω

ρίον αυτών Ράχωβα εις μνημόσυνον αυτών. 

('the present icon was painted by the hands 

of the brothers and church painters / Georgios 

the monk and bannis son of Dimitrios, both of 

Rachova, and was dedicated by them in the 

most venerable church of Saint Nicholas in 

their village, Rachova, in their memory'). 

The healing saints, full-length and frontal and 

wearing full-length chitons with gold hems 

and luxurious himatia and with delicately 

worked gold haloes, hold the boxes contain

ing their medicines. The rendering of the fig

ures, with their sweet features, the treatment 

of the delicately executed garments, the neo

classical frame with the emphasis on gold, 

and the light, bright colours, all recall western-

style and Russian-style painting trends on 

Mount Athos in the 19th century. Their models 

were engravings and coloured lithographs of 

neo-Russian art from the monasteries of 

Saint Panteleemon and Zographou which cir

culated widely amongst the Athonite painters 

of the period.1 

The icon is completed by two interesting, 

original representations. In a natural setting 

rendered in shades of green, in which is the 

inscription: Έν Άγίω "Ορει "Αθω 1899. Ιου

νίου 26 ('On the Holy Mount Athos 1899. Ju

ne 26'), is depicted TO Σχολεϊον, ή 'Εκκλησία, 

το Σπήτι της Τσήλιως ('the School, the Church, 

the House of Tsilio') and other single- and 

two-storey buildings of Rehovë, which lies to 

the east of Erseke in the foothills of Gram-

mos. Priests and laymen stroll between the 

fine stone school building, with its archways, 

and the aisleless basilica with its wooden 

bel I-tower. In the two-storey house of "Tsilio" 

can be seen the aristocratic entrance and 

the wooden balcony railings. According to 

information supplied by residents of the vil

lage, the house belonged to the painters and 

Tsilio was their mother. On the back of the 

icon, which has the inscription: To "Αγιον 

"Ορος Toü αθωνος (The Holy Mountain of 

Athos') and the date 1899 beneath a cross, is 

depicted a naturalistic landscape with two 

large yachts, small boats and hillocks on the 

land, with little churches and monks felling 

trees for timber. The simple, picturesque rep

resentation is rendered with great expressivi

ty and painterly freedom. This iconography, 

with emphasis on the rendering of the natu

ral setting and the buildings, in the spirit of 

folk painting, derives from engravings and 

portable icons of the second half of the 18th 

century, which transmitted influences from 

western art to the religious painting of the 

1. The school at Rehovë today. 2. The present church at Rehovë. 
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Orthodox east of the 19th century2 The 

manner in which the houses, the church, and 

also the seascape are rendered in this icon 

recalls views, mainly of Mount Athos, in en

gravings3 and portable icons4 of the same 

period. It was the prevailing practice in the 

19th century to embellish religious subjects 

with depictions of landscapes, towns, mo

nasteries and villages, in a conscious effort 

to capture reality, accompanied by explana

tory comments, like the ones accompanying 

the buildings of the village in the present 

icon, which are testimony to memory and 

everyday reality.5 In this particular icon, the 

two brothers, church-painters and monks of 

Mount Athos, according to the testimony of 

the modern inhabitants of Rehovë, broke 

new ground by depicting their mother's 

house along with the church and the school, 

and dedicated the icon in the village church, 

from where it was transferred to the Korcë 

Museum. 

The western elements of their art, the naturalis

tic rendering, with influences from engravings, 

and the meticulous decoration, are typical of 

the painting and goldsmith's workshops that 

flourished on Mount Athos throughout the 

19th century6 

Unpublished 

1. Miliatzidou-loannou 1998. 

2. Tsigaridas 2002, 326. 

3. Papastratou 1986, 385ff. Simonopetritis 1999. 

4. See Θησαυροί του Αγίου Όρους 1997, no. 4.14, no. 2.109. 

5. See Papadopoulos 1999. 

6. See also cat. no. 70. 
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