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Inmacurapa PErez MARTIN

THE ESCORIAL AKATHISTOS:
THE LAST MANUSCRIPT ILLUMINATED
IN CONSTANTINOCPLE

1. INTRODUCTION

The picture cycle of the Akathistos only survives in two Greek
manuscripts: Moscow, State Historical Museum, Synod. gr. 429 (co-
pied in Constantinople in the second half of the fourteenth century
by Joasaph of Hodegon),! and S. Lorenzo de El Escorial, Biblioteca
del Real Monasterio, R I 19 (dated at the end of the fourteenth or
the beginning of the fifteenth century, and wrongly located in Veni-
ce or Crete)? A third, much later, manuscript of the Akathistos, in
Princeton, University Library, Garrett 13, only conserves one initial
illustration.? To these may be added two Slavic Psalters (the Tomic
Psalter, Moscow, State Historical Museum, 2752, in Bulgarian,* and

1. VD. LikHACHOVA, Byzantine Miniature. Masterpieces of Byzantine Miniature of IX%-
XV Centuriesin Soviet Collections, Moscow, Iskusstvo, 1077, pp. 45-49; Akdthistos de Mo-
scti (Ms. Synodal gr. 429, Museo Histdrico del Estado, Moscit), vol. 1. Facsimil, vol. 11. Libro de
Estudios, a cargo de E.V. SnuLcina, M. Cortss ARRESE y P. BADENAS DE L4 PERA, Ma-
drid, A. y N. Ediciones, 2006-2008.

2. Akathistos (Himno marial griego). Edicion facsimil del codice R I 19 de San Lorenzo el Real
de El Escorial, Madrid, Edildn, 1081 (« Cédices artisticos », 4); G. pe ANDRES, El himno
Akathistos. Primera parte del Ms. Esc. R 119. Andlisis histérico-critico del csdice y transcripcion y
version espafiola de su texto, Madrid, Ediln, 1981.

3. The Garrett 13 was copied at the beginning of the seventeenth century in Wal-
lachia, in the Monastery of Dealou, by Matthew of Myra and other scribes. Cf. D.
Mouriki, in Hluminated Greek Manuscripts from American Collections: An Exhibition in
Honor of Kurt Weitzmann. Catalogue of the Exhibition at Princeton University, Art
Museum, ed. G. Vigan, Princeton N.J., Princeton University Press, 1973, pp- 211-14
(nr. 63); O. Grarziou, Die dekorierten Handschrifien des Schreibers Matthaios von Myra
(1506-1624). Untersuchungen zur griechischen Buchmalerei um 1600, Athens, K. Michalas,
1982. Later decorated manuscripts of the Akathistos Hymn are Mount Athos,
Monastery of Iviron, 1435m (Chalki, year 1645) and Monastery of Vatopedi 1560
(Laodikeia, year 1669), GaLavaris, EAAnvuer téyvn, pp. 265-66 (Figs. 241, 244-45).

4. Following A. Dzurova, Le programme iconographique du cycle illustratif dans le psauti-
er Tomic, in EYePLYNON, Apiépwua atov Mavélny Xer(nddxn, ed. E. Kypralou,
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the Miinchen, Bayerische Staatsbibl,, slav. 4, in Serb1an) which we
shall not consider here.

The Akathistos illustration cycle has been extensively studied in
both Greek manuscripts, but a closer examination of their hand-
writings will allow us to prove that both testimonies were produced
in Constantinople: Since the text they preserve was of an.enormous
historical and psychological importance for the Orthodox popula-
tion at the beginning as well as at the end of the Byzantine milleni-
um, itis perhaps not devoid of any interest to explain why the Esco-
rial Akathistos was copied and illuminated in the capital of the Em-
pire just before its fall.

The production and the history of these works of art, moreover, al-
lows us to glimpse the ways in which Byzantine culture evolved and
circulated in the final phase of its history. The Moscow Akathistos
was restored in Italy in the second half of the fifteenth century, while
the Escorial Akathistos shows Italian influences both in its illumina-
tion and, especially, in its decoration. This has led to speculation
about a Venetian or Cretan origin for the codex; but in these pages
the reader will find arguments for the location of their production in
Constantinople, where there were also Byzantine artists influenced
by Western techniques and motifs. Orthodox liturgical manuscripts
are among the objects which are most difficult for non-Orthodox pa-
trons to assimilate, and examples located in Italy are scarce. In fact,
their commissioning and acquisition are more likely to be attributed
to Orthodox Greeks, whether living in Byzantium or Italy.

1. THE DATE oF THE AraTHIsTOS CYCLE

Scholars have never managed to agree on the date of composi-
tion of the famous Marian hymn known as Akathistos (dating from

Athens, Ekdose tou Tameiou Archaiologikon Poron kai Apallotrioseon, 1991-1992,
Pp- 148-59, this manuscript was illustrated in the Monastery of Kilifarevo, near to
Tarnovo, about 1360, before the Greek illustrated manuscripts were produced.

5. Itis dated around 1370-1395. H. BELTING et al, Der Serbische Psalter: Faksimile-Aus-
gabe des Cod. Slav. 4 der Bayerischen Staatshibliothek Miinchen, Wiesbaden, L. Reichert,
1978-1083.
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between the fifth and eighth centuries),® but there is consensus on
its doctrinal value for the Orthodox Church, and on its status as a
thanksgiving hymn par excellence for celebrating-victories.” This has
been the case since the Avar siege of Constantinople, which ended
favorably for Constantinople in August 626, under circumstances
which were regarded as supernatural, and which were explained by
the miraculous intervention of the Virgin.® In succeeding centuries
they were modified using different elements, but these were always
related to the Church of Blachernai and the relics of the Virgin that
it held,” to her appearance as a savior on the city walls or, later, to

6. The earliest proposal of dating, links it with the Synods of 431 and 451, where the
figure of the Theotokos was discussed for the first time: L.M. Perromas, The Image of the
Vitgin Mary in the Akathistos Hymn, Leiden, Brill, 2001 {« The Medieval Mediterranean:
Peoples, Economies and Cultures, 400-1453 », 35); G. PAPAGIANNES, Axdfiioros Upvoc.
Ayvworeg mruyés evis modd ywwored xeyuévou, Thessalonike, Ekdoseis Vanias, 2006. A
discussion on the different datings proposed and the traditional authorship of Romanos
Melodos in C.A. Tryeants, Fourteen Early Byzantine Cantica, Wien, Verlag der Osterre-
ichischen Akademie der Wissenschaften, 1968 (« Wiener Byzantinische Studien», 5),
pp- 18-19, to whom we owe the only critical edition of the text (at pp. 29-39). Th.E.
DrToRraKts, O Axdtioroc Guvoc xar te mpofiiiuard tov, Athens, Idryma Goulandri-
Horn, 1993, atribute the authorship to Kosmas Melodos (eighth century).

7. B. WaLLEsz, The Akathistos’ A Study in Byzantine Hymnography, in « Dumbarton
Oaks Papers», vol. 1x/x 1956, pp. 141-74. On Marian hymnography, S. SavaviLLE,
Marie dans la liturgie byzantine et gréco-slave, in Maria. Etudes sur la Sainte Vierge, dir. H. pu
Manorr, Rennes, Oberthur, 1049, pp. 249-326, at pp. 259-65; A. KNiazgrs, La Théoto-
cos dans les offices du temps pascal, in «Irénikon », vol. xxx1v 1961, pp. 21-44; The Church
and Mary, ed. R.N. Swanson, Woodbridge, Suffolk, Boydell Press, 2004 {« Studies in
Church History », 39).

8. P. SercK, Artabasdos, der rechigliubige Vorkdmpfer der gottlichen Lehren, Bonn, Dr.
Rudolf Habelt GMBH, 1981 {« Poikila Byzantina», 2), p. 171, links these facts to the
Arab siege in 717-718.

9. The famous sanctuary was next to the Theodosian wall, but outside it. Shortly
afterwards Herakleios would fortify the hill on which stood the sanctuary and anim-
perial palace, which in the Komnenian and Palaiologan period would be the habitu-
al residence of the emperors. Chr. ANGeLDI-T. Papamastoraxis, The Veneration of the
Hodegetria and the Hodegon Monastery, in The Mother of God: Representations of the Virgin in
Byzantine Art. Catalogue of the Exhibition in Athens, Benaki Museum, ed. M. Vassi-
Lax1, Milano, Skira, 2000, pp. 373-87; a more elaborate version in Chr. AngeLip-T.
PAPAMASTORAKIS, Picturing the Spiritual Protector: from Blachernitissa to Hodegetria, in Im-
ages of the Mother of God. Perceptions of the Theotokos in Byzantium, ed. M. VAssiLaky,
Aldershot-Burlington VT, Ashgate, 2005, pp. 209-24. See also A. CameroN, The Cult
of the Virgin in Late Antiquity: Religious Deuelopment and Myth-making, in The Church and
Mary, pp. 1-21, at pp. 15-16.
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carrying various icons of her in procession.’’ The accounts of what
happened at the end of the siege of the Avars also mention that,
once the danger had been averted, the people all stood together to
hear the hymn which on that day came to be known as Akathistos.!
Undoubtedly, the fact that on that occasion the Patriarch Sergios
had been in charge of the defense of the city, in the absence of the
Emperor Herakleios, made it easier for supernatural forces to be
brought into play during the siege by asking the help of the Virgin.
The Patriarch Sergios was credited with the composition of a new
introduction to the Akathistos (Proemion 11) which eventually re-
placed the old one in a good deal of the written tradition.”2 This new
introduction confirmed the hymn as a song of military victory,?
and linked it to the protective function of the Virgin and to the ven-
eration of some of her icons and relics, symbols of Constanti-
nople.

In the Palaiologan period, after Michael VIII, preceded by the
icon of the Virgin, entered the newly reconquered Polis in triumph
on 15 August 1261, the hymn saw a second revival, linked to the cer-
emony in which the icon of the Virgin Hodegetria was taken out in

10. A. CameroN, The Virgin's Robe: An episode in the History of Early Seventh-Century
Constantinople, in « Byzantion », vol. X1L 1979, pp. 42-56; B.V. PEnTCHEVA, The Super-
natural Defender of Constantinople: the Virgin and her Icons in the Tradition of the Avar Siege,
in «Byzantine and Modern Greek Studies », vol. xxvi 2002, pp. 2-41, who dates after
Iconoclasm the linkage between Marian icons and protection of Constantinople.
B.V. Pentcueva, Irons and Power. The Mother of God in Byzantium, University Park,
Penn., Pennsylvania State University Press, 2006, pp. 36-43, 56-59.

11. See the testimony of the Triodion in Mieng, PG, vol. xcit cols. 1348-72 at col.
1352; ibid, col. 1353D the title of the Aufynoic dpéluoc indicates that since then the
City «yearly[.. | sings the thanksgiving hymn, which from that day is called Akathis-
tos» (eTnolog [..] &der evgaprotipov, dxddiotov Ty fuépav %0TOVOUALOVOX).

12. Proemion 11: T bneppdye otparnyd & vixntipw. .. Unto you, O Theotokos, in-
vincible Champion, the victory. The illuminated manuscripts we study here only include
this Proemium (as the rest of the manuscripts collationated by Tryeants, Fourteen, p.
29). But in the oldest manuscripts, Proemium 1 precedes the composition, following
Deroraxis, 0 Axddiorog, p. 15.

13. Regarding the militarisation of the Virgin’s image, PENTCHEVA, Icons and Power,
pp- 65-69.

14. Chr. Anceripr, Un texte patriographique et édifiant: le ‘Discours narratif’ sur les Hode-
goi, in « Revue des Etudes Byzantines », vol. Li1 1994, pp. 113-49, at pp. 127-28; ANGELI-
DI-PAPAMASTORAKTS, Picturing, p. 212.
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procession: on the fifth Saturday of Lent, the Akathistos hymn was
intoned with the greatest solemnity in the Church or Palace of
Blachernai, to which the icon came from the Church of the Hodege-
tria.”® This Marian celebration came to form part of the imperial
ceremonial in the time of Andronikos I, the first emperor to ven-
erate the Virgin by going in person to the Hodegetria in an act of
thanksgiving in 1297; shortly afterwards, he issued a decree institu-
tionalizing the dedication to the Virgin of the month of August (the
month of the Feast of the Dormition).'

This imperial involvement in the ceremonial surrounding the
procession of the icon of the Hodegetria is what, in our opinion, ex-
plains and contextualizes the composition of a pictorial cycle of 25
images (accompanying the Preface and the 24 stanzas, or oikoi), in-
spired by the Akathistos and embodied both on the walls of some
churches and accompanying the text in some manuscripts.” Al-
though the natural thing is to think that, since the cycle was inspired
by a hymn, it was intended to illustrate the latter in a book, ™ the in-

15. ANGELIDI-PapamasToraxis, The Veneration, p. 385; PENTCHEVA, The Supernatural
Defender, pp. 34-38. SaLAVILLE, Marie dans la liturgie byzantine, pp. 260-65, describes the
ritual accompanying the Hymn.

16. ANGELIDI-Papamastorakis, The Peneration, p. 383. About this insttutionalizaton
of the Marian month, S. SavaviLis, Marie dans la liturgie byzantine, pp. 285-88; ANGELIDI-
PapaMASTORAKIS, Picturing, p. 216. Its decree establishes that the ceremony of the 1st day
will be held in Hodegon, the 15th day (Dormition) in Hagia Sophia and the 31th day in
Blachernai. About the vigils kept by the emperor, see Pseudo-Kodinos. Traité des offices, ed.
J. VErpEAUX, Paris, CNRS, 1966, p. 230: A€l 88 yivGoxew 611 &v 16 maiotiy téoonpe &
ypunvion yivovron xat Evieutdy, tol peydAou savdvog, tiic Axabiotov, tof Evayyelio-
1B, xol wortd ti peyéiny Iéuneny (It must be known that in Palace every year four vigils are
celebrated: The Big Canon, the Akathistos, The Evangelism, and the Good Friday).

17. As pointed out by J. Lowpen, Manuscript Illumination in Byzantium, 1261-1557, in
Byzantium Faith and Power (1261-1557). Perspectives on Late Byzantine Art and Culture. Cat-
alogue of the Exhibition in New York, The Metropolitan Museum of Art, ed. H.C.
Evans, New York, The Metropolitan Museum of Art, 2004, pp. 259-69, at p. 266, the
new cycle «put together from standard Byzantinae formulae, looks entirely tradi-
tional and thus escapes any charge of novelty ».

18. On miniature as 2 model for wall painting: Chr. Warrer, Art and Ritual of the
Byzantine Church, London, Variorum Publications, 1982, pp. 65 and 78; W. LoERKE,
The Monumental- Miniature, in The Place of Book lllumination-in Byzantine At K. Werrz-
MaNN ¢f al, Princeton, Art Museum, Princeton University, 1975, pp. 61-97; E.
KirziNGeR, The Role of Miniature Painting in Mural Decoration, ibid., pp. 99-142.
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creasing complexity of the liturgical themes in wall-paintings may
explain their influence on the illustration of books.” Given that the
church is the setting for the liturgy, the fact that its walls illustrate
the texts sung within them may be seen as an analogous process to
the inclusion of such illustrations in books.

Unlike Gospels or Psalters, which are normally illustrated,?’ mu-
sical manuscripts with miniatures are rare. But from the twelfth and
thirteenth centuries onwards we can find miniatures in some man-
uscripts: two sticheraria from the thirteenth century (Sinai, Mona-
stery of Saint Catherine, 1216, and Mount Athos, Monastery of
Koutloumous, 412), with « dessins teintés» in headpieces;? the oc-
toechus of Messina (Biblioteca Universitaria, gr. 51), from the end of

10. N.P. Seveenko, Hluminating the Liturgy: Hlustrated Service Books in Byzantium, in
Heaven on Earth: Art and the Church in Byzantium, ed. L. SAFRAN, University Park,
Penn., Pennsylvania State University Press, 1998, pp. 186-228, at pp. 223-24. Segin
1J.G. ALexanDER, Medieval luminators and their Methods of Work, London, Yale Uni-
versity Press, 1992, pp. 121-22, from the fourteenth century, we find exemples of
monumental painting influencing the manuscript illumination. See also P.L. Voco-
ToPOULOS, Les manscrits byzantins enluminés du Mont Athos, in Le Mont Athos et PEmpire
byzantin. Trésors de la Sainte Montagne. Catalogue of the Exhibition in Paris, Petit Palais,
Musée des beaux-arts de la ville de Paris, Paris, Paris-Musées, 2009, pp. 65-74, at p. 74-

20. An early approach to illuminated hymnical manuscripts in D. MouRixI,
Hymnography and Ilustrated Manuseripts, in Hluminated Greek Manuscripts from American
collections, pp. 26-30. A more comprehensive analysis was published by A. Wevr
Carr, Hluminated Musical Manuscripts in Byzantium: a Note on the Late Twelfth Century,in
« Gesta», vol. xxvii 1989, pp. 41-52, who mentions several exemples of musical man-
uscripts, always with derivative lustrations. VELmans, Une illustration inédite, p. 158,
points to the western influence on the iconography of some illustrations. See also the
comprehensive view of liturgical books in Seveenko, Hluminating the Liturgy.

»1. The miniatutes of the Dormition (c. 1497) and of Pentecost (c. 2357) in the
Sinai 1216 were painted by a western artist in the Crusade period. See G. GaLavarts,
E)Jn-vixs thyvny Larypaguas Bulaviiviy Xelpoypapwy, Athens, Ekdotike Athenon,
1995, p- 256, Fig. 199. S. DER NERSBSSIAN, Dillustration du Sticheraire du monastére de
Koutlowsmus nr. 412, in « Cahiers d’Archéologie », vol. xxv1 1977, pp. 137-44, dates erro-
neously the manuscript in the fourteenth century: according to the handwriting, it
was copied before. See also S.M. PELEKANIDES éf al., The Treasures of Mount Athos. Il-
Tuminated Manuscripts, 4 vols., Athens, Ekdotike Athenon, 1973-1991, vol. 1 pp. 465-68
(Figs. 377-84); Vocororouros, Manuscrits, . 68, also about Sinai 1234, another illus-
trated sticherarion from 1469, copied by John Plousiadenos). Furthermore, DEr
NEerssssian, Lillustration, p. 137, points to the existence of Sinai 1224, with a single
miniature,
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the twelfth century; and the Penitential canon usually included in
manuscripts of the Scala Paradisi.?

Weyl Carr, influenced by this presence of original illustrations in
hymn manuscripts of the Komnenian period, dated the composition
of the cycle of the Akathistos to the twelfth century?® But art histori-
ansin general consider it to be from the Palaiologan period, although,
paradoxically, they base their arguments on theological and political
grounds rather than on style. E. Constantinides explains the creation
of the picture cycle as a reaction to the unionist policies of Michael
VIII (1 1282); and she dates to the end of the thirteenth or beginning
of the fourteenth centuries the oldest mural images, which are
provincial - the Church of the Olympiotissa at Elasson, and in Thes-
saJoniki those of the Panagia ton Chalkeon and St. Nicolaos Or-
phanos.2* For their part, Pitzold and Velmans have linked the cre-
ation of the cycle to Hesychasm, a theological trend that initially
spread in monastic communities, and was later embodied in the doc-

22. Mouriki, Hymnography, p. 27; T. Avner, The Recover of an Ilustrated Byzantine
Manuscript of the Early 12th Century, in «Byzantion», vol. L1v 1984, pp. 5-25; WevL
Cary, Huminated, p. 47. One exemple of this illustrated canon is Venice, Biglioteca
Marciana, gr. IT 32, from the fifteenth century: JR. Marrin, Theillustration of The heav-
gnly ladder of John Climacus, Princeton, Princeton University Press, 1954, pp. 128-45.
SevCENKoO, Hluminating the Liturgy, p. 227 n. 24, mentions the existence of a Canon for
the dying in an illustrated manuscript from the twelfth century belonging to the Lei-
monos Monastery in Lesbos.

23. Some scholars traced the influence of the Akathistos on icons or frescoes from
the twelfth century, but in this period there are no testimonies of the cycle; cf. the
comments by I. Searnaraxss, The Pictorial Cycles of the Akathistos Hymn for the Virgin,
Le1de_n,4Alexandros Press, 2005, pp. 5-6, who offers in pp. 75-82 a description of the cy-
cle miniatures. Other cycle’s descriptions in To VeLmans, Une illustration inédite de 'A-
cathiste et Piconographie des hymmnes liturgiques & Byzance, in « Cahiers d’Archéologie », vol.
XX111972, pp. 131-65, at pp. 138-52, and V.D. Lixaceva, The llumination of the Greek Man-
uscript of the Akathistos Hymn, in « Dumbarton Oaks Papers », vol. xxvr 1972, pp. 255-62.

24.E.C. ConstantiniEs, The Wall Paintings of the Panagia Olympioissa at Elasson in
Northern Thessaly, Athens, Canadian Archaeological Institute at Athens, 1992, and
Eap., Images from the Byzantine Periphery. Studies in Iconography and Style, Leiden
Alexandros Press, 2007, pp. 40-51. Ch. Barirrzis, The Urban Continuity and Size of Lat«;
Byzantine Thessalonike, in « Dumbarton Oaks Papers », vol. Lvit 2003 (= Symposium on
La_[e Byzantine Thessalonike), pp. 35-64, at p. 59 and n. 185, dates the frescoes of Hagios
Nicolaos Qrphanos from the second decade of the fourteenth century and the wall

paintings in the Panagia ton Chalkeon from the first half of the fourteenth century
(ibid., p. 53 and n. 142).
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trine of Gregory Palamas, metropolitan of Thessaloniki (1 1359), and
made official in different synods from 1341 to 1351.25 Both scholars
have looked for echoes of the hymn in the writings of Palamas and
other Hesychast theologians, but this is a contrived exercise which
fails to disguise the fact that Hesychasm introduced no innovations
on the nature of Christ or on the mystery of the Incarnation.”®
In contrast to these datings based on subject-matter, it is more
justifiable to relate the creation of the Akathistos iconography with
the intensification of Marian ceremony on the part of the Palaiolo-
gan dynasty and, most particularly, of AndronikosIi, as reconstruct-
ed by Christine Angelidi. This explanation is supported not only by
the chronology proposed by Constantinides, but also by J. La-
fontaine-Dosogne’s argument CONCErning the influence of the
Akathistos cycle on the mosaics of the infancy of Christ still pre-
served in the exonarthex of the Monastery of Christ of Chora, 1m-
plying a date for the cycle prior to the year 1316.27 Although Con-

25. A. PirzowLp, Der Akathistos-Hynos: die Bilderzyklen in der byzantinischen Wand-
malerei des 14. Jahrhunderts, Stuttgart and Wiesbaden, R Steiner Verlag, 1989
(«Forschungen zur Kunstgeschichte und christlichen Archiologie», 16); T. Ver-
MaNs, Le role de Phésychasme dans la peinture mutale Byzantine du XIVe et XVe siecles, in Rit-
wal and Art, Byzantine Essays for Christopher Walter, ed. P. ARMSTRONG, London, Pindar
Press, 2006, pp. 182-226, at pp. 191-92, where the author takes up again a subject out-
lined in previous contributions as Une illustration inédite, p. 131 1. 4, where she dated all
the Akathistos paintings from the middle of the fourteenth century. Velmans, who
apparently does not know the book of Piitzold, accepts Constantinides’ dating and
eries to fit her thesis and considers the hesychast contribution an escalation rise of an-
tilatin feelings.

26. This is the opinion of the expert in Hesychasm J. MEYENDORFF, Byzantine The-
ology: Historical Trends and Doctrinal Themes, Fordham University Press 1974, 1983%,p. 123
In the same way, among byzantinists and art historians the denial of the hesychast or
monastic influence on art prevails. See the balanced review on the subject by L. Dreic,
Art, Hesychasm and Visual Exegesis. Parisinus Graccus 1242 Revisited, in « Dumbarton Oaks
Papers», vol. LX11 2008, pp. 21747 at pp. 21719 R. CORMACK, «... and the Word was

God» : Art and Orthodoxy in late Byzantium, in Byzantine Orthodoxies, Papers from the thir-
ty-sixth spring Symposium of Byzantine Studies, University of Dutham, 23-25 March 2002, ed.
A. LoutH and A. Casipay, Aldershot, Ashgate, 2006, pp. 111-20, at p. 113, scems also
sceptic about the influence of Hesychasm on art, even on monastic art.

27. J. LaFoNTAINE-DOSOGNE, LTlustration de Phymne Akathiste et sa relation avec les
mosaiques de Lenfance de la Kariye Djami, in «Byzantion», vol. LIv 1084, pp. 648-702, at

pp- 656-58 and Figs. 9-20.
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stantinople no longer has any churches decorated with the Akathis-
tos cycle, it is not inconceivable that some of the numerous de-
stroyed churches were so decorated, especially those linked to im-
pcmgl office, such as Blachernai,”® which burnt down in 1434. Ac-
c.ordmg to the threnos composed by Isidoros of Kiev as a result (;f the
fire, the decoration of the Church of Blachernai encompassed the
whole evangelical cycle, as well as figures of angels, prophets, saints
and martyrs.?’ ’ ’

Evep if we lack the monumental painting’s evidence of the
Akathistos cycle in Constantinople, both Greek manuscripts sup-
port pevertheless the hypothesis of the imperial involvement in dije
creation of its iconography. Since they were copied and decorated in
the capital of the Empire ~ as we will try to prove -, their illustra-
tions can not be considered a product of the increasingly dominant

monastic ideology, but reflect the cult of the Virgin promoted b
the emperors. ’

2. THE DATE oF THE MOSCOW AKATHISTOS

The small size of the Akathistos (24 oikoi or stanzas with an inde-
terminate number of lines followed by an ephymmnium sung by the
faithful) meant that it was not transmitted independently, b}ut as
part of collections of kontakia. There is no inventory of the$ manu-
scripts that conserve the hymn, nor a critical edition taking the
whole tradition into account; but the wide diffusion of the work is
guaralnteed not only by the number of copies of the hymnal and
liturgical collections mentioned, but also by the number of transla-

253. Tjhe Church of Blach‘ernai in Arta, mausoleum of the despots of Arta, is deco-
rated with scenes from the life of the Virgin, among other subjects. One of the most
1m.przss1¢ frescoes, apparently dating from the middle or end of the thirteenth cen-
tVlIl/lgfl, epicts the procession of the Hodegetria: M. Acuimastou-Potamianou, The
! )Ec}[ugatfgzngs qf Vlac{lz{,e;nas Monastery (Area of Arta), in Actes du XVe Congrés Intemat,z'onal
es Byzantines, Athenes, septembre 1976, Athénes, K. Michal - :
s s s , 1chalas, 1979-1981, vol. na:
29. RjjANIN, L'a Géographie ecclésiastique de IEmpire Byzantin, vol. 1. Le sidge de Con-
stantirop eet lg Patriarcat (Bcuménique, part. 1. Les Eglises et les Monasteres, Paris, Publica-
tions de IInstitut d’Eeudes Byzantines, 1960, p-162. ’ ,
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tions made of it from an early date (the first, into Latin).** On the
other hand, the Akathistos appears among the texts used in the
liturgy in chronological order: in the Menaion for March (since, ini-
tially, the hymn was sung in its entirety on the eve of the 25 March,
feast of the Annunciation) and in the Triodion, which combines the
services of Lent and Easter, since the hymn came to be sung on the
fifth Saturday of Great Lent.™!

As we mentioned earlier, the illustrations from the cycle that
have received most attention, and of which parallels have frequent-
ly been drawn with icons and frescoes, are inspired not so much by
the text as by the actual celebration in which the text is interpreted.
These illustrations®? (in particular that of oikos 23, missing from the
Greek manuscripts), enabled the inclusion of contemporary figures
nobles and kings who had commissioned the decoration of the
Akathistos cycle in the churches or manuscripts in question.®® As
for the Moscow codex, the miniatures of oikoi 20 and 24 represent a

30. G.G. MeErssemaN, Der Hymnos Akathistos im Abendland, vol. 1. Akathistos-Ako-
Iuthie und Grusshymnen, Preiburg, Universititsverlag, 1958; vol. 11. Gruss-Psalter, Gruss-
Orationen, Gaude-Andachten und Litaneien, Freiburg Schweiz, Universititsverlag, 1960.
The first translation was made by Cristoforo di Olivolo about 803; cf. A. Perruss,
Cultura bizantina a Venezia, in Storia della cultura veneta, vol. 1. Dalle origini al Trecento, Vi-
cenza, N. Pozza, 1976, pp. 327-49, at p. 333 and n. 18. In the cleventh century it was
reelaborated as Salutatio s. Mariae and became part of the collection of Marian letanies
used by the Venetian Church from the first half of the twelfth century untl 1500.

31. All the editions are based on the text transmitted by the kontakaria, not on the
triodia or menaioi; cf. DeToraxis, O Axddiorog, p. 18. On the different days of the
liturgical year when the Akathistos was sung, WeLLesz, Akathistos, p. 143.

32. When the community of the faithful is mentioned in the Akathistos, the illus-
trator shows it in praise or worship of Mary and/or Jesus Churist {oikoi13, 14,18, 19, 21,
22,23). In some cases, the text has suggested to the illustrator the characterization of
these worshippers: otkos 17 mentions the «rhetors of many sounds» (phropag moiv-
@B6yyoug) who try to explain the virginity of Mary, and the illustrator has painted
two rhetors dressed in the old style (c. 230}, as are the virgins of oikos 19 (c. 26v).

33. A. GraBaw, Une source d'inspiration de liconographie byzantine tardive: les cérémonies
du culte de la Vierge, in « Cahiers d’Archéologie », vol. xxv 1976, pp. 143-62; SEVGENEO,
Hluminating the Liturgy, pp. 217-20. On the holy space created by the icon’s presence,
see A. Lipov, The Flying Hodegetria. The Miraculous Iton as Bearer of Sacred Space, in The
Miraculous Image in the Late Middle Ages and Renaissance. Papers from a Conference held at the
Accademia di Danimarca in collaboration with the Bibliotheca Hertziana (Max-Planck-Institut
fiir Kunstgeschichie). Rome, 31 May-2 June 2003, ed. E. THune and G. Worr, Roma, LEr-
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ceremony where the psaltes chant the hymin and the congregations
of the faithful listen to them, and worship Christ and the icon of the
Virgin Hodegetria respectively. In the miniatute of oikos 24 of the
Moscow codex, the icon of the Virgin Hodegetria, surrounded by
psaltes and church dignitaries, is represented in the procession
which took place every Tuesday.®* This miniature has been cut out
of the Escorial codex and appears to be seriously damaged in the
Moscow codex, but it is the most important of the whole cycle, tru-
ly representative of the text itself and the worship of the Virgin in
Palaiologan Constantinople.

For their part, some of the figures making up the illustration of
oikos 20 in the Moscow codex (c. 28v, Tav. v) have been identified, al-
though not very convincingly in our view, by comparing them with
an illustration in the Paris, Bibliothéque nationale de France, gr.
1242, which contains the theological works of emperor John Kan-
takouzenos (copied in Constantinople in 1375 by a well-known cal-
ligrapher, Joasaph of Hodegon, who also copied the Moscow
Akathistos).?> The presence in the Moscow codex of the Troparia
composed by Philotheos Kokkinos suggested to Proxorov that the
figure of the bishop nearest to Christ in oikos 20, with a long white
beard, was that same patriarch;* and the identification was con-

ma di Bretschneider, 2004, pp. 273-304, at pp. 275-80, specifically about the Akathis-
tos cycle, and pp. 283-84, about other representations of the Hodegetria procession.

34. Under the structure covered by a fabric where the icon leans on we can see the
feet of two bearers. Searnaraxis, The Pictorial Cycles, pp. 81-82; N.K. Moran, Singersin
late Byzantine and Slavonic painting, Leiden, B.J. Brill, 1986, p. o7; N.P. Seveenxo, lous
in the Liturgy, in « Dumbarton Oaks Papers », vol. x11x 1995, pp. 45-57. The Icon of the
Triumph of Orthodoxy in the British Museum (post 1351) presents an iconography
very similar to thisillustration (D. Kotouva, The British Museur Triumph of Orthodoxy
Icon, in Byzantine Orthodoxies, pp.121-30, at pp. 124-25).

35. About this codex see recently Drei¢, Art, Hesychasm. The manuscript is con-
sidered to have been copied between 1371 and 1375, but 1. Searuaraxts, The Portrait in
Byzantine Hluminated Manuscripts, Leiden, E. J. Brill, 1076, pp. 131-32, pointed out that
the subscription of 1371 in c. 119v was added by a later hand imitating Joasaph’s. Thus,
we can not trust on the date of 1371 is not reliable and we must consider that the
whole manuscript was finished in 1375.

36. G.M. Proxorov, A Codicological Analysis of the iluminated Akathistos to the Virgin,
in « Dumbarton Oaks Papers », vol. xxv1 1972, pp. 230-52, at pp. 248-49.
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firmed by comparison with the supposed portrait of Philotheosin c.
svof Par. gr. 1242, which appears to represent the Synod of Blacher-
naiin 1351.% This illustration enabled Proxorov to identify other fig-
ures from oikos 20: the second bishop would be Kallistos I, while the
monk occupying the central place in the second row, and stretching
his hand out towards Christ, would be Kantakouzenos. According
to his theory, Philotheos must have given this illustrated copy of the
Akathistos to the emperor John VI Kantakouzenos between 1354
(when Kantakouzenos abdicated and became a monk) and Juny
1364 (the date of the death of Kallistos I).3®

Prokhorov’s identification has been corrected and precised.
Spatharakis, without calling the dating of the codex into question,
has attempted to show that the figure to the right of the emperor on
c. 5v of Par. gr. 1242 is more likely to be the patriarch Kallistos I; and
therefore that he must also be the figure closest to Christ in the
Moscow codex,* with whom, however, he shares no distinguishing
features. Moran, for his part, accepts Spatharakis’ suggestion and
further identifies the grey-bearded figure on the extreme right of
the group of singers (Tav. v) as John Koukouzeles, a famous psaltes
from the Great Lavra of Mount Athos, related to Philotheos. In ad-
dition, he considers that the illustration on c. 287 of the Moscow
codex depicts a historic reunion of the protagonists, and that the
manuscript was produced during the second patriarchate of Philo-
theos (1364-1376).4°

The above-mentioned scholars, influenced by the supposed co-
existence of Kallistos and Philotheos in the Paris codex, in which
not everyone agrees that a real synod is depicted,* have not seen the

37. About this miniature see Spatrarakis, The Portrait, p. 133; M.G. Parant, Recon-
structing the Reality of Images, Leiden-Boston, E. J. Brill, 2003, p. 162 and PL. 24.

38. Proxorov, Codicological, pp. 249-52. On Kallistos I's death, V. GjuzeLev, Der
Letzte Bulgarisch-Byzantinische Krieg (1364), in Geschichie und Kultur der Palaiologenzeit,
ed. W. Se1st, Wien, Verlag der Osterreichische Akademie der Wissenschaften, 1996
(«Ost. Akad. der Wiss. Phil.-Hist. Denk. » 241), pp. 29-34.

39. A discussion on the identifications in SpaTnaRrARIS, Portraft, pp. 129-39, reintro-
duced by Searnaraxs, The Pictorial Cycles, pp. 79-81.

40. MoRran, Singers, pp. 99-101.

41. Chr. WarteR, Liconographie des conciles dans la tradition byzantine, Paris, Institut
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inherent contradiction of this coexistence of Kallistos with Philoth-
eos and John VI Kantakouzenos, his political enemies, although
they shared the Hesychast ideal:*? Kallistos withdrew from the pa-
triarchate in 1350 in order not to have to crown as co-emperor the
son of John, Matthew Kantakouzenos; he was removed from office
and replaced by Philotheos in September 1353. When Kantak-
ouzenos abdicated and John V Palaiologos regained the throne, the
new emperor gave the patriarchal throne to Kallistos (January 1355),
who excommunicated Philotheos; but Philotheos once again be-
came patriarch after the death of Kallistos (1364).* It is unthinkable
that Philotheos should order a picture of Kallistos, the patriarch
who excommunicated him, in a manuscript commissioned by him
after 1364; it would also be shocking to find Philotheos, who took
advantage of his opponent’s loyalty to the Palaiologan dynasty to
occupy the patriarchal throne, in a manuscript commissioned by
Kallistos. None of the ecclesiastical figures represented in the
Moscow codex has the attributes of a patriarch. One of them, more-
over, wears a cloak patterned with red dots or red rhombuses that
appears to be inspired by representations of the Three Holy Hierar-
chs; his clothing is not realistic, nor is there any similarity to justify
the identification in the Moscow codex. The same happens with
the second bishop and the monks in the second row. Finally, the
miniature of oikos 20 does not depict a donation, and thus does not

Francais d’Etudes Byzantines, 1970, pp. 70-73; Dret¢, Art, Hesychasm, p. 221. The idea
that c. sv in Par. gr. 1242 reproduces the Blachernai Synod would be justified by the
presence in cc. 21-4v of the first part of the tomos from 1351 (MicNE, PG, vol. cLi cols.
717-20C). C. 5vis a blank page after the end of TIepi ovoiag xai évepyeing (about the
Taboric light}, book 6, by Prochoros Kydones: Sparraraxs, Portrait, p. 135, admitted
that the relationship between the miniature and the Acts of the Council of 1351 was
not tight. About the changes of mind of Kantakouzenos and Joasaph on the copy
project shown by the codicological analysis, see E. VoorpeckEers, Examen codi-
cologique du Codex Parisinus Graecus 1242, in « Scriptotium », vol. xx1/2 1967, pp. 288-94.

42. J. MEYENDORFF, Mount Athos in the Fourteenth Century: Spititual and Intellectual
Legacy, in « Dumbarton Oaks Papers », vol. xL11 1988, pp. 15765, at pp. 158-63.

43. Dating has been specified by A. FarLLer, Note sur la chronologie du régne de Jean
Cantacuzene, in « Revue des études byzantines », vol. xxix 1971, pp. 293-302, at pp. 294~
96; 1D., La déposition du patriarche Calliste I (1353), in « Revue des études byzantines»,
vol. xxx11973, pp. 5-163.
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justify the interpretation of Proxorov, who considered the manu-
script to be a gift from Philotheos to Kantakouzenos. '

What led Proxorov to identify the figures of oikos 20 was the pres-
ence in the Moscow Akathistos of the work of the patriarch Philoth-
eos, but this information only justifies a post-1355 date for the whole
manuscript, since we know that after his brief first patriarchate, dur-
ing his stay at the Akataleptos monastery, Philotheos devoted himself
to composing some kontakia and enkomia.** On the other hand, 13601s
the date of the first work preserved and dated (liturgical scroll Mount
Athos, Monastery of Panteleimon, 82) by the Hieromonk Joasaph (+
1406), copyist of the Moscow and Par. gr. 1242, and the outstanding
figure of the Hodegon scriptorium in the second half of the four-
teenth century.*® This date in itself tends to favor a dating of the
Moscow Akathistos after 1364, but in the manuscripts copied in the
decades of the 1360s and 70s Joasaph’s handwriting is smoother, more
rounded, more restrained and more uniform in the proportions of
the letters. In the codices of the years 1390 to 1406 (the date of Mount
Athos, Monastery of the Great Lavra, H 152), Joasaph is more prone
to lose restraint, few of the letters stay within the two internal lines of
the writing, and the oblique strokes become longer between the lines

44. PG, vol. cui col. 711A-D; J. Darrouzis, Les Regestes des actes du Patriarcat de Con-
stantinople. vol. v. Les regestes de 1310 4 1376, Paris, Institut Frangais d’Etudes Byzantines,
1977, . 395 (1. 2471).

45. H. Huncer-E. Gamiriscuee-D. HARLFINGER, Repertorium der griechischen
Kopisten. vol. 1. Handschriften aus Bibliotheken Grossbritanniens. vol. 1. Handschriften aus
Bibliotheken Frankreichs. vol. 1. Rom mit dem Vatikan, Wien, Verlag der Osterreichis-
che Akademie der Wissenschaften, 1981-1997 (from now on RGK), vol. 1111 208, vol.
11 nr. 287, vol. t1 nr. 344; L. Povitrs, Eine Schreiberschule im Kloster tév 'Onyéiv: I Der
Schreiber Joasaph,in « Byzantinische Zeitschrift », vol. 111958, pp. 1736 and Figs. 4-9; L.
Povrris, Nouvelles données sur Joasaph, copiste du monastere des Hodeges, in « Illinois Classi-
cal Studies », vol. vir 1982, pp. 299-322, at p. 308 about the Moscow codex; A. WevL
Carr, Two Manuscripts by Joasaph in the United States, in « Art Bulletin », vol. Lxur 1981,
pp- 182-90; L. PErEz MARTIN-A. Bravo Garcia, Bl Escorialensis T 111 4: un cédice con las
obras de Demeirio Crisoloras copiado por Josafat de Hodegon y Esteban de Midia, in « Segno e
Testo, vol. 1 2005, pp. 439-66; N. Kavrus-Horemann, Catalogue of Greek Medieval
and Renaissance Manuscripts in the Collections of the United States of America. Part 1: Colum-
bia University, Rare Book and Manuscript Library, in « Manuscripta », vol. xLix 2003, pp.
164-239, at pp. 197-99; 1. Pirez Marrin, El estilo Hodegos y su proyeccién en las escrituras
constantinopolitanas del siglo XIV, in « Segno e Testo », vol. vi 2008, pp. 389-458.
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and spread into the margins. The Vatican City, Biblioteca Apostolica
Vaticana, Chisianus R V 29, copied in 1394, is a good point of compar-
ison.* Since in the Moscow Ms, Joasaph’s handwriting shows the
features of the last phase of his written output, it is justifiable to date
the copy to the end of the fourteenth century.

The Moscow Akathistos was carried out in three stages, marked
by annotations of the copyist, the presence of blank pages and the
change in the layout of the page. This circumstance suggests that
the copy was not made on the basis of an original with identical
contents, but that in the Codex Mosquensis the patron and the
copyist designed a hymnal ex novo.

The first stage (cc. 1r-34v) is the only part that is illustrated, and
contains only the Akathistos and Proemion 1r It ends with the
colophon, in red ink, @(0)T t6 8&pov + (Gift from God). This is the
first half of the hendecasyllable with which Joasaph normally signs
his works: @eol 16 6&pov kel ' Tndoag névog (Gift from God and Joas-
aph’s labour). The writing is large, and the initials may occupy the
margin of several lines of text. The copyist has laid out the text to
make room for the illustrations, ensuring that the beginning of the
verse coincides with the beginning of the page, or follows the illus-
tration, and that pages containing miniatures alternate with one or
more pages of text. Only in cc. 20v-21r do we see two illustrations at
a time. Between cc. 31~v and 327-v there is a folio missing, with the
text of oikos 22 and the illustration of oikos 23. In the space beneath
the illustration of oikos 22 a copyist we have identified as John
Rhosos has added the text (c. 31v, Tav. v1).¥” After c. 34 several folios,
originally blank, have been cut out.

46. A. Turyn, Codices Graeci Vaticani saeculis XIII et XIV scripti annorumque notis in-
structt, Citta del Vaticano, Biblioteca Apostolica Vaticana, 1964, pp. 177-80 and Fig. 154;
E. Foruiery, Codices Graeci Bibliothecae Vaticanae temporum locorumque ordine digesti com-
mentariis et transcriptionibus instructi, Cittd del Vaticano, Biblioteca Apostolica Vaticana,
1969 {« Exempla scripturarum », 4), pp. 6768 (nr. 43).

47. Because of the short space, Rhosos” handwriting is here less fluent and more
restrained than usual, but in this brief text we recognise its characteristic forms (Tav.
v1): v minuscule with angular module and a final serif (L. 4 v xewp6ypapov), tall 7 (L. 3
iic), @ (I 1 dpAnudrev), the triangular shaped o {L. 4 oxlong) and the ligature & (L. 5,
éoter), xned (L. 4). Compare this with the plate published in RGK; vol. 1178.
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The second stage (cc. 357 -61v) begins with an invocation in the
upper margin of c. 357 (@eotéue Borider pot) and again ends with
O(20)D o dddpov. It includes the Office of the Akathistos (cc. 357 -
447) and of the Annunciation (cc. 44v-557); a consolatory Canon at-
tributed in other manuscripts to the emperor Theodoros Laskaris
(cc. 557-61v).%8 There are two blank folios at the end of the eopy. The
text is laid out at 18 lines per page (not 12, as in stage 1) and the deco-
ration, much more modest, is done by Joasaph himself. In c. 55r he
has left space before the title of the canon to include a headpiece
which was never painted. In fact, the only epititlon or initial decora-
tive panel is a wavy line with decorative beads on cc. 35r and 677
(Tav.vn).

The third stage encompasses cc. 621-71v. It begins with an invoca-
tion in the upper margin of c. 62r (Kopie 'Inoot Xpioté pov éAén-
oov) and ends on ¢. 71rwith 8 (e0)0 t6 8&pov. On cc. 62r-66v Joasaph
has copied the Troparia of Philotheos, mentioned above,* and on cc.
67r-71r, some anacreontic verses by Leo VLY On c. 62r an empty
space has again been left for a decoration that was never carried out.
The layout s the same as in stage 2. If Philotheos had commissioned

48. Kavow napaxintindg eig thv tmepayiov déomotvay Geotduov thv dudivvov.
Ed. Micng, PG, vol. cxt 772-80. Following Severnko, loons in the Liturgy, p. 55 1. 75,
this Theotokos Amolyntos could be an icon. But there is also a Church of the
Theotokos Amolyntos in Constantinople mentioned in a legal dispute from 1401; cf.
Acta et diplomata graeca medii aevi sacra et profana, collecta ediderunt F. Mixrosics-L.
MuiLer, Wien, Carolus Gerold, 1860-1890, vol. i pp. 455-58; J. Darrouzis, Les
regestes du Patriarcat de Constantinople, vol. vi. Les regestes de 1377 4 1410, Paris, Institut
Frangais d’Erudes Byzantines, 1979, nr. 3182.

49. Tpondpur Sidhoyog dvta tiiv novayieg Beotdrou Tpdg Tov deondtny Xpiotdv:
dénow avtiic mepiéyovra xod peottelav. tdde tol deAdyov mpbowna, Asondrng xed
Beotdrog. TpoAéyern Beotérog 1 dxpootiyoc uff avtiotpogog kol v T TéAel TardTng,
Bhobov. Tlomfuate 82 ol xupod Grhodéou narpidpyov. Ed. E.IN. DoBryYNINA, Neiz-
dannye tropari patriarkha Filofeya Kokkina: k voprosu o sostavye rukopisnogo sbornika GIM,
Syn. gr. 429 (Vlad, 303), in Rossiya i Khristianskii Vostok, Moscow, 197, pp. 38-48.

50. 'QOGpov xoravuxTindy et GAedpntov. woinpa dvaxpeévtiov Afovtog Tol
oirevoePoic Baorréng kel erhoodpou. Tedg T O oLpavov Toig dotpowc. Ed. F. Cic-
COLELLA, Il carme anacreontico di Leone VT, in « Bollettino per 'edizione dei Classici», s.
1, vol. x 1089, pp. 1737 and Bap., Cingue poeti bizantini. Anacreontee dal Barberiniano gre-
c0 310, Alessandria, Edizioni dell’Orso, 2000, pp. xxvu-xxxt. The manuscripts used in
the edition are from the Palaiologan period or later. Ciccolella does not mention the
presence of the text in Synod. gr. 429 or in Escorial R119.
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the copy of the Moscow Akathistos, his Troparia would have occu-
pied a more conspicuous position - for example, immediately after
the hymn. On the contrary, the presence of two compositions of
different emperors (one of which is unrelated to the Mariological
nature of the rest of the manuscript) implies that the commission
was made by someone interested in different types of poetic com-
position, and not just in a collection of hymns to Mary.

These latter two texts have been copied in Par. gr. 12, an illumi-
nated codex (including the portrait of St. Sabbas on c. 2177) on
parchment, copied in 1419 by the Hieromonk Matthew, on the or-
ders of patriarch Joseph IL>' Matthew copied a Psalter, a Horolo-
gion and a Menologion, followed by the Troparia of Philotheos (c.
3157) and the Odarion of Leo VI (c. 3177) from the Moscow codex.%?
Matthew’s handwriting (in Hodegon style) and the works copied
link his work to the Hodegetria: in 1418 he copied the Gospel,
Athens, National Library, 2603 (formerly Serres, Prodromou 16),
whose illustrations have been regarded as very close to manuscripts
copied in the same style of writing - some of them by Joasaph him-
self.? Furthermore, the fact that Par. gr. 12 is an apograph of Synod.

s1. BN, Doprynina, Neizdannye, established this manuscript filiation. About Par.
gr. 12, see H. Omonr, Inventaire sommaire des manuscrits grecs de la Bibliotheque Nationale,
Paris, E. Leroux, 1886, repr. 2000, vol. 1 p. 3. J. EBERsOLT, La miniature byzantine, Paris,
G. Vanoest, 1926, p. §5 1. 2 and PL. Lvi; Byzance et la France médiévale. Manuscrits a pein-
tures du II° au XVI* sizcle, Paris, Bibliothéque Nationale, 1958, pp. s0-51 (nr. 88); L
Searnarakis, Corpus of Dated Hlluminated Greek Manuscripts, Leiden, EJ. Brill, 1081, p.
283 (Pig. s02). The first part (cc. 17-216v) is signed in February the ¢; the second part
(cc. 216v-3197) in June the 1oth. On Matthew, RGK, vol. 11 nr. 371; E. Trape et al.,, Proso-
pographisches Lexikon der Palaiologenzeit, 12 vols., Wien, Verlag der Osterreichischen
Akademie der Wissenschaften, 1976-1996, nr: 17352. H. Huncer-O. KRESTEN, Ar-
chaiserende Minuskel und Hodegonstil im 14. Jahthundert. Der Schreiber Theoktistos und die
npdlove tGv Torfaléiv, in «Jahrbuch der Osterreichischen Byzantinistik », vol.
xX1X 1680, pp. 187-226, at p. 201, attribute to him the copy of Mount Athos, Monastery
of Dionysiou, 103, also in 1419, without illustration.

52. CiccoLeLLa, Il carme, p. 20.

53. On this parchment codex, mm 220 x 155, A. Marava-CrarzinicoLau and C.
Tourexi-Pascrou, Catalogue of the Illuminated Manuscripts of the National Library of
Greece, vol. .. Manuscripts of New Testament Texts, 13%-15" Century, Athens, Bureau of
the Academy of Athens, 1085, pp. 241-47 (Figs. 470-74). Matthew wrote at the end of
his work: Etedew®n unvi Avyolore 1 Etoug ¢2mc , tvd. . Maraiou wévog ye 1od Bu-
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gr. 429 suggests, although it does not prove, that the Akathistos
manuscript was in the Hodegetria in 1419, and that it was produced
in order to embellish the Marian ceremonial of that church, and not
to adorn the library of Kantakouzenos. We have a similar case in
Par. gr. 311, copied by Chariton of Hodegon in 1336 for the Church
of the Hodegettia,>* :

MS Par. gr. 1242, the copy of which was finished by Joasaph in
1375, was undoubtedly commissioned by the author of its texts,
Kantakouzenos, who turned to a scriptorium from which 30 years
before he had commissioned codices which he presented to the
Monastery of Vatopedi.>® Although Joasaph was the copyist chosen
by Kantakouzenos, and copied the works of another Hesychast
contemporary, Nicholas Kabasilas (Moscow, State Historical Mu-
seum, Synod. gr. 290), the Paris codex cannot be regarded as evi-
dence of any specific link between the copyistand the circle of Kan-
takouzenos and that of Philotheos. On the contrary, Hodegon was
a well-known center of opposition to Palamism, fell under the ju-
risdiction of the patriarch of Antioch, not of Constantinople, and
moreover had imperial status.>® This imperial patronage may ex-
plain why the Moscow Akathistos was copied in the Hodegon
monastery for the adjacent church where the icon of the Hodege-
tria was venerated, as shown by the miniature of oikos 24 in the man-
uscript itself. But this point should not be over-emphasized: Hode-

topaxevdlrou (It was finished in August the Eighth of theyear 6026, in the Eleventh indiction.
Labour of Matthaios, priest and monk). The authors find similarities between its evan-
gelists and those from Vat. gr. 1160 (on this manuscript, see below) and Par. gr. 95,
while the miniature of John and Prochoros in c. 269 is very similar to the one in-
cluded in the Georgian Moscow 8657 by Theophanes the Greek and to a Latin codex
copied in Crete in 1415, Baltimore, The Walters Art Museum, W 355 {see below).

54. PErez MARTIN, El estilo Hodegos, pp. 394-95.

55. B. Lampzrz, The Library of Vatopaidi and its Manuscripts, in. The Holy and Great
Monastery of Vatopaidi. Tradition - History - Art, Mount Athos, The Monastery, 1998, vol.
11 pp. §62-677, at pp. §6769; Ip., Johannes Kantakuzenos und die Produktion von Lusxu-
shandschriften in Konstantinopel in der friihen Palaiologenzeit, in Actes du 11 Colloque Inter-
national de Paléographie Grecque (Drama, 21-27 septembre), ed. B. Atsaros et N. Tsiront,
Atheénes, Société Hellénique de Reliure, 2008 (« Vivlioamphiastis Annexe », 1), pp.
133-57. ‘

56. PErez Martin, El estilo Hodegos, pp. 392-409.

THE ESCORIAL AKATHISTOS 245

gon was the first choice for anyone who, in the last century of
Byzantium’s existence, wished to obtain an illuminated copy on
parchment of a liturgical codex,%” and almost all the illuminated man-
uscripts of the last century of the Empire were copied in the style of
writing developed there (the exception being precisely the Escorial
Akathistos).>® Even so, the fact that Joasaph copied the Moscow
codex fits perfectly with the creation of the cycle that we attributed
to the imperial encouragement of the veneration of the Theotokos
in the Hodegetria and in Blachernai. In this sense, it is worth adding
that the Church of Blachernai was the recipient of 2 manuscript by
Joasaph (Chalke Gospel, Hagias Triados 10) ordered by George
Apokaukos.>

3. THE INITIALS OF THE M0OSCOW ARATHISTOS

It is well-known that in the Byzantine book production it is diffi-~
cult to find any stable collaboration between artist and calligrapher,
as Hugo Buchthal acknowledged in his work on Palaiologan illumi-
nation, where he pointed out the lack of «a common workshop tra-
dition ».%° Nevertheless Buchthal, in the pages he devotes to the pro-
duction of illuminated manuscripts on the second half of the four-
teenth century in Constantinople,* credits the same artist with the
illustrations of three parchment codices that are also linked by being
the work of the same scribe, Joasaph:® Par. gr. 1242, the Gospel Vat-

57. On the sanction searched by Kantakouzenos by making his works copied in
Hodegon’s style, Pirez Marrin, Bl estilo Hodegos, pp. 307-98. R. CORMACK, «... and the
Word », 115, described Hodegon as the «place, [...] where the art of Orthodoxy was
defined in the period (third quarter of the fourteenth century)». '

58. L. HUTTER, Schreiber und Maler der Palaiologenzeit in Konstantinopel, in Actes du vi®
Collogue International de Paléographie Grecque, pp. 159-90.

59. J.A. Munrriz, Dedicating a volume: Apokaukos and Hippocrates (Par. gr. 2144), in
SIAEAAHN. Studies in Honour of Robert Browning, Venezia, Istituto ellenico di studi
bizantini e postbizantini, 1096, pp. 267-80, at pp. 277-78. On Apokaukos, PLP, nr. 1181.

60. H. Bucutnay, Toward a History of Palaeologan lumination, in The Place of Book II-
lumination, pp. 15770, at p. 165 (repr. in Ip., Art of the Mediterranean World: A.D. 100 to
1400 [Washington D.C., Decatur House Press, 1983].

61. Bucurnat, Toward a History, pp. 165-75.

62. Other illuminated codices copied by Joasaph are Ann Arbor, Michigan Uni-
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ican City, Biblioteca Apostolica Vaticana, gr. 1160 and the Lectionary
Mount Athos, Monastery of Koutloumous, 62.53 However, Buchthal
himself is not sure of the identification, and acknowledges that the
headpieces of Koutloumous 62 have no specific similarities with
those in other manuscripts, while I. Hutter does not accept thatitis

the same painter.% :

It proves to be simpler to find parallels with the eccentric initials
of the Moscow Akathistos, drawings based on the bodies of animals
intertwined or linked together. The use of animals in decoration 1s
common in oriental and western manuscripts of all periods, but the
animals in the Moscow manuscript are structural components of
the letters, and have a monstrous (and even bloodthirsty) appear-
ance which reveals a much clearer influence of Slavic initials than of

Gothic initials.%

versity, 134, which contains a full-page illustration of the Scala Paradist; see WEYL
Carr, Two Manuscripts. In 1391, Joasaph copied Oxford, Christ Church College, gr.
61, a Psalter with a miniature of King David (c. v, in very bad condition) which con-
tains also in cc. 1020-103r a portrait of the monk Kaloeidas whom the Theotokos in-
tercedes for. Following I. HurtEr, Corpus der byzantinischen Miniaturenhandschriften, 5
vols., Stuttgart, Hiersemann, 19771997 vol. 1v pp. 150-51 (nt. 52, Figs. 717-25); this por-
trait was included in the manuscript after its writing; see also the accurate analysis by
PL. Vokotorouros, "Bva dyvworo xeipdypapo tod xwdoypdpov Twkoep xal of
pxpoypapiec Tov. 70 yekriporo Christ Church Arch. W Gr. 61, in « Aektiov tiic Xpiomiovi-
xfic” Apyoaoroywdic Eroapelocy, volb. 1v/VIH 1975-1976, Pp. 179-95; SPATHARAKIS, Cor-
pus, n. 274 (Fig. 485). Different contemporary persons share the name. On of them,
George Kaloeides, is a copyist active from 1371 to 1389; see 1. 92.

63. PELERKANIDES, Treasures, vol. 1 453 (Figs. 306-9). In BUCHTHAL, Toward a History,
p- 172, Fig. 35, we can see four short text lines from Koutloumous 62 and its hand-
writing does not seem to be Joasaph’s. The copyist of Vat. gr. 1160 is identified with
Joasaph by RGK, vol. 1 nir. 344; HurTer, Schreiber und Maler, p. 162 1. 16, considers
this identification wrong,.

64. HUTTER, Schreiber und Maler, p. 162 n. 16, BUCHTHAL, Toward a History, pp. 167-69.

65. VELMaNs, Une illustration inédite, p. 137, points out that the initials of the Escori-
al codex show both Slavic and Italian influence on a Byzantine base. But compare the
tables of Slavic initials produced by A. DZurova, Miniatura bizantina, Barcelona-
Madrid, Lunwerg, 2001, pp. 246-49. A dog bites a hare in the neck (c. 21); a bird es-
capes from the fire breathed from the mouth of a serpent, that in turn emerges from
the mouth of a crocodile joined to the body of a peacock (c. or); in the initial N of ¢.
18y there are five animals swallowing each other; the face of a man emerges from the
conjunction of two monstrous mouths (c. 21v); human faces open their mouths to
emit heads of birds with tongues of fire (c.33v). Lixaceva, The Tllumination, pp. 261-62,
points out parallels in the codices of Theophanes the Greek and the presence in
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Oxford, Christ Church College, gr. 28% is a Gospel on parch-
ment, 240 X 174 mm (the same dimensions as the Moscow Akathis-
tos); its oldest part (cc. 4-208v) is signed by a copyist by the name of
Gregorios with the formula used by Joasaph (c. 2000 @200 16 8&pov
0ol Tpnyyoplou névog); its writing style is that used in the monastery
of Hodegon and the work can be dated to the last quarter of the
fourteenth century.” The manuscript retains the usual miniatures
of the four evangelists (not always originals) and a less common il-
lustration of the Nativity on c. 41, at the head of Matthew’s Gospel.
In its present state Hutter regards it as a seventeenth-century
restoration, like the initial letter B in the form of a serpent on the
same folio. The initials of cc. 60r (A), 97v (E) and 158v (E) with which
the remaining three gospels begin would, on the other hand, be con-
temporary with the text.®

Very similar to the letters of the Oxford Gospel is the initial E of
Mount Athos, Dionysiou 309, an Evangeliary copied by Dositheos
(another copyist of the Hodegon style) in 1395, on paper, mm 290 x
205.%° The E of the Oxford Gospel is formed by two birds and a hare
coming from the mouth of a dog and rests on the head of a lion that
looks towards the front and breathes fire from its mouth; the E of
the Dionysiou simplifies the drawing, making the center stroke of
the E as the wing and the upper stroke as the hare. The drawing is
colored and is the work of the same artist as that of the Oxford
Gospel.

A third example of these initials appears in a liturgical scroll (Pat-
mos, Monastery of Saint John the Theologian, 708) copied in 1429
by a certain Gedeon who uses the same formula to sign his copy

Moscow, Synod. gr. 66, of similar initials; we have not been able to check this, but
from Lixaceva’s description they do not seem to share a similar morphology.’ Ac-
cording to the description of B. Fonk1&, Mount Athos Treasures in Russia, Tenth to Sev-
enteenth Centuries, Moscow, Severnyl palomnik, 2004, pp. 155-56, the headpieces are
decorated with birds and other animals.

66. SeaTnaraxis, Corpus, nr. 337; HuTter, Corpus, vol. v nr. 51, Figs. 669-710.

67. RGK, vol. 1 nr. 87, dates it from the second half of the fourteenth century.

68. HutTeR, Corpus, vol. 1v Figs. 673, 676-77.

69. PELEKANIDES, Treasures, vol. 1, Fig. 161.
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(@eoﬁ 10 SGpov ke Tol Fededv névog. "Etoug ¢ AC, Wo. ¢, unvi
Lowvie €, Gift from God and Gedeon’s labour. In the year 6937, the seventh
indiction, Juny the Fifth) and who, once again, shows the Hodegon
style. The initial K is a wolf with its claws in a V-shape.™

In morphological terms these initials are very close to those of
the Moscow MS: the A (c. 21, tav. vin) is formed both there and in
the Oxford Gospel by a lion biting the throat of a hare; the E of the
Moscow Akathistos is formed by the body of the lion, which ex-
tends in semi-palmettes; the upright of the K is a dragon with a
tongue of fire, making the first diagonal with its wing, while the
other is an extended head from which there emerges a fish: the L is
a reptile and an eagle, with their mouths opposed. In the initials of
the Moscow Akathistos, we find these semi-human or animal faces
performing the same role as supporters of the letters (B, T, Y, ¥; see
Tav. v).

The manuscripts mentioned should be regarded as examples of
the production of liturgical books and scrolls in the last quarter of
the fourteenth and first quarter of the fifteenth centuries, and cor-
roborate the dating of the Moscow Akathistos proposed here. Al-
though they are not the work of a single painter, the similarity be-
tween the initials is remarkable, as is the fact that they share not on-
ly the writing-style of Hodegon, which was widespread at the time
within and outside the Polis, but also some codicological features
such as the format.

4. TaE Moscow ARATHISTOS IN ITALY

We have already mentioned that in the Moscow Akathistos a fo-
lio with the text of oikos 22 and the miniature of oikos 23 was cut from
between cc. 31 and 32 and that John Rhosos re-copied oikos 22 (c.
31v). Rhosos was one of the most active Greek copyists in the Italy

70. SeatnaRrakis, Corpus, nr. 288, Fig, 510, A.D. Komnts, [livaxeg XPOVOAOYNUEVWY
HMatuency xwdixwv, Athens, 1968) [english version, Facsimiles of Dated Patmian
Codices, Athens, Royal Hellenic Research Foundation, Center of Byzantine Studies,
1970}, PL. 38, with St. Basil’s portraitand a zoomorphic initial O.

Tav. v. Moscow, State Histgrical Museum, Synod. gr. 429, £. 28v. Oikos 20. Text written by
Joasaph of Hodegon.
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the Akathistos Akolouthia.



*981095) £q UANIIM IX]], "8 SOYIQ) 4TI-ATL 'Jf ‘61 | Y ‘OLIISEUOIA] [eY [P €O ‘[eLI0ISH [ 9P OZUIIOT 'S "XI 'AV],

s9ptdemoc
&bwocléexwwmw ‘ex
Qaﬁ&@aﬁaog&g

;Bimz:o&do e

rf,

| ,&SoKox: >2\,.8 t«

Joasaph of Hodegon.

s

Moscow. State Historical Museum, Synod. gr. 429, £ a2r. Oikos 1. Text written by

Tav. viIL




&

§
;
®

e
P

~c/
oer pukpek

{

1

O
-
@

e

&,

)

§ S
oK o Kesreuowt, smov

g’ﬂ ¢

. ‘gﬂ‘,@aa,aﬁfw#,@éi -

,;@écail,ﬂ,/’wﬂh‘hm .

‘ﬂw

'Mﬁ@ﬂw»

/‘
4

Jelehi
Ieriprss

&
1
e

A

«;f&ﬁwﬁéﬁm@w‘w

, attributed to Emperor

e

~

1;&5"&’!!3\‘ @w
15 dReat

\

s v

4
v

S ;mﬁ

L9

;
TR PO T

13
539 S
S 3
*{}f' pro

otk S reotk, of

ot vy

.@&ﬁ/

O 0 e oI g9 1ok
patns Uey e Ty o S
He a-rp&wmézwm%

RI i9, ff 641/—65f. Parakletikos Kanon

Theodoros Laskaris. Written by George.

g

- g

» g

: i w g_.i‘ @]

L N e E
dead¥ugsdid gy o E5) ¢ 3
‘®§§§§*§%§E;%§%xé%V =
oY i‘\';: = ;”‘§-}‘i ¥;‘:\’s",‘§< 2 5 % ; °
\R,bﬁ\ﬁ\*b"éa~“,§ \,ﬁ g
é%ééﬁgﬁg’%g%iig §b§ é
FIwis Shedd g =
$EE2158ReR IR D By L
2 = e - S U <
xjiiw?f“i&‘ @‘E*f?i ;\E‘Z 3 iﬁ s g
S ‘I%\r“é R 3-8 4 fg\g o e N g\% 2
F¥laY e fRa syt =
N ER SRR R L St A p
%%gﬁ%éiégét&@x%&& £
| k

%

¢

&

THE ESCORIAL AKATHISTOS 249

of the second half of the fifteenth century:” his dated manuscripts
were copied between 1458 and 1493, many of them in Rome and
Venice, but also in other Italian cities.”? Although he presents him-
selfin his colophons as being from Crete, the factis that none of his
manuscripts appears to have been copied in Crete at any time prior
to his move to Italy, and we should keep in mind this information
when trying to contextualize the Moscow MS’ apographon.
Rhosos activity has always been linked to Cardinal Bessarion, who
was very appreciative of this copyist, from whom he commissioned
the copying of several manuscripts now conserved in the Library of
S. Marco.” Rhosos’ relationship with the Greek community in
Venice must have been close, for in 1480 the pope appointed him as
chaplain of S. Biagio, the church which housed the Orthodox cult,
sometimes exclusively.*

In Rome, our copyist copied manuscripts for Bessarion, Alessan-
dro Farnese 7 and Cardinal Francesco Gonzaga.” The patronage of

71. Elina Dobrynina has pointed to me that the manuscript was bound with folios
from a western manuscript. These circumstances could also suggest that it was in Italy
or other western areas. Bu, in fact, a docament hold in Moscow proves that it was in
Galata before 1662 and that this year it was sent as a gift to Aleksej Mikhailovich, Prince
of Russia, by the epitropoi of the Church of the Virgin Chrysopeges in Galata; see Lix-
acEva, The lumination, p. 255; B. Fonkie, Grelesko-russkie kul'turnye svjazi v 15-17 vv,
Moscow, 1977, pp. 224-29; Ip., Grecheskie Dokumenty I Rukopisi, Tkony I Pamiatniki Prik-
ladnogo Iskusstva Moskovskikh Sobranti: Mezhdunarodnaia Konferentsiia ‘Kirit, Vostochnoe
Sredizemnomore I Rossiia V XVII V", Moscow, Indrik, 1995, nos. 67 and 69.

72. Such as Florence, where he copied for Lorenzo de’ Medici; see S. GeniLs, Pi-
o filologo, in Giovanni Pico della Mirandola. Convegno internazionale di studi nel
cinquecentesimo anniversario della morte (1494-1994), Mirandola, 4-8 ottobre 1994,
ed. G.C. Garragniny, Firenze, L.S. Olschki, 1997 pp. 465-90, at p. 471 and n. 14.

73. Bessarione e 'Umanesimo. Catalogo della mostra, ed. G. Fiaccapory, Napoli, Vi-
varium, 1994, n0s. 38, 40, 56, 57, 60. E. Miont, Bessarione scriba e alcuni suoi collaboratori, in
Miscellanea Marciana di Studi Bessarionei, Padova, Antenore, 1976, pp. 263-318, at pp. 302~
4. The only liturgical manuscript is Mare. gr. 12, a Gospel from the eleventh century
restaured by Rhosos. .

74. G. FeDALTO, Ricerche storiche sulla posizione giuridica ed ecclesiastica dei greci a Venezia
nei secoli XV e XV, Firenze, L.S. Olschki, 1967 p. 36.

75. L. PernvoT, La collection de manuscrits grecs de la maison Farnese, in « Mélanges de
'Ecole Frangaise de Rome, Moyen-Age », vol. xC1 1979, fasc. 1 pp. 457506, at pp. 460-
61; M.R. Formentin, Uno scriptorium a Palazzo Farnese?, in « Scripta», vol. 1 2008, pp.
77102, at pp. 79-81.

76. Por Gonzaga, Rhosos copied Vat. gr. 1626 and 1627 (Homer) in 1477; see R.
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the latter is responsible for the only illuminated copy of a liturgical

codex done by Rhosos, the Gospel British Library, Harley 5790,

beautifully illustrated by an Italian artist.” Neither this nor any oth-

er codex by Rhosos was illustrated by a painter from the Byzantine

tradition: on the contrary, his copies were either decorated by him-

self, following a Byzantine style with ever more heavily decorated
initial letters,” or else they were illustrated or decorated by Italian
painters, as is the case of Harley 5790 and some famous classical
codices. In the Abbey of Grottaferrata, Rhosos restored several
liturgical manuscripts,” and on 3 November 1478 he finished his
transcription of the Horologion Pat. gr. 406 for a Greek, of whom
we only know the name, Demetrio Servos, and for whom he also
copied at an unknown date Vat. gr. 1978, with the Liturgy of
Chrysostom.

From the inventory of the property of Francesco Gonzaga we
know that he owned objects of Orthodox ritual,® and it cannot be
ruled out that at the time of its restoration the Moscow Akathistos
wasin Italian hands. Greek liturgical codices were to be found inItaly
before the mid fifteenth century:® for example, Guarino Veronese

NEevLson, Byzantium and the Rebirth of Art and Learning in Italy and France, in Byzantium
Faith and Power, pp. 515-23, at pp. 519-23. '

77. Parchment, mm 310 x 215. See S. McKenorick and K. Doves, Bible Manu-
scripts: 1400 Years of Scribes and Scripture, London, The British Library, 2007, p. 152 and
Pl. 138. See also the description and facsimiles in: http://www.bl.uk.

78.S. Ruote, Textillumination bei einigen Schreibern kretischer Herkunft, in Paleografia e
codicologia greca. Atti del it Colloguio internazionale Berlino-Wolfenbuttel, 17-21 otto-
bre 1983, a cura di D. HARLFINGER € G. Praro, Alessandria, Edizioni dell’Orso, 1991,

pp- 355-62.
79. S. Fornact, Giovanni Rhosos e Grottaferrata, in « Bollettino della Badia Greca di

Grottaferrata », vol. XLIV 1090, pp. 217-29-

80. Francesco Gonzaga possessed Byzantine icons and a silver container with the
arms of Constantinople: A. CuTLER, From Loot to Scholarship: Changing Modes in the
Ttalian Response to Byzantine Artifacts, ca. 12001750, in « Dumbarton Oaks Papers», vol.
XLIX 1605, Pp- 237-67, at pp. 254-55. The inventory of his assets has been published by
D.S. CriamsErs, A Renaissance Cardinal and his Worldly Goods: The Will and Inventory
of Francesco Gonzaga (1444-1483), London, Warburg Institute-University of London,
1992.

81. R.S. NELson, [talian appreciation and appropriation of illuminated Byzantine manu-
scripts, ca. 1200-1450, 111 € Dumbarton Oaks Papers », vol. X11x 1995, pp- 209-35; studied
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possessed a Psalter and Giovanni Aurispa a Psalter and a Gospel;#
the patrician Barbaro family ordered Greek holy books in the O;i—
ent from Francesco Bracco.® But it seems most likely that the
Moscow Akathistos was the property of some Greek, or of one of
the few Venetian churches in which the Orthodox rite was permit-
ted.3 For emigrants from Constantinople in particular, but for any
orthodox person living in Italy in the second half of the fifteenth
century, the images of the life of the Virgin and the veneration of

the Hodegetria would remind them of one of the most sacred
places in the lost city.

5. THE ESCORIAL ARATHISTOS

From its binding, in floral-patterned and checkered golden silk
on board, common to the Greek codices of El Escorial copied by
Jakobos Diassorinos in about 1556, we suppose that Escorial R [ 19
(one of the most valuable Byzantine art objects preserved in Spain)
passed by Flanders and was acquired there for the private library of
King Philip II, the initial nucleus of the future royal library in the
Monastery of El Escorial, that he started to collect while still a

the earliest witnesses of the Italian sensitivity towards the illuminated Byzantine
codex. The first manuscripts that arrived to Italy are the Siena, Biblioteca CoZnunale

X IV 1 (that was in Venice in 1357), and the Menologion of the emperor Basil I1 (Vati
gr. 1613)', whose owner before 1389 was a Genoese lawyer and diplomat. See EZ
Menologio de Basilio II (Citta del Vaticano, Biblioteca Apostolica Vaticana, Vat. gr 161 3). Libro
de Estudios con ocasion de la edicion del facsimil, dir. por F. I’ Aturo, ed er aﬁ'olél 2 car. d

L. Pérez MarTiN, Madrid, Testimonio, 2009. R 8o

82. R. SasBADINI, Le scoperte dei codici latini e greci nei secoli XIV e XV, Firenze, G.C
Sansoni, 1905-1914, pp. 1, 45 and 47. , o

83. M. Zorz, I Barbaro ei libri, in Una famiglia veneziana nella storia: i Barbaro. Atti del
Convegno di §tudi in occasione del quinto centenario della morte delPumanista Er-
molao, Ven.ezm, 4-6 novembre 1993, raccolti da M. MARANGONI € M. PASTORE SToC-
cHI, Venezia, Istituto veneto di scienze, lettere ed arti, 1996, pp. 363-96, at p. 372; A
BruMaNa, Schede dagli archivi Bresciani: Biondo Flavio e Francesco Bracco, in « Igalia r'nediyoe:
vale ¢ umanistica », vol. XLIx 2008, pp. 351-57, at 354-57. ’

84. About the notorious opposition of Venetian authorities to out-of-control Oz-
thodox cult and its periodical repression, see Feparro, Ricerche, pp. 21-28; N.G
Moscuonas, I Gred a Venezia e la loro posizione religiosa nel XV secolo, in « O Eranistes ,
vols. Xxvi-v1ir 1967, pp. 105-37. , ,
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prince.® But we do not know how it came into the possession of the
king; Diassorinos may have mediated in its purchase although there
is no sign of his writing in the codex; but also, it may well have been
Mary of Hungary (11558, governor of the Netherlands in 1531-155 3)
who gave the manuscript to her nephew, as was the case with an-
other similarly bound codex, the Escorial ¥'I 14.86

Although Tania Velmans in an early rather hurried evaluation
defended the idea that the miniatures of the Moscow codex were a
copy of the Escorial codex,¥” no expert on the two manuscripts ap-
pears to accept her opinion. Moran argued that they «are probably
derived from a common prototype » prior to 1364, but Spatharakis
has disproved his arguments.*® Comparison of the texts and codico-
logical analysis confirm that the Escorial Akathistosisa copy of that
in Moscow®® and that, in line with what Spatharakis, Vassilaki and
others have argued, its miniatures are a reworking that follow the
model very closely.”

85. Ch. Graux, Los origenes del fondo griego del Escorial, traduccién espafiola y actuali-
zacién de G. pE ANDREs, Madrid, Fundacién Universitaria Espafiola, 1982, p. 167, on
the similarity of the Akathistos bookbinding with the bindings of Escorial Z' a1s, T
T 20, T HI 1, ¢ I 14 and Q 115. See also J.L. GonzaLo SincHEz-MoLERO, La librerta ri-

ca’ de Felipe I Estudio histérico y catalogacion, San Lorenzo del Escorial, Ediciones Escuri-

alenses, 1098, p. 144, and, about Diassorinos, Graux, Origenes, p.182 n. {p); RGK, vol.
11t 143, vol. 1 ar. 191, vol. 11 nr. 241, : ‘

86. Graux, Origenes, pp. 77 (n), 163, 178 1. 37, 181 (k), s30. Reproducqon of the
codexin Ch. Graux-A. MaRTIN, Fac-similés des manuscrits grecs d'Espagne, Paris, 1801, PL
Li-2; G. CavaLro, Funzione e struttura della waiuscola greca tra i secoli VII-IX, in La Paléo-
graphic grecque et byzantine, Paris, CNRS, 1977 (« Collogues internationaux du CNRS»,
559), pp- 95-137 at p. 108 and Tav. 40.

8. VELmaNS, Une illustration inédite, p. 138.

88. MORAN, Singers, p. 96; Seartiaraxis, The Pictorial Cycles, pp. 80-81.

89. The Escorial codex (E) reproduces all the errors of the Moscow codex {(M)and
adds some of its own. One of the errors of E appears to have arisen from the layout of
the text in M: the fact that in M the word mot-piv is split over two lines has led to the
error in E, where only the second part is written, with a meaning of its ow, pfv. In
the Canon of Laskaris 1.5: vov M, om. E. The critical apparatus of Trypanis includes
the variants of nine manuscripts, but ME show no particular affinity to any of th;m.

90. The changes introduced by the painter of the Escorial codex can be explained
by his cagerness to lengthen the miniatures, which in the Moscow codex are more or
less square. Thus in oikos s the painter doubles the building that appeared in the mod-
el; in oikos 6, he extends the portico under which the Virgin and_]os;ph stand. The
tendency shown by the miniatures is to simplify the model, eliminating the decora-
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The Escorial codex reproduces the collection of hymns of the
Moscow Akathistos,” only with the inclusion, between the Akathis-
tos and its akolouthia, of the paraphrase of Manuel Philes (To?
copwtirov Praf petdppaoic Tév oixwv tiig mepaying Beotérov. Kov-
téraov)® in cc. 331411, which make up a codicological unit consist-
ing of two quires.” This copy may be independent of the other texts
in the manuscript, and their inclusion does not mean that it cannot
be regarded as an apograph of the Moscow codex. As for the way in
which the Escorial codex reflects the accident suffered by the
Moscow codex (Tav. v1), we should comment that on cc. 29r-31v,
now missing from the manuscript, there was enough space for a
complete copy of the text and miniatures® and that, therefore, at
the moment of being copied into the Escorial codex we may sup-
pose that the Moscow Akathistos was still intact.

In her pioneering study on the miniatures of the Escorial codex,
Tania Velmans pointed to the influence of the Bologna school on
the gothic ornamentation of the manuscript that fills the open
spaces between the end of the copy of the oikos and the end of the
page (Tav. x), and comprises the only decorative element which is
missing from the model. Velmans mentions a specific parallel for

tions of the cloth (such as the mantle of the Virgin or the tunics of the bishops in okos
20} or by simplifying decorative elements, such as the cover of the book in oikos 20.

91. The Escorial codex contains the Akathistos Hymn in cc. 17-32v, the Akolouthia
of the Akathistos in cc. 42527, and of the Annunciation in cc. §37-61r, the Canon of
Laskaris in cc. 63r-68v; the Troparia of Philotheos in cc. 69r-731, the Odarion of Leo
V1in cc. 73v-77r. Titles are as in the Moscow codex.

92. Manuelis Philae Carmina ex codicibus Escurialensibus, Florentinis, Parisinis et Vatican-
is, ed. E. MILLER, Paris, 1857, vol. 1 pp. 31733, edits the text using this codex. A closer
copy to the composition moment was made by George Kaloeides in Par. gr. 2748; see
M. VoGeL-V. GARDTHAUSEN, Diegriechischen Schreiber des Mittelalters und der Renaissance,
Leipzig, 1909, repr. 1966, p. 77; RGK vol. 11 nr. 81, PLP, nir. 10558.

93. Generally speaking, the manuscriptis composed by binions. The Philes’ para-
phrase was copied in one binion, cc. 31~36v, numbered 8, and a second quire of § cc.
(2+3).

94. In ¢. 28v the illustration and first two lines of oikos 22 are preserved, while c. 32
is occupied by oikos 24. Oikos 22 is very short (its continuation would have occupied
the first two lines of ¢. 297), the illustration of oikos 24 would occupy c. 311, and on the
remaining pages (cc. 29v-31r) there would be room not only to copy the long oikos 23
{(Moscow codex cc. 321-330), but also for the miniature of this ofkos.
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this ornamentation, a codex copied in the north of Italy about 1330;
but this reference is not used to place and date the Akathistos codex,
which is considered to be a product of a Venetian workshop at the
end of the fourteenth or beginning of the fifteenth centuries.?> Of
course, there are no Venetian manuscripts of this period whose il-
lustrations are comparable to those of the Escorial Akathistos, Al-
though it appears difficult to acknowledge the influence of Italian
art on artists from Constantinople like the miniaturist of the
Moscow codex, it must be admitted that, as Cormack says, the
«progressive combinations of eastern and western elements » were
not « confined to the Venetian territories alone, but penetrated to
the capital city of Constantinople itself ».° The other features of
western influence in the illustrations of the Escorial codex pointed
out by Velmans (principally, the townscapes and the architectural
forms) are found in the model followed by the painter, the Moscow
Akathistos, and cannot be used to locate the codex in Venice either.

For their part, Manolis Chatzidakis and later Maria Vassilaki lo-
cated the manuscript in early fifteenth-century Crete.” Some of

9s. T. VELMANS, Deux manuscrits enluminés inédits et les 111ﬂuences reczproques antre
Byzance et Italie au XIV* siecle, in « Cahiers d’Archéologie », vol. xx 1970, pp. 20733, af
230-33; Eap., Une illustration inédite, p. 137. The contemporary. paper published by
Mouriki, Hymnogmphy, p. 26, agrees with the proposed dating. See also, the index-
card of I. Pérez Marrin, Escorial R I 19, in Bizancio en Espaiia. De la Antigiiedad tardia a
El Greco. Catalogue of the Exhibition in Madrid, Museo Arqueoldgico Nacional, ed.
M. CortEs ArrEsE, Madrid, Museo Arqueoldgico Nacional, 2003, p. 202 (nr. 118), ac-
cepting the dating at the beginning of the fifteenth century, and the index-card by
E.C. RypER in Byzantium Faith and Power, pp. 288-89 (ar. 172: Akathistos Hymn).

96. R. Cormack, The Icon in Constantinople around 1400, in Xgip Arreaoy The Hand
of Angelos, an Icon Painter in Venetian Crete, ed. M. VassiLaki, Surrey and Burlington VT,
Lund Humphries and Benaki Museum, 2010, pp. 48-57, at p. 52. See also J. Duranb,
Innovations gothiques dans lorfevrerie sous les Paléologues, in « Dumbarton Oaks Papers »,
vol. Lvill 2004, pp. 333-54, on the evident gothic influence in the fourteenth-century
silversmithing, even the one produced in Mount Athos.

97. M. Cuatzipakis, Les débuts de l'éole crétoise et la question de lécole dite italogrecque,
Myvnuéovvov Zopiag Aviwviadn, Venezia, Istituto ellenico di studi bizantini e post-
bizantini, 1974, pp. 169-211, at p. 198, repr. in Ip., Eiudes sur la peinture posthyzantine,
London, Vatiorum, 1976; M. BasiLaki, Haparnpriceis yia tn (wypapud oy Kprty
TOV TPWIHO 150 ariva, in EYSPOZYNON. Apiépwpa otov Maviéin Xar(nddnn, vol.1pp.
65-77, at pp. 71-73.
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their arguments wete unconvincing: that it was more natural for
the sponsor of the copy (a Greek) and his copyist to be there rather
than in Venice; that the mixture of Byzantine (specifically the influ-
ence of the art of Constantinople)® and western elements was typ-
ical of Crete. Ioannes Spatharakis, the author of the most recent
analysis of the miniatures of the Akathistos, expresses no opinion on
the different dates and places of origin of the Escorial codex, regard-
ing it as a difficult question to resolve.*

The only convincing argument put forward by Vassilaki for plac-
ing the Bscorial manuscript in Crete is the comparison with the
manuscript of Baltimore, The Walters Art Museum, W 355, a codex
with the Commentary on the Apocalypse of Federigo da Venezia,
copied in Candia in 1415.1%° Its text is written in Venetian dialect, but
the miniaturist is Byzantine, as shown by the illustration of St. John
the evangelist dictating the Apocalypse to Prochoros (c. 2r). Howev-
er, the illustration of both codices does not present stylistic similari-
ties in this case;!! it is rather the decoration, in Gothic style, that is
comparable.!? Although this type of adornment is very frequent in

98. M.. CONSTANTOUDAKI-KITROMILIDES, Viaggi di pittori tra Costantinopoli e Candia:
documenti d'archivio e influssi sull'arte (XIV-XV sec), in I Greci durante la Venetocrazia: Uomi-
i, spazio, idee (XIII-X VI sec). Atti del Convegno Internazionale di Studi, Venezia, 3-
7 dicembre, 2007, ed. Ch. A. MALTEZOU et al,, Venezia, Istituto ellenico di studi bizan-
tini e postbizantini di Venezia, 2000 (« Synedria», 13), pp. 709-23, has gathered the in-
formation about Constantinopolitan painters active in Crete in the fourteenth and
fifteenth centuries and considers the Constantinopolitan influence an essential con-
stituent in Cretan art.

99. Searraraxis, The Pictorial Cydles, p. 75.

100. D. Parvas, Of Bevertoxpnminég umpoypapic 1ol étovg 1415, in Herpayuéva
tov B Aigtvoic Kpnroloyinot Zvvedpiov, Athens 1968, vol. 1 pp. 368-69; A. Lut-
TRELL, Federigo da Venezia’s Commentary on the Apocalypse: 1393/94, in « The Journal of
the Walters Art Gallery», vol. xxvir/vinr 1964/1965, pp. §765; M. Manoussacas,
Lisola di Creta sotto il dominio veneziano. Problemi e ricerche, in Venezia e il Levante fino al se-
wlo XV, ed. A. Perrust, Firenze, Olschki, 1973, vol. 11 pp. 473-514, at p. 508; BasiLaxi,
Hepatnpiioei, p. 73 and P 19-20; M. VassiLakx, From Constantinople to Candia. Icon
LPainting in Crete around 1400, in X£P ArTEA0Y. The Hand of Angelos, pp. 58-65 and Figs.
16 and 21.

101. In fact, the mentioned publication Xzip Arrzaoy. The Hand of Angelos, where
we find an outcome of Cretan art from the first half of the fifteenth century, doesnot
take into account the Escorial Akathistos.

102. BasiLak, Haparnprioeg, Pl. 20.
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fourteenth-century Italian manuscripts,'®® we only know of these
two cases where the Byzantine painter has incladed them. Howev-
er, since we are dealing here with two different painters, the use of
Gothic decoration does not imply that the Escorial Akathistos
comes from Crete like the Baltimore Apocalypse.'**

6. Tue scriBE GEORGE OF THE ESCORIAL ARKATHISTOS

The illustrations of the Escorial Akathistos, due to their late char-
acter and the fact of having been considered in isolation from their
model, appeared to have been influenced by Venetian painting; but
they are actually examples of a Byzantine tradition susceptible to
western and Slavic influences, and can more naturally be situated in
Constantinople. The writing of the copyist points exactly to Con-
stantinople; it has never been studied in detail, and it is therefore
worth our giving it some attention here.

George signed his work on folio 77: éxnti ©eod xod méve I'ewpyiov
/1 BiProc altn tépp Erape pading (By thewill of God and with the ef-
fort of George this book was easily finished). This is indeed a rather
strange inscription, in two dodecasyllabic lines, the first of which re-
calls the formula used in Hodegon. The ease of copying is men-
tioned - rather unusual, and due no doubt to its brevity - and a po-
etic term éxmri is used, uncommon in this context. éxntiappearsin
lexicons with its equivalent &vexa, andisa familiar term to readers
of the Odyssey and Greek tragedy. Its use here suggests that the
copyist George was familiar with ancient Greek, a fact which fits in
with his way of writing.

103. For example, in E. Prrany, La miniatura gotica, Milano, Fabbri Editori, 1966,
Fig. 4, Par. lat. 18, or Fig. 11, Ambr. C 96 inf.

104. A comparison between c. 3r of Baltimore, The Walters Art Museum, W 3585
(Fig. 21 in X&1p Arreaoy. The Hand of Angelos) and the Escorial Akathistos (Tav.1x) re-
veals considerable differences. The former incorporates a full-bodied dragon into
the decoration, shows a preference for complete palmettes and omits the small gold-
en dots. The Escorial painter joins them with fine golden lines to the rest of the dec-
oration, which makes great use of semi-palmettes. The range of colors is also differ-
entin the two painters.

THE ESCORIAL AKATHISTOS 257

The general appearance of George’s handwriting changes very
noticeably in the illuminated part of the Akathistos (cc. 1-32v) and
in the rest of the codex (cc. 337-77v). In the first part (Tav. 1x), the
copyist has carefully tried to reproduce his model, laying the lines
out in the same groups of 12, and striving to make his writing occu-
py the maximum possible amount of space. To do this, he has in-
creased the size of the letters and the space occupied by the text by
means of the use of more capitals, and by writing the letters sepa-
rately.'% Even so, George does not manage to imitate the large size
of Joasaph’s writing, and from c. 2v onwards he copied more text per
page than his model.' The fact that it was a contrived exercise to
distribute the text and images in a similar way to the source is ap-
parent from the uneven appearance of the pages: those with only
text, or where the gap is filled with decorations in the second part of
the Akathistos (cc. 18v-19r, 200-217, 250, 27v-281) can be written in
smaller writing, with the letters more joined with ligatures. In gen-
eral, we see a relaxation in the scribe’s efforts, and a progressive re-
turn to his habitual handwriting, that he uses in the second part of
the codex.

This type of script is very uncommon in luxury manuscripts such
as the Escorial Akathistos. We would expect a much more formal
and solemn scrip, like the Hodegon style so frequently mentioned
above; o, in the Italy of the Quattrocento, derivations of the latter
like the hand of John Rhosos, or calligraphic scripts, upright and re-
strained, in regular sections, that were used both in the first half of
the fourteenth century (by famous copyists such as Klostomalles or

105. Other features distinguishing George’s writing in this first part of the codex
include a certain degree of compression so that the letters do not protrude between
the lines (for example, the upright of the capital beta, Tav. 1x, c. 12r 1. § Bodvteg), the
nuat the end of the word formed with two angles (c. 101, 1. 2 ai. uvveripov), the dia-
mond shape of phi (c. sv 1. 2 ai. @ac) and omikron+upsilon (Tav. 1x, ¢ 12r L. 5
@nhot-ia), the preference for an uncial alpha with a large rounded section (1. 2
dvaxte), the semi-circular sigma at the end of a word (c. 571 7 pioric).

106. This happens in spite of the fact that the written espace is in the Moscow
manuscript of about mm 165 x 105, and in the Escorial codex, of mm 142 x 103. The
copyist had foreseen the problems that the lesser size of his handwriting could cre-
ate.
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Galesiotes) and in Ttaly.’?” Within the context of the liturgical man-
uscripts of the last Palaiologan century, George’s writing should not
be regarded as an inferior option (as seen in so many clumsy imita-
tors of the great calligraphers of Constantinople), but as a remark-
able decision, possibly explained because in the copying circle in
which the codex was produced this more rapid and less formal writ-
ing was the norm, and it was not thought necessary, or else there
was no time, to turn to other types of scribe on.

On cc. 33r-77v, George’s hand acquires an unusually modern
touch: so much so that it can be compared with that of Greek
scribes active in the mid-sixteenth century in the Peloponnese or in
Constantinople itself. This is undoubtedly the habitual handwrit-
ing of this copyist, showing a fluidity and beauty which fitted him
for this task (Tav. x).1 He has abandoned the upright restrained
forms in favor of alternate large and small shapes, and the use of
multiple ligatures. We see as important elements of his writing the
alpha, whose closing stroke is continued for some distance up-
wards (c. 64v 1. 3 6AAny, L. 4 ad. xapdie, c. 65711 mopidne), the beta
which usually begins with a thickening below the line and ends
with a curved stroke (c. 64v 1. 5 pondov), the epsilon + pi ligature (c.
64v 1. 5 8w, c. 6571 1 oxénny) and the long oblique line that forms
epsilon when it is combined with sigma (c. 64v L. 5 9Aiyeoy, c. 657l
6 déomowva). '

We believe that it is correct to date this writing to the second
quarter of the fifteenth century, as suggested by the affinities with
the handwriting of some church figures who studied in the Patriar-
chate or worked in its administration. We are referring to Cardinal
Bessarion, who undoubtedly belonged to the same generation as
George the copyist, and whose writing, initially influenced by that
of his teacher, the patriarchal notary John Chortasmenos, is compa-

107. Such as Demetrios Moschos (RGK; vol. 1 11t 97, vol. 11 nr. 131, vol. 111 nir. 165).

108. In this part of the manuscripts, the text divides up in 13/17 lines occupying
mm 155 x 100. The lay-out is the same all over the codex: it was made on the recto of
each folio, even if the page would receive the illustration. The layout type is 02D1
Leroy.
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rable to the latter’s.’” The same may be said of another disciple of
Chortasmenos, the patriarch George Scholarios.”™® Over time, the
handwriting of both became more rapid and functional, but in evi-
dence dating from the 20s and 30s they still retain a certain degree of
care in their strokes, which make them resemble that of the Escori-
al Akathistos. We may also compare the latter with copyists such as
George Disypatos Galesiotes, megas skenophylax of the patriarchate,
whose- only dated works are two documents from 1439;™! or the
deacon Theodoros of the Megale Ekklesia who also took part in the
Council of Ferrara-Florence.!?

If we analyze the handwritings of the codices copied in Crete in
the first half of the fifteenth century, before the great diaspora occa-
sioned by the conquest of Constantinople in 1453, we shall see that it
is not possible to find scribes similar to George of the Escorial
Akathistos.! Such a notable figure as the profopapas of Candia, John
Symeonakis (1414-1448), writer and copyist of theological and secu-
lar texts, uses a legible handwriting but one which is poorly
aligned, and childish in its continuous separation of the letters.!™

109. He uses big epsilon, minuscule epsilon in ligature with tall and pointed o.
About Cardinal Bessarion, PLP, nr. 2707; RGK, vol. 1. 41, vol. 1 nir. 61, vol. i nr. 77. A
fac-simil of his handwriting in 1425 (Marc. gr. 14) in S. BERNARDINELLO, Autografi greci ¢
greco-latini in Occidente, Padova, CEDAM, 1979, Tav. 1ma, and P. ELEUTERI-P. CaNART,
Seritiura greca nell Umanesimo italiano, Milano, Tt Polifilo, 1991, nr. 1. His hand was identi-
fied in Synod. gr. 477 by Fonki&, Mount Athos Treasures in Russia, pp. 74-76 (nr. 1.33).

110. PLP, nr. 27304; RGK, vol. 1 nr. 71, vol. 1 nr. 92, vol. 1 nr. 119.

111. PLP, nr. 5529; RGK, vol. 1 nt. 59, vol. 11 nir. 79, vol. 111 nr. 99. E. GAMILLSCHEG,
Das Konzil von Ferrara-Florenz und die Handschrifteniiberfieferung, in « Annuarium Histo-
riae Conciliorum », vol. xx11989, pp. 297316, at 299-301.

112. GAMILLSCHEG, Das Konzil, pp. 298-99; D. HARLFINGER, Specimina griechischer
Kopisten der Renaissance, vol. 1. Griechen des 15. Jahrhunderts, Berlin, Verlag Nikolaus
Mielke, 1974, nos. 11-12. On the role of books in the Council of Ferrara-Florence, V.
LaureNt, Les Mémoires du grand ecclésiarque de 'Eglise de Constantinople Sylvestre Syropou-
los sur le Concile de Florence (1438-1439), Roma, Pontificium institutum orientalium stu-
diorum, 1971, pp. 170 and 352.

113. Cretan copyist, whose handwriting is comparable to George’s, is John Plousi-
adenos (RGK, vol. 1 nir. 176, vol. 11 nr. 234, vol. 11 nir. 294), born in Crete and active in
the island and in Italy for the second half of the fifteenth century, when he collabo-
rated with Rhosos and copied by commission from Bessarion.

114. RGK, vol. 1 nr. 184, vol. 11 nr. 244, vol. 111 nr. 306. G. MercaTy, Di Giovanni Sim-
eonachis protopapa di Candia, in Miscellanea Giovanni Mercati, Citta del Vaticano, Libre-
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John Chionopoulos, another Cretan priest active in Crete in 1418-
1421 who copied Aristotle and Cleomedes, has more compact but
also simple and undecorated writing, > The Hodegon style was
cultivated on the island by Michael Kalophrenas,"® a unionist priest
and writer, with contacts in Constantinople, who lived in Candia
from 1418 to 1449; his writing shows a certain influence of Joasaph of
Hodegon, and is a commendable example of the style. As to the
writing of John, taboullarios of Chandax, the copyist of the Oxford,
Bodleian Library, Barocci 146 in 1451, falls within the provincial

variations of the Hodegon style."”
These are all the copyists active in Crete in the first half of the fif-

teenth century whose writing we know: none of them is comparable
to that of the George of the Akathistos. This agrees perfectly with the
fact that the only illuminated manuscript certainly copied at that time
and place was a codex in Venetian dialect, the Baltimore, Walters Art
Museum, W 355, and invalidates the hypothesis that Crete was the lo-
cation of the copy of the Escorial Akathistos. Other manuscripts, such
as the Horologion Walters Art Museun, W 534, whose miniatures

+ia Editrice Vaticana, 1946, vol. 1 pp. 312-41. In the island there are other similar
hands: the scribe of the Florence, Biblioteca Medicea Laurenziana, Plut. 7 9, with the
Greek version of the Commentary on the Apocalypse of Federigo da Venezia
(http://tecabmlonline.it), Makarios protosynkellos of Rethymnon and dpywv TGV
Exnhnor@v (archon/chief of the churches), who in 1460 copied the grammatical Vat.
Barber. gr.113 (RGK, vol. m nr. 403); Theodoros Pelekanos from Corfu (RGK, vol. 1t
nr. 170), who in 1478 wrote Par. gr. 2327 in Candia.

115. RGK, vol. 1 or. 190, vol. i nr. 251, vol. 111 nr. 314. Chionopoulos also copied a
codex with the latin text of St. Augustine’s De trinitate and its Greek translation by
Maximos Planudes (Marc. gr. §71). On bilingual manuscripts written in Crete, see G.
Dz Grecorio, Per uno studio della cultura scritta a Creta sotto il dominio veneziano: i codici
greco-latini del secolo XIV, in «Scrittura e Civiltd », vol. XVII 1993, pp. 103-201.

116. VoorL and GARDTHAUSEN, Schreiber, pp. 312-13; RGK, vol. 1 nr. 382. ML
Manoussagas, Mérpa ijc Beveriag évavt Tf¢ év Kpry émippofig 100 Hezprapyeiov
Kwvoravrivounélewe xat avéndota Pevenind Eyypagpe (1418-1419), in « Bpistemonike
Epeteris Byzantinon Spoudon », vol. xxx 1960, pp. 85-144, at Pp. 94-101, examines the
trial of Michael Kalophrenas, charged with keeping in contact with the Patriarchate
of Constantinople. Following Byzarice et la France médiévale, p. 41, x. 67, the initials of
Par. gr. 239, copied in 1422, are zoomorphic.

117. RGK, vol. 1 nr. 202. P. Canarr, Une reliure byzantine au monogramime d'un Agape-
tos, in « Scriptorium», vol. LXHL 2009, pp. 220-30, has put in the spotlight the hand-
writing of another Cretan scribe in Hodegon style, George Agapetos.
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show an undeniable Italian influence and that was copied also in the
middle of the fifteenth century,'® are located in Crete in order to ex-
plain the Italian influence on its illumination.

The illuminators of the Constantinopolitan manuscripts in the
last century of Byzantium were open to external influences, al-
though they remained firmly anchored within the Byzantine tradi-
tion. The Escorial Akathistos belongs to this tradition, and may be
the last opulent illuminated manuscript with a complete cycle of
miniatures produced in Constantinople before the Ottoman con-
quest. Itis moving to realize that this hymn of triumphant faith, this
martial and fervorous chant, was copied one more time - for the last
time in Byzantium — when the City’s die was already cast.

I mss. Mosca, Museo Storico di Stato, Synod. gr. 429 e El Escorial, Biblio-
teca del Real Monasterio, R I 19, sono gli unici codici miniati co;1 Iinno
Akathistos: il loro corredo figurativo, elaborato al tempo di Andronico II, &
stato largamente studiato, ma lattivita dei copisti non ha ricevuto la giu;ta
attenzione. Il lavoro si propone di riconsiderare entrambi i mss. e proporre
nuove datazioni. Da un lato infatti il codice moscovita non pud essere rite-
nuto confezionato per la committenza del patriarca Philotheos e deve esse-
re datato alla fine del XIV secolo. Il ms. escorialense & stato localizzato, so-
lo per aspetto iconografico, tra Venezia e Creta, 'analisi paleograﬂc’a lo
colloca invece a Costantinopoli (sec. XV secondo quarto), prima che il suo
anngrafo, Iesemplare moscovita, fosse portato in Italia e ivi completato dal
copista Giovanni Rhosos. Lalocalizzazione del codice dell’Escorial ¢ dimo-
strazione della vitalita artistica degli artisti bizantini prima della caduta di
Costantinopoli.

‘ MSS Moscow Historical Museum Synod 429 and Escorial R 119 are the onlyillu-
minated Greek copies of the Akathistos’ hymn. Their decoration, undertaken in the

118. NLP. Sev¢enko, The Walters' Horologion, in « The Journal of the Walters Art
Museum », vol. txu1 [= A Catalogue of Greek Manuscripts at the Walters Art Museum and
Essays in Honor of Gary Vikan] 2004, pp. 45-59. Sevéenko notices a strongly Byzantine
iconography as well as the influence of contemporary Italian paintings. But nothing
proves a Cretan origin. According to G. Pareurov, A Catalogue of the Greek Manuscripts
at the Walters Art Museum, ibid., 126-31, the scribe of W 534 is Nikolaos, who wrote in
1449 Vat. gr. 1143, a manuscript with the Homilies of Philagatos of Cerami.
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reign of Andronikos I, has been much studied, but the work of the copyists has not re-
ceived the attention it deserves. This article offers a fresh study of the two MSS and sug-
gests new dates. On the one hand the Moscow codex cannot be supposed to have been
produced for the patriarch Philotheos and must be dated to the end of the 14th century.
Whereas the iconography of the Escorial M'S points to Venice and Crete, palacographi-
cal analysis places it in Constantinople in the second quarter of the 15th century, before
its exemplar; the Moscow codex, was brought to Italy and completed there by Toannes
Rhosos. The localisation of the Escorial codex is a proof of artistic vitality in Byzantium
before the fall of the capital of the Empire.
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