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Cultural Interactions in Cyprus 1191-
1571: Byzantine and ltalian Art

IoANNIS A. ELIADES
University of Cyprus

Me Ty xazdxryoy tys Kémpov and tov oravpopdpo Prydpdo rov Asovtéxapdo o 1191 xau
Ty eyxardoracy Tyg Svvagrelas Twy Qpdyxwy Adovmidy xeu Ty Aetivixhs Exxdyates, n
OpS36doby Exsdyain yia va emPrioel, vroypeasdyxe oe vmorayy arov Ildme (1260 - Bulla
Cypria). H téyvy ty¢ Kdmpo, amopovwuévy and rov Bulavrivd xopud, emavalaufdver typy
TEYVOTPOTILL TG KOUVIVELLS TEYVIS THG TPOYYOUUEVYS TEEpLddov g€ vTepfBorixd amAomoluévy
wop@y. Emippoés téoo and mpbopuyes (wypdpovs and Ty Zvple xar Ty [adewstivy, doo xat
and Avtixods, wov ewgpéovy aTy ‘uzyoclo’wya'o UE TO TTPATO TWY TTAVPOPIPWY, otvovy oY
téyvy g Kimpov éva diaitepo bpog yvwotd wg «maniera Cypria>. 1o tomxd xvmprad
epyaaTifpia eToyudlovy el mapaywy axdvawy yia tovs mpoaxvvytés Twy Ayiwy Témwy. H
Bolavrivij reyvorporia uerapéperar ora vrélotma ueyda xévrpe Ty péons Avarolijs xeu Tov
Zwd oy Iredin and Avtixods xalduréyves, ot omolor éyovy epyaatel oe xvmpiaxd epyactipia.
Or emdpdaeig oryy Téyvy elvau aporPales, dmwg diapaiverar and To SvTixnd etxovoypapixd Tmo
¢ Havaying Xxénns wov eupavilerar oy Kimpo. Ov dvtinés emidpdaers xard tov 140
audhva xau uéypt vo 1453 oty éyvy Ty Kimpov elvau eddyiores xau dbaxoda agopotsvovra.
Zra péon Tov 15 awdve Obo aquavtind yeyovéte, 5 vvodog Ty DPAwpevring Tov 1439
yia Ty vy Twv Exsdnady xeu g dpily mpoapdywy and tyy 1oy uerd mpy Adway ¢
Kwvoravrvosmolys to 1453 cvvérervay aryy avavéway Ty Bulavrvis Lwypagucis g
Kimpov, Ty omolag apyiler n uerafolavtivij pdoy pe Ty mapeloppuay oe Sha e pvyuein
Svtixayy emipposdy. IloMol Kimpror {wypdgpor epydlovrar oryy Beveria xar épyovrar o¢ enap
e T téyvy T Avatydvvyans. Xy téyvy tyg Kdmpov apyllovy va diapaivovras deidd-Oeild
ot dbo TeyvoTpomINéG TATELS TIOU Yot Kvprapyhoovy xatd Ty Odpxeie Ty Beveroxpartias: y
amoxadotuevy Kvmpias ayolsf, y omole eéedivoerar wapdMyde ue iy Kpyrixaf Zyoli Adyw
¢ mapovatas mporpdywy {wypdpwy amd Ty Kwveravrivodmoly xar ara ddo vyoud, xar y
exdextil) Tday oy Téyvy ) Aeyduevy <wtadofvlavrivii> teyvotpormia. H xahepwuévy
0pYddoby eixovoypapin avavewvera xat sumdovtilerar ue véa Suate wov Tpodpyovral amd THY
el Téyvy. H yviay Ty itadifs Avayévvyans xeu twy emrevyudtwy Tyg ex pépovs Twy
xaMuteyvey, mpémer va Sewpeitar dedouévy, apod oTe épye Tovs TapovardleTa wie TVVELdyTY)
TPOTTAIELL YieL 0pST) TIPOOTTIXT) Kett ATT600TY TG TPITHG OLATTRTNG Xatl TOV Sy X0V TwY UOPPWY
xau Ty xTHpiRY.
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HISTORIOGRAPHY

The historiography of Frankish and Venetian rule in Cyprus (1191-1571) is perme-
ated with the ideological approaches of foreign historians. The British archacological
authorities of the Cypriot colony (1878-1960) and the Anglo-Saxon school promoted
the British colonial policy of the political integration of the Cypriots through scientific
conclusions presenting the island as a no-man’s land. Cyprus was viewed as a neutral
country with a multicultural character at the crossroads of the Eastern Mediterranean,
lacking cultural contact with its neighbour countries — especially Greece in ancient
times and Byzantium in the medieval period’. The French School, on the other hand,
through the work of historians like Mas Latrie and art historians like Camille Enlart
in the 19th century, presented the Frankish and Venetian rule as the glorious period of
Cyprus. Their history was obviously not objective since they did not take into consid-
eration the population of the island which was dominated by foreign rulers. Nowadays
some historians and art historians, including Demetrios Triantaphyllopoulos, Nikos
Gkioles, Charalampos Chotzakoglou, Benediktos Egglezakis and Athanassios Papa-
georgiou have undertaken the difficult task of revaluating the history of this period
taking into consideration the local population.

PRELIMINARY ITALIAN CONTACT WITH CYPRUS

Cyprus was one of the most important ports of the Byzantine Empire, and became even
more significant for the control of the Eastern Mediterranean after the conquest of Asia
Minor by the Seljuk Turks following the fall of Manzikert in 1071. Italians had estab-
lished very close ties with Byzantium and the East (Levante) since the 11th century. The
emerging onshore towns in Italy, such as Venice, Pisa, Amalfi and Genoa, had already
established districts in the heart of Constantinople for the residence of their traders
and their ships were freely circulating in the ports of the Empire®. With a Golden Bull
(a Byzantine imperial document bearing the Emperor’s golden seal [bulla]) accorded to
the Venetians in 1082 by Alexius I Comnenus, they had the right to trade throughout
the Empire’. Their right to approach Cyprus, though, was granted only in 1126 with
another Golden Bull issued by Ioannis II Comnenus and the accordance of trade rights
was extended to cover Cyprus, with the Golden Bull of Manuel I Comnenus in 1148%
Byzantine officials administered the island in the 12th century, and thanks to this, high
quality Byzantine art of the Comnenian era was channelled to the island. Monasteries
and churches like Trikomo (1105/6), St. Neophytos (1183) and Arakas (1192) were
erected and painted by Constantinopolitan painters who were attracted though grants
from high-ranking Byzantine officials’.

THE 13TH CENTURY

After the conquest of Cyprus by the Crusader Richard the Lionheart in 1191, and the
establishment of the Frankish dynasty of the Lusignans and of the Roman Catholic
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Fig. 1
Cultural interaction in Byzantine and Italian art in Cypriot painting.

Church, the local Orthodox Church, fearing for its survival, was forced to be subject
to the Pope in 1260 with the Bulla Cypria®. For the local population, the domination
of the Franks and the severing of political ties with Byzantium meant subjugation to
the feudal system of the West. Concurrently, in the ecclesiastical sector, the Catholic
Church sequestered the property of the Orthodox, limited the number of Orthodox
episcopal sees, and replaced the Orthodox archbishop with a Catholic one.

Cypriot painting, totally cut off from Byzantium due to the simultaneous conquest
of Constantinople by the Crusaders in 1204, repeated the style of Comnenean art of
the previous era, but in an exaggerated, oversimplified manner’. It was exposed to the
influences of refugee painters from Syria and Palestine and also Latin painters, who
swarmed to the island with the crusader army, especially after the fall of the crusader
states in Syria and Palestine (fall of Acre 1291), thus developing an individual style
known as ‘maniera Cypria®. This built upon the cosmopolitan environment of the 13th
century in the secondary points of the composition from the iconography of either the
East, as in the icon of St. Jacob the Persian’ from the Church of St. Kassianos in Ni-
cosia, today at the Byzantine Museum of the Archbishop Makarios III Foundation in
Nicosia (hereafter BMAMEF), or the West, as in, for example, the icon of the Descent of
Christ into Hades from the Lambadistis Monastery (BMAMF)*.

An important innovation with regard to iconography was the style of relief decora-
tions developed in the West for the decoration of wooden sculptures. This was applied
initially by western artists in order to replace the expensive metallic overlays. This was
a borrowing that, after being shaped in the Cypriot environment, spread initially in
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Southern Italy and then to the rest of Western Europe'’. Subjects that could be seen
in Cyprus could also be seen in similar works in Italy. Examples include: the twirling
floral plaits of the halos, for example the icon of the Apostle Paul from the Church of
Our Lady Chrysaliniotissa (BMAMEF) and the Enthroned Mother of God holding the
Christ Child (1347) by Bernardo di Daddo at the Orsanmichele chapel in Florence;
and the grid bearing cross patterns which usually decorate Cypriot icons, for example,
the icon of the Virgin Mary holding the Christ Child from the Church of Our Lady
Chrysaliniotissa, (BMAMF), the icon of St. Dominic with scenes from his life from the
Church of St. Peter in Naples (late 13th century), and the relief icon of the Mother of
God Enthroned (early 13th century) at the Museo dell'Opera del Duomo in Siena'.

The frescos in the Church of Our Lady of Moutoulas (1280) are a prime example of the
reverberation of crusader art in the Mediterranean, manifesting western iconographic
elements such as the chain-mail armour of St. Christopher or the western-style shoes
worn by the Hebrews in the scene of the Entry to Jerusalem (Faioforos)". Platytera
(Virgin Orans), as portrayed in one-quarter of the arch of this temple, with a round
face, eyebrows joining, and visible neck-muscles, can be related to similar frescos in the
crypt of San Vito at Gravina'%, Puglia (southern Italy), the so-called crusader icons of
Sinai®’, and can also be seen in 13th-century Cypriot icons, such as the icon of St. Ma-
rina from the Church of the same name at Kalopanagiotis (BMAMF)'.

The Frankish kingdom of Cyprus, with its rich Byzantine legacy and the security pro-
vided as a result of being surrounded by sea (as opposed to other crusader states which

Fig. 2
Crucifixion from the church of St Luke in Nicosia (left) and the church of St Domenico Maggiore in
Naples (right).
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were under constant threat from the Arabs), quite naturally became a refuge for the
clergy, as well as an important cultural centre where local Cypriot workshops mass-
produced icons for the pilgrims to the Holy Land"".

The large icons of St. Nicolas of the Roof with scenes from the saint’s life from the Church
of the same name at Kakopetria and of the Virgin Mary Enthroned with scenes from the
Church of St. Kassianos (both at BMAMF) bear witness to the existence of workshops
in Cyprus that catered for both the Orthodox and the Catholics™®. The icons exhibit the
same technique and style and show few differentiations with respect to the iconography
and the inscriptions (in the first they are in Greek, while in the second they are in Latin). It
emerged that one of the principal channels through which the Byzantine style had spread
to the West was the western artists who worked in Cypriot workshops, carrying the new
style from Cyprus and the other major centres in the Middle East and Sinai, to Italy. This is
demonstrated by the example of the crypt of San Vito in Gravina of Puglia.

Three 13th-century icons showing the Mother of God holding the Christ Child in Italy
(in the Cathedral of Monopoli, in the monastery of St. Nile in Grottaferrata and in
the Metropolitan Church of Andria) are considered to be of Cypriot origin' (Fig. 3).
Cypriot iconographic style strongly influenced the painting of Southern Italy during
the 13th century®. In the catalogue of icons of probable Cypriot origin or, at least,
Cypriot standards, we might add the Madonna della Fonte in Trani, the Madonna at
Santa Maria de Latinis in Palermo, the Madonna Sotto gli Organi at Pisa, the Virgin
Mary holding the Christ Child of Santa Maria a Piazza in Aversa, the Madonna of San
Michele in Borgo in Pisa, the Crucifixion at St. Dominico Maggiore in Napoles (Fig.
2) and others®". The similarity and relation of Cypriot icons to icons produced in Tus-
cany or Southern Italy creates problems with respect to the origin congruence of many
unsigned works including the icons of the Virgin Mary Enthroned belonging to the

Fig. 3

13th-century ltalian icons of the Mother of God holding the Christ Child (in the Metropolitan Church of
Andria, the Cathedral of Monopoli and the monastery of St. Nile in Grottaferrata) are considered to be
of Cypriot origin. On the left side the Cypriot icon from the church of Our Lady Asinou.
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Kahn and Mellon Collection, which were recently attributed to a Cypriot workshop?.
The iconographic type of the Mother of God Kykkotissa is of exclusively Cypriot ori-
gin, a type that spread to Italy during this period, as is witnessed by a series of icons at
Velletri, Viterbo, Piazza Armerina in Sicily and elsewhere”. The influences in art seem
to be mutual, as is exhibited in the fresco of the Madonna del Manto, dated 1332/3, in
the narthex of the Church of Our Lady Asinou which seems to share a common icono-
graphic standard with the Mother of God of the Franciscans by Duccio® (Fig. 4).

THE 147TH CENTURY

During the 14th century, contact with Constantinople increased and the influence of
Paleologean art becomes apparent in Cypriot painting. This can be seen in the icons
from the Church of Our Lady Chrysaliniotissa: the Christ with Angels and benefac-
tors, dated 1356, the Saint Peter, and the Archangel Michael, dated 14th century (all
of them now at BMAMEF), which are characterised by a harmonious combination of
vibrant colours, the shaping of the faces with gradually diminishing tones, the effort to
render the volumes and the soft shaping of the folds and creases in the clothing®. To-
wards the end of the 14th century and during the 15th century, the colouring gradually
became more vibrant, mainly due to the use of white. The use of linear make-up became
standard, as can be seen in the icon of the Archangel from the Church of Our Lady
Faneromeni in Nicosia (BMAMF)*. Western influences in the frescos during the 14th
century and up until 1453 were minimal and very difficult to assimilate in Cypriot art®.
The frescos of the Lusignan Royal Chapel at Pyrga, dated 1421, aside from the French
inscriptions, retained the Paleologan style?®. Heaver influences seem to be exhibited
by portable icons. This can be seen in the case of the Virgin Mary Holding the Christ
Child Enthroned from the Church of Our Lady Chrysaliniotissa (BMAMF) which is
dated to the 15th century and follows the respective iconographic type of the circle of
Cimabue in Galleria Sabauda in Turin with a throne similar to that of the Mother of
God Enthroned of Cimabue at S. Maria dei Servi in Bologna® (Fig. 5). Christ’s posture
as He stands in His Mother’s arms can be seen in the fresco of the Mother of God En-
throned Holding the Christ Child between Saints John Prodromos and Theologian by

Vanni di Pistoia and Nuccaro at the Opera del Duomo in Pisa™.

THE 15TH CENTURY

In the middle of the 15th century two significant events — the Ferrara-Florence Synod
of 1439 for the Unification of the Churches and the arrival of refugees from Constan-
tinople, following its Fall in 1453 — contributed to the renewal of Byzantine painting
in Cyprus, whose post-Byzantine phase commenced with the infiltration of all monu-
ments by western styles”’. The Fall of Constantinople to the Ottoman Turks in 1453
dealt Hellenism a severe blow. The focus and rallying point in so many ways, not only
for the Greeks but also for the Orthodox Christian communities of the Balkans, East-
ern Europe and the Eastern Mediterranean, was lost, even at a symbolic level. In 1489,
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Fig. 4
Madonna del Manto, dated 1332/3, in the narthex of the Church of Our Lady Asinou which seems to
share a common iconographic standard with the Mother of God of the Franciscans by Duccio.

when the last Lusignan Queen, the Venetian Caterina Cornaro, abdicated in favour of
the Serenissima Republic, Cyprus passed under Venetian rule. This period saw a greater
mobility between the dominant nobles and the locals, resulting in the creation of a
composite, mixed milieu, with plebeians (plebe, popolari), burgers-citizens (cittadini),
and local and foreign nobles (nobilta). The superior civilisation of Venice, which had
insinuated itself much earlier in the Renaissance, provoked osmosis. Syncretism in art
resulted in the ‘Cypriot Renaissance’ of the Venetian period (1489-1571). Many Cyp-
riot painters worked in Venice and were exposed to Renaissance art. Slowly and timidly,
the two stylistic movements that would dominate Cyprus during Venetian Rule begin
to emerge. These were the so-called Cypriot School, which evolved parallel to the Cre-
tan School due to the presence of refugees from Constantinople in both islands, and
the selective tendency in art — the so-called ‘Ttalian-Byzantine’ style®. They refer to
capable painters, who could easily combine both styles: the Byzantine (a//a greca) and
the Italian or ‘Ttalian-Byzantine’ (a//’italiana). The two movements were differentiated

with respect to the degree that they had assimilated western influences™.

THE CyPRIOT ScHooL

Filippos Goul and Symeon A(f)ksentis were classic representatives of the Cypriot
School**. Cypriot painting, while adhering to the Paleologean style, innovated by im-
porting single iconographic elements of 14th-century Italian art, especially apparent
in the secondary elements of the icon. A characteristic manifestation can be found at
the Church of Antifonitis in Kalogrea, where the elliptical depiction of the opalescent
glory of Christ in the scene of the Last Judgment and also the depiction of Satan in hell,

Culture, Rhetoric and Religion
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are elements which are almost identical to Giotto’s corresponding fresco at the Chapel
of Scrovegni in Padua® (Fig. 6). Architectural structures usually appear gothic with a
similar conception of space as that shown in western works, for example in the case of
the icon of the Birth of the Mother of God from Klonari, where the depth of the scene
is composed with respect to three sides and a tendency for transverse perspective®, or
the frescos of the Denial of Peter at the Church of Our Lady at Galata, or the Birth of
the Mother of God at the Church of Antifonitis in Kalogrea®. An innovation of Cyp-
riot painting was the resonant attempt of the artists to apply western perspectives (the
creation of ‘box-shaped’ space) in order to depict in three-dimensions the indoor spaces
of buildings, as in the narthex of Lambadistis*® (Fig. 7).

ITALO-BYZANTINE PAINTING

The other movement, the ‘Italian-Byzantine style”, was characterised by a more detailed
design and a perfect iconographical system. It is distinguished by its liveliness and free-
dom provided by the use of new conjectural types. A great number of frescos were cre-
ated in this style by different workshops which can be distinguished by the quality of

the art produced, but also with respect to the import of overtly western elements.

Under Venetian rule, the worship of the Mother of God intensified with the depiction
of three verses of the Akathistos Hymn. This was a hymn of 24 verses (oikoi) sung, all
standing, on the Saturday of the fifth week in Lent, in honour of the Virgin Mary™.
Two of the depictions were in the Italian-Byzantine style (the Latin Chapel of the Lam-
badistis Monastery and the Church of the Holy Cross at Parekklisia, where Oikoi 6
and 10 have been identified), and the other (at St. Neophytos Monastery) was by the
Cypriot ‘School’ with intense western elements, such as the depiction of the Mother of
God on her knees with her hands crossed at the scene of the Annunciation®. The com-
position of the Root of Jesse, as well as the iconographic theme of Above the Prophets,
can be placed in the context of this effusion of the Marian cycle, which reached its peak
with the depiction of the Crowning of the Mother of God at the Church of Our Lady
Chrysopantanassa in Paleochori*!. The subject was overtly western, which we must as-
sume is probably connected to the Latin commissioner of the fresco.

The traditional Orthodox iconography was renewed and enhanced with new subjects
that originated in Italian art*’. Those who painted these works certainly had knowledge
of the Italian Renaissance and of its artistic achievements, since these frescos echo a con-
scious attempt by the artists correctly to depict perspective and the third dimension, both
with respect to the volume of the figures and of the buildings. The composition of space
and the use of perspective is connected to the so-called ‘first Renaissance’ of Masaccio
and Beato Angelico, as in the icon of the Communion of the Apostles from the Church
of Our Lady Chrysaliniotissa (BMAMF)* and the fresco of the 18th Oikos of the Aka-
thistos Hymn at the Latin Chapel of the Monastery of St. John Lambadistis (Fig. 7).
Among the novel subjects imported during this period was the depiction of St. Anna
with the Mother of God holding the Christ Child*. This can be seen, for example, in the
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Fig. 5
Virgin Mary Enthroned, from the church of Our Lady Chrisaliniotissa, Nicosia (middle), Madonna at
Novoli (left), Madonna in the Galleria Sabauda, Turin (right).

Fig. 6
Last Judgement fresco in the Church of Antifonitis in Kalogrea (before the destruction) left, corresponds
to Giotto's fresco at the Chapel of Scrovegni in Padua (right).
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fresco from the Church of St. George Exorinos in Ammochostos, the depictions of the
Virtues (Justice, Love, Faith, Charity, and others) both at Chrysopantanassa at Paleo-
chori and the Church of Our Lady at Choulou®. Italian prototypes were also followed at
the Latin Chapel of the Monastery of Lambadistis at Kalopanagiotis, dated around 1500,
for the scene of the Hospitality of Abram, and the Birth of Christ in the 8th Oikos*.
This can also be seen in a later engraving from 1555, which reproduced a common, older
prototype, unidentified until today. Similar engravings were also utilised by the painter
of the church of St. John the Baptist at Askas village for the scene of the Apotome of the
Skull of the Saint?. Other imported subjects besides the western Man of Sorrows, which
shows Christ standing dead in front of His sarcophagus®, included the depictions of the
so-called western-type Resurrection with Christ Rising from the grave holding a banner,
labarum™® or the Pieta®, as in the icon from Pera Chorio of Cyprus (BMAMF)*".

‘MADONNERI’

The portrayal of the Mother of God Holding the Christ Child was one of the most
popular subjects both in the East and West. Icons of the Mother of God were exported
from Cyprus at the end of the 13th century by the Crusaders and during Venetian rule
icons with depictions of the Virgin Mary as the western Madonna were also export-
ed. The icons of the Madonneri, Madre della Consolazione, Madre Misericordia and
Mater Lactans were very popular in Cyprus and were intended mainly for the Latin
Churches on the island and for private individuals®. They are works of art that exhibit
an intense presence of western iconographic elements and can be seen throughout the

Fig. 7

The composition of space and the use of perspective from the Italian Renaissance: Icon of the
Communion of the Apostles from the Church of Our Lady Chrysaliniotissa (left) and the fresco of the
18th stance of Akathistos Hymm at the Latin Chapel of the Monastery of Lambadistis (right).
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Greek-Orthodox region. The large number of such works in Cyprus cannot preclude
the existence of a Madonneri workshop on the island which produced and traded icons
and was one of the workshops founded in territories under the Venetian rule.

The looting and slaughter that followed the conquest of Cyprus by the Ottomans in
1571 forced many Cypriot artists to seek refuge in Venice™. These included artists
such as Ioannis Cypriot™, who painted the cupola and other parts of the Church of St.
George of the Greeks in Venice, a painter called Peter®® who, according to a document
held in the Venetian archives, was captured by the Turks with his family, and another

painter, Domenico the Cypriot, a member of the Greek Brotherhood of Venice®.

Unfortunately, after the Ottoman conquest of Cyprus, the established relations of Cypriot
iconography, which had persisted for many centuries, finally decayed during the 17th cen-
tury. However, the lessons of the Italian-Byzantine painting developed under Venetian rule
continued to influence post-Byzantine iconography in Cyprus, from Paul the Hierographer®”
in the 17th century until the School of St. Heraklidios in the 18th century. At the end of the
18th century, the arrival of the great Cretan painter Ioannis Kornaros, imported the baroque
and rococo, both completely alien to Byzantine painting™®.
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I1, Nicosia 1986, p. 562.

8 S. Runciman, 4 History of the Crusades, 111, Cambridge 1954, pp. 387-423; Mouriki, lcon Painting cit., p.
408.
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S. Sophocleous, O Avavyuos {wypdpog Tov aixovostastov Twv apywy Tov 160v awive oty Iovayle Kadois
TIedevdplov xau o mweplyvpds Tov [The anonymous painter of the Iconostasis of Virgin Mary Katholiki dated in the
beginning of the 16th century and its cycle], in Ipaxtixd tov Tpirov Kvmpodoyixod Zvvedpiov (Aevxwain, 16-20
Amnpidiov 1996), I, Nicosia 2001, pp. 134-35 dates it very eatly, in the 10th century.

For more on 13th-century Cyprus and its artistic production see A. Weyl Carr -L.J. Morocco, 4 Byzantine
Masterpiece Recovered, the Thirteenth-Century Murals of Lysi, Cyprus, Austin 1991, pp. 83-113; Papa-
georgiou, Bulavrivés Eixdveg cit., p. 46, no. 12.

Frinta M., Raised Gilded Adornment of the Cypriot Icons and the Occurance of the technique in the West, “Gesta’, XX/2,1981,
p-336.

Papageorgiou, Bulavrivés Enxdve cit., pp. 60-61; Papageorgiou, Erxdves cit., pp. 42, fig. 26; D. Talbot Rice,
Talbot Rice D., Cypriot Icons with plastic relief backgrounds, “Jahrbuch der Osterreichischen Byzantinistik’,
21,1972, p. 274, fig. 8; Papageorgiou, Bvlavrivés Erxdve cit., pp. 60-61; Papageorgiou, Euxdves, p. 42, fig 26;
Frinta, Gilded Adornment cit., pp. 337-43.

Mouriki, Moutoullas cit., pp. 206-213; A. - ]. Stylianou, The Painted Churches of Cyprus, Nicosia® 1997, pp.
323-330; Ch. Chotzakoglou, A7 tyv avysf twv mparwy ypiotiavindy Bacidixay ooy OSwuewi) qucélyyo,
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Papageorgiou, zoryoypaptar 130v ardvos cit., p. 206; Talbot Rice, backgrounds cit., pp. 269-284; Frinta, Gilded
Adornment cit., p. 336; Kalopissi-Verti, pwrostépavos cit., pp. 555-560; Frinta, Relief Decoration cit., p. 588;
N. Gkioles, Ot yypidwrés eixdvec rov Ouxovuevinod Hazpiapyeiov [Mosaic icons of the Ecumenical Patriarchy],
“AXAE’, XVII, 1993-94, pp. 61 fF

Weitzmann’s view (K. Weitzmann, Icon painting in the Crusader Kingdom, “Dumbarton Oaks Papers’, 20,
1966, pp. 691F) was recently doubted by R. Cormack, Crusader Art and Artistic Technique: Another look at
a painting of St George, “Bulavtveg edveg, Téyvn, Texvict keu texvohoyle, (M. Baothdxn emy.), Herakleion
2002, pp. 163-168, esp. pp. 165-167, since this particular icon uses oil and light-coloured models, employed
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Talbot Rice, backgrounds cit., pp. 272-273, fig. 5; Papageorgiou, Bu{avrivés Eixdve cit., p. 46, no. 11; Papa-
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Ibid., p. 431.
Ibid., pp. 426, 430; Frinta, Gilded Adornment cit., p. 337.

According to A. Weyl Carr, Byzantines and Italians on Cyprus: Images from Art, “Dumbarton Oaks Papers’,
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in the two centuries before 1453’; also p. 352 note 71.

E. Constantinides, Monumental Painting in Cyprus during the Venetian period, 1489-1570, in N. Patterson
Seveenko - C. Moss (eds.), Medieval Qyprus. Studies in Art, Architecture, and History in Memory of Doula
Mouriki, Princeton, 1999, pp. 263-284; Weyl Carr, Byzantines and Italians cit., pp. 353-56. For the Kyk-
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Zroyasuol y Ty fwif g eixdvag: H Edeodoe Tov Kixxov [Reflections about the life of an icon: Mother of God
Eleousa of Kykkos], “Emetnpida Kévrpov Meketow Iepdg povig Koxov”, VI, 2004, pp. 137-38.

This type is connected to the type of Vlachernitissa, see K.D. Kalokyris, H Ocordxog e1c Ty erxcovoypapiny
Ty Avarodis e Ty Aboews [Virgin Mary in the Iconography of the East and the West], Thessalonike
1972, pp. 71-73; D.D. Triantaphyllopoulos, MeAéze yie 7y perefvlavrvif {wypaguxs). Everoxpazoduevy xou
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wéyvy cit., pp. 1330-31; Weyl Carr, Funerary Icon cit., pp. 604 ff.

E. Carli, La pittura a Pisa. Dalle origini alla “Bella Maniera”, Pisa 1994, p. 24, fig. 61.

M. Garidis, La peinture Chypriote de la fin du XVe — debut du XVle siécle et sa place dans les tendances generales
de la Peinture Orthodoxe aprés la chute de Constantinople, in Hpaxtixd A’ AieSvois Kvapodoyixod Zvvedplov
(Aevxwain 14-19 Ampidiov 1969), Nicosia 1972, p. 28; Emmanuel, Lusignan cit., pp. 244-51.

Papageorgiou, Euxdveg cit., p. 107; Triantaphyllopoulos, zéyvy cit., p. 623, 1623; Christophoraki, 7¢yvy cit.,
pp- 95-96.

Triantaphyllopoulos, 7¢yvy cit., pp. 622-23.

Constantinides, Venetian cit., pp. 266-74.

Stylianou, The Painted Churches of Cyprus cit., p. 480, fig. 290; D.D. Triantaphyllopoulos, Beveriz xat Kimpoc.
Syérea tovs oy téyvy [Venice and Cyprus. Artistic relationships], “ITpaxticd Tov AteBvode Zvymoatiov
«Kdmpog-Bevetia, kowég ioTopucég Thyeg» (ABve. 1-3 Maptiov 2001)”, Venice 2002, pp. 323-24.
Triantaphyllopoulos, Beveriz xar Kémpos cit, p. 323, pl. 3.

Stylianou, The Painted Churches of Cyprus cit., p. 95, fig. 43, p. 485, fig. 293; Stylianou, H fv{avriv téyvy cit.,
pp. 1341, fig. 101.

D.D. Triantaphyllopulos, Die nachbyzantinische Wandmalerei auf Kerkyra und der anderen ionischen
Inseln (15.-18. Jabrbundert), 1, Miinchen 1985, p. 80, note 32. For the creation of ‘box-shaped’ space
(Kastenraum) see Triantaphyllopoulos, Beverie: Kémpog cit., p. 334; Stylianou, The Painted Churches of Cyprus
cit,, pp. 306-12.

We do not observe during Frankish rule any depictions of the Akathistos Hymn in Cyprus, possibly due
to its connection to the Quietism Movement, see Triantaphyllopoulos, opduara, p. 406, note 87, including
relevant bibliography.

S. Frigerio-Zeniou, Notes sur trois Eglises de la fin du 16¢ — début du 17e siécle 4 Chypre, “Kvmpraca
Zmovdal’, vols. 64-65, 2003, p. 353 and note 7; Christophoraki, 7éyvy cit., p. 94.
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Stylianou, H Bu{avrivij téyvy cit., p. 1342; for the western tradition of this subject see G. Schiller, Tkonogra-
phie der christlichen Kunst, 4/2: Maria, Giiterloch 1980, pp. 114 ff.; Triantaphyllopoulos, Mzdéz cit., pp.
263-265; E. Constantinides, Observations on the Iconography and Style of the Mural Painting in the Chur-
ch of the Panagia Chrysopantanassa, Palaichori, Cyprus, in Ipaxtixd tov Tpirov Kvmpoloyixod Xvvedpiov
(Aevxwate, 16-20 Ampidiov 1996), 11, Nicosia 2001, p. 185, fig. 17.

According to Sophocleous, Avavyuog cit., pp. 457-62, the standards of the ‘Ttalian-Byzantine” artist of Pelen-
dri originate from the Italian painting of the 14th century and more specifically from Tuscany.

P. De Vecchi - E. Cerchiari, Arte nel Tempo, vol. 2/1, Milan 1996, pp. 63-74; S. Frascione, Beato Angelico,
Rome 1980; 1. Eliades, H Kowwviz twv Amostélwy’ oe wa xompias) éixdve xar y cixovoypapuxi eihép tg,
“Onoavplopate’, 2005, 35, pp. 145-73.

See G. Schiller, Tkonographie der christlichen Kunst, 4/2: Maria, Giiterloch 1980, pp. 157 ff.

C.Enlart, Gothic Art and the Renaissance in Cyprus, edited and traslated by Hunt D., London 1987, p. 284;
see Triantaphyllopulos, Wandmalerei cit., pp. 104-105; Triantaphyllopoulos, MeAéze cit., p. 133; G. Schiller,
Tkonographie der christlichen Kunst, 4/1: Die Kirche, Giiterloh 19822, pp. 117 ff;; O’Reiley 1988.

Stylianou, Painted Churches cit., pp. 312-320, Chr. Hadjichristodoulou, Jepd Movij Ayiov Twdvvy Aepmediors,
Larnaka 2000, p. 6; Constantinides, Venetian cit., pp. 280-84, believes that it is the same artist who painted
Podithou in 1502 and dates the Latin Chapel to the first decade of 1500. Frigerio-Zeniou, Art Italo-byzantin
cit., pp. 201-02 suggested that we date this monument and that of Podithou between 1555 and 1571, a view
that was not accepted by other scholars: Triantaphyllopoulos, Beveriz Kizpog cit., p. 321 note 25 and p. 329
note 53; Frigerio-Zeniou, Art Italo-byzantin cit., pl. 190-194; Frigerio-Zeniou, Fresques cit., pp. 441-45, pl.
3-4; Frigerio-Zeniou, Fresques cit., pp. 441-45, pl. 1-2.

Frigerio-Zeniou, Observations cit., pp. 199-215, pl. 9-10.
Triantaphyllopoulos, Beveria Kimpog cit., p. 324.

Symeon Aksentis portrays St. Sozomenos in Galata, the western Resurrection and the Byzantine Descent
to Hades in side by side, as if in temporal sequence. See Triantaphyllopulos, Wandmalerei cit., pp. 237
Triantaphyllopoulos, Medére cit., pp. 50, 134, 154, 171, 2014, 261 ff.

For the subject of Pietd in post-Byzantine painting see Triantaphyllopoulos, Medéres cit., pp. 79 ff, 121, 171;
Triantaphyllopoulos, Beveriz Kompos cit., pp. 325 ff.

Papageorgiou, Avzoxépados cit., p. 147; Papanikola-Bakirtzis - Iacovou, Medieval Cyprus cit., pp. 210-11, no. 143.

For the artistic production of Madonneri see. Chatzidakis, ecole cretoise cit., pp. 169-211; Chatzidakis, Ma-
donneri cit., pp. 673 f; Triantaphyllopoulos, Medéze cit., pp. 118 ff., 131; the type of Madre della Misericor-
dia — Mother of God the Merciful (coinciding with the Mother of God - Skepi) and the type of Madre della
Consolazione are equivalent to the type of the Mother of God Paramythia. See Chatzidakis, ecole cretoise cit.,
pp- 169-211; Chatzidaki, Erxdves cit., pp. 99 ff.; Mpaltoyianni, Mjzyp Oco cit., pp. 273-77.

For the exodus of Cypriots from the island after its Fall to the Turks and the activities of Cypriot painters
abroad see K.P. Kyrris, Cypriot Scholars in Venice in the XVI and XVII centuries with some notes on the Cypriot
Commaunity in Venice and other Cypriot Scholars who lived in Rome and the rest of Italy in the same period,
“O EXupviopss eig to Eéwtepicdy’, Berlin 1968, pp. 192 ff; C. Maltezou, O Kvmpraxds ENMyiauds tov ebwre-
pixod xeu 3 TvevuaTixy) Tov dpday xatd T meplodo g Everoxpariag (1489-1571), “Iotopia g Kbmpov”, V, 1,
(Th. Papadopoullos ed.), Nicosial996, pp. 1225 ff; C. Maltezou, Ané tyv Kémpo oty Beverin: Kimpior oy
Tedovorday perd Ty Tovpruxs) xatdxryey tov vyorod, Nicosia 2003; PM. Kitromilides, Kvmpuasaf Aoyrosivy
1571-1878, Nicosia 2002, pp. 48 ff.; K. Tsiknakes, Kémpror mpdopuyss oryv Koty ara tédy tov 160v ausiva,
“Tlpaxtika Tov Aebvode Zvumooiov, Kdmpog-Bevertla, xowés 1otopiée Toyeg (Abfve 1-3 Maptiov 2001)% (C.
Maltezou ed.), Venice 2002, pp. 175 ff.

Paliouras, erxovoypdpyar cit., 64 ff.; Papageorgiou, Kémpror {wypdgor cit., pp. 181-182; Papageorgiou, Evxdvec
cit,, pp. 207; Chatzidakis - Drakopoulou, {wypdgpo: cit., p. 127 ff.; Constantoudaki-Kitromilides, Kdzpror
{wypdgor cit., pp. 356 fF.; Triantaphyllopoulos, MeAéz cit., p. 228; Triantaphyllopoulos, Beveriz Kimpog ci.,
pp- 334-335.
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%> Constantoudaki-Kitromilides, Kémpror {wrypdgor cit., 354 ff.

56

K. Mertzios, Ouuds Phayyivis xau o pnpds ENMyopvijuwy, Athens 1939, p. 246; Papageorgiou, Kvmpror {w-
ypago cit., p. 181; Chatzidakis, {wypdeo: cit., pp. 278; Constantoudaki-Kitromilides, Kézpror {wypdepo cit., p.
358; Mprouskari, exxdyote cit., pp. 76 ff.

57 1. Eliades, 10 {wypagixd spyaatifpro Tov asdov Iepoypdpov (170 auavas). Or deomotizés Tov etxdves, Nicosia

2006 (forthcoming).

About this painter see Chatzidakis - Drakopoulou, {wypdgo: cit., pp. 110-113; Aspra-Vardavaki, Kopvdpov
cit., pp. 313 ff, note. 2 where there is a bibliography.
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