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OFFICINAE PICTORUM
c.1221- c.1445
The Journey

The presentation of the spatial installation by George Hadjimichalis
entitled “Officinae Pictorum / c.1221-c.1445. The journey” is part of a
series of exploratory and critical temporary exhibitions concerning the

theoretical reflection on the cultural relations between East and West.

The figures of a Byzantine illuminated manuscript of the 11th century
and of the “The Baptism” (c. 1445) painted by the Italian Piero della
Francesca provide the starting point for the narration of the journey
of a painter from Constantinople to Rome. The journey of a fictional
painter through time and space becomes the theoretical reflection of the
contemporary artist on the pictorial tradition, while the iconographical

roots of the Renaissance Art are sought in Byzantine painting.

The cohesion of text and image, a core concept in the work of George

Hadjimichalis, guides the composition and arrangement of the visual

narrative of the installation.



OFFICINAE PICTORUM
c. 1221-c.1445
To ta&io

H yopwn eykatdotacn tov {oypdeov INdpyov Xatinuydin «Of-
ficinae Pictorum / ¢.1221-c.1445. To Ta&idow eyyphpetor ot cepd
TOV TEPLOOIKOV ekBEcEMV e SlePELYNTIKO KOl KPLTIKO YOPOKTHPO
YOpw amd Tov BempnTIKd TPOPANUATIGUO GYETIKA UE TIG TOMTIGHIKES

oyéoelg peta&d Avotoing kat Adbong.

Ot popoég amod £va fulavtivo etkovoypaeniévo yxetpdypapo tov 11ov
aldvo kot ard tov wivako «H Bantiony (c. 1445) tov Itaiov Piero
della Francesca yivovtat n agopuf ywo. v aenynon tov ta&idtod
evog (oypaeov amd v Kovotavtivovnmoln otn Poun. To ta&idt
GTOVG TOTOVG KOl GTOV YPOVO €VOG PAVTAGTIKOL {mypdpov yivetal
0 BePNTIKOG GTOYACLAC TOV GVYYXPOVOL KOAAMTEXVT YOP® Ao TNV
EIKAOTIKT TOPASOCT], EVO 0L EWKOVOYPOPIKES piles TG Avayévvnong

aviyvevovtal ot Bulavtivi Loypapukn.

H ocvvoyn kelpévon Kot €1KOVAG, EVVOLOAOYIKOG TUPTVOG TOV £PYOV
tov I Xatlnuydin, cvvOETet Kot opyovaVEL TNV EIKAGTIKY APy

™G £YKOTAGTOUONG.



OFFICINAE PICTORUM
c.1221- c.1445
The Journey

This exhibition is named after a painting I made between 1985 and
1987, entitled Officinae Pictorum / circa 1221. The painting is the
central piece of a larger project, with the same name, which is made
up of 16 works.

That project, some of whose component pieces are displayed here, is
centred on a view I held and still hold (and which is shared by others)
regarding the relationship between Byzantine painting and the early
Italian renaissance. It describes a journey from Constantinople to
Venice, and then on to Rome.

This exhibition is not of a visual nature, as such; it’s not an exhibition
of visual art, but rather the record of a “text” on the Medieval era.

G.H.

This exhibition is dedicated to the memory of the painter Frederick Gore (1913-2009).
Conversing with him in the early seventies, I first realized the importance
of Byzantine art in the formation of the early Italian Renaissance.



OFFICINAE PICTORUM
c.1221-c.1445
To ta&io

O tithog ™G ékBeong mpoépyetarl amd Tov TITAO €vOG £pyov TOL
€ptioga and to 1985 €wmc to 1987, kat ovopdletar Officinae Pictorum
/ circa 1221. To €pyo avtd givol KeEVIPIKO HOG HEYAANG OUOTITANG
evOTNTOG OV amoteheitat omd 16 Epya.

H evétnta avt), mov opiopéva €pya Tng VIAPYOLV €0(, £XEL O
KeVIpKo Bépa (o dmoymn mov elyo Kot £xm, Kot Tov dev gival povo
kN pov, yuw tn oyéon g Bulaviwng Loypagiknig pe tnv mpodiun
Itadkn avayévvnon. Ilepypdoet, Aowmdv, 1o ta&idr evog {oypdpov
and v Kovotavtivodnodn otn Bevetia kot and ekel otn Poun.

H éxBeon avtn dev €xet xopaKTNpo apyds EKOGTIKO —eival éva
«keipevoy yia tov Evponaiké Mecaiova.

I X.

H éxBeon eivan agiepopévn ot pviun tov Coypagov Frederick Gore (1913-2009).
Yvintovrag pali Tov otig apyég g dekaetiog tov *70 katdraBa TNV 1IGTOPIKN
onpacio g Bulavtivig téyxvng otn dtapdpemomn e tpdung Itaiikng
Avayévvnong.



122]

At the onset of the final two troubled decades of the 12th century,
a man was born in Constantinople who was destined to pursue a
tempestuous artistic caree.

After the death (1180) of the “enlightened” “prowestern” despot
Manuel Komnenos, his French wife acts as guardian to the under-
age Alexios, who is overthrown by the “slayer of latins” and
“populist” Andronikos. The feuds eventually bring to the throne
(1185) Isaakios Angelos. The dynastic intrigues of Byzantium
which contribute to the first capture of the “Polis” (1204) by the
wildly shouting hordes of crusaders are well known. Among those
who profited most from the capture were the Venetians who had
already (as early as 1082) obtained from the Byzantines a chryso-
bull of commercial tax exemption in the territory of the empire.
The then 25-year-old painter arrives at the “Bride of the Adriatic
Sea” on his quest for a better fortune in the West, having aban-
doned forever the torn asunder mighty empire of yore. He has been
trained in the workshops of the painters of the “royal city”, whose
best preserved samples of art can be seen at St. Panteleemon’s
of Nerezi in Skopje (1164). In Venice, he will see the mosaics
at St. Mark’s and will be involved in the reconstruction (1209)
of the celebrated “Pala d” Oro” still adoring today the temple’s
iconostasis (even if it does so in the Gothicized form lent to it by
Giovanni Bosinsegna in the 14th century). And when the terrible
Pope Innocent III (1198-1216) and his less important successor
Honorius III (1216-1227) invite artists from Venice to come and
work at St. Peter’s in Rome and at St. Paul’s “outside the walls”, this
painter will be among those who answer the call.

The necessity to restore the prestige of the Catholic Church
turns Rome into a single construction site. It is in this artistic
environment, where the influences of the “sentimental” art of
the Comnenoi—rather than those of rigid Byzantine classicism—
mingle with the need for a monumental propagandist fresco
painting often harking back to the artistic achievements of the
Roman past, that the painters of the “Roman School” evolve. This
tradition had already been cultivated at St. John’s in Porta Latina
and in the early works of Santa Maria in Travestere.

In 1221, when the Crusaders met with total defeat in Egypt and
a new Latin Emperor is crowned in Costantinople, “our” painter,

by now fortyish, has settled permanently in Rome as master of a
workshop with many apprentices.

None of his works nor those of his disciples have been preserved.
Nor do we know when he died. But it is from this circle that Pietro
Cavallini will spring forth, the man who painted The Last Judge-
ment at Santa Cecilia in Trastevere in the 1290s and the mosaicist
Jacopo Torriti who produced The Crowing of the Virgin at Santa
Maria Maggiore in the same period. It is in this direction also that
Cenni di Peppi, called Bucephalus (Cimabue), will turn when he
visits the Holy City (1272). In his turn, Cimabue will pass on his
learning to Giotto, his star student, he who, according to Dante,
was to overshadow his own fame and who, as Cennini writes
around 1400, was to transform painting from Greek to Latin. But
the tradition carried by the Byzantine painter who traveled all the
way from Constantinople to Venice then on to Rome will live on
for a long time yet.

Its thread seems to have been picked up in the middle of the
quattrocento by the painter from Borgo San Sepolcro, Piero del-
la Francesca, when he paints The Baptism housed today in the
National Gallery of London. We are reminded of this by the figure
of the Neophyte whose counterpart can be found in an illustrated
Byzantine manuscript of the 11th century—no matter how enraged
the “toscanocentric” Vasari would be at the suggestion of such a
genealogy for Italian Renaissance art.

HV.-G. H.
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211G apyég g tapaypévng terevtaiog gwocaetiog tov 120v
alova, yevviétar oty Kovetavtivodmoln kdmotog mov Eueide vo
akolovOnoet pio oAk OLaVTY KOAATEXVIKT cTOdt0dpopia.
Metd tov 0dvato (1180) Tov «POTIGUEVOV» «SVTIKOPIAOVY dECTO-
™ Moavovik Kopvnvov, n yoriido ovlvyog tov emitpomelet
tov avijhko AXEEL0 TOV 0mOi0 aVOTPETEL O «AOTIVOQAYOCY Kot
«aikioToy Avdpovikoc. Ot £pideg pépvouy evtéret (1185) otov
0povo tov Ioadkio Ayyero. Eivatl yvootég ot SuvaoTikég padiovp-
vieg tov Buloviwvdv mov cvvtelovv otnv mpdtn QAN TNG
T1oAng (1204) amd o arardlovta otipn TV Ztovpoedpev. ATd
TOVG peydAovg kepdiopévoug g dAwong eival ot Bevetoi mov
10n (1082) éxovv amoondcet 0md Tovg Bulavtivode, ypvsdfoviro
EUTOPIKNG ATELELAG GTNV EMIKPATELD TNG GVTOKPOATOPING.

2t «Nopon g Adprotiknio» 0o katain&et antds 0 EIKOGITEVTA-
xpovog Coypaeog o omoiog avalntd mo v oy tov 6T Adon
E£YKOTOAEITOVTOG Y0 TAVTOL TN OTOPAyHEVT Kol mhAol TOTé
Kkpatotd avtokpatopio. ‘Exer ekmaidevtel oto gpyacthplo TV
Loypaoav ¢ Baotkevovoag, mov to Kovtepo colopeva dei-
yHato TG T€XVNG ToLG cuvavtape otov Ayto Ilaviedenpova tov
Népelt tov Zkomimv (1164). Xtn Bevetia 0o det to ynetdmtd tov
Ayiov Maprov kot Qo eumhokel oty avactiroon (1209) tng
nepipnung «Pala d” Oro» mov KooLel Kot GTHLEPE TO 1EPO TOL VOOV
(v kot e pe T «yotdilovoay popen mov g £dmae to 140 odva
o Giovanni Boninsegna). Kat 0tav o pofepdc mdmag Ivvokévtiog
I'" (1198-1216) kot 0 ehdco@v 81450%66 Tov Ovdprog I''(1216-1227)
0o kaAécovv amd ) Bevetia kaAlitéyveg yio va epyactodv GTov
Ayro Iétpo g Podung kot otov Ayto Iavro ektdg twv Teyov,
007106 0 Leypapog Oa givat peta&y ekeivov mov Oa aviarokptdovv
STV TPOGKANG.

H avéykn avostnioong tov yontpov g Kabolikng ekkinciag,
petatpénet ) Poun og epyotdéio. Méoa 6g avtd 0 KaAlTE VKO
nepPaAlov OTOV Ol EMSPAUCELS TNG «OCLVUIGONUATIKNG» TEXVNG
tov Kopvnvov —xkor Oyt tov dkaumtov Puvlavrivod kho-
GIKIGLOV— GUUEVPOVTOL PE TNV AVAYKN HLOG LVIUEWKNG TPO-
TOYOVIIGTIKNG TOYXOYPOQiog Tov GLYVE TpocPArénel ot KaAIL-
~TEYVIKG ETTEVYHOTA TOV POUATKOD TapeABOVTOG, YahovyovvTaL
ot {oypagot g «XyoAg g Poung». H mapddoon avtr £xet 1on
kaAAiepynOetl otov Ayto Iodvvn g Porta Latina kot oto mpdipo

£pya g Santa Maria in Trastevere.

To 1221, 6tav otnv Aiyvato ot ZTovpoPOpot VOIGTOVTUL TAVMOAE-
Opio kot oy Kovetavtivodnoln otépetor véog Aativog Avto-
Kparopag, 0 Loypaeog mov pog anacyorel, YOp® oTo GopdvTa T,
£xet povipo gykatactabel otn Poun og emkepaing epyactnpiov,
Kot £xet TAEoV ToAL0OG pobnTéc.

Kavéva omd ta €pya tov i6tov 1 tov pedntov tov de cmletol.
Ovte yvopilovpe nog kot mote nébove. Opmg omd avtdv tov
Kokho Oo Eemmdnoet o Pietro Cavallini mov ot dekaetio Tov
1290 0o Loypaopicer T devtépa [lopovaio otn Santa Cecilia in
Trastevere kat o yneobétng Jacopo Torriti mov @rhoteyvel T
2téyn e Havoyiog otn Santa Maria Maggiore tnv idta emoym.
Kat mpog avtn tnv katevhuven Oa kottdéet o Cenni di Peppi, mov
tov pdvalov Bovkepdra (Cimabue), 6tav Oa emiokepdei tnv Ayio
I16An (1272). Kot tovta ta d1ddypote o Cimabue 0o kAnpodotrost
otov Giotto, Tov Aaumpdtepo pobntn tov, 6 eKEIVOV TOL, KATAE TOV
AGvTn, ETPOKELTO VOL ETIGKLIAGEL TN PLLT TOV KOL TOV, OTMS YPAPEL
o Cennini yOpo oto 1400, éuelhe va petatpéyet ™ Loypaeikn
amd eEMANVIKNY 6€ AoTViKT. AARG 1) Tapddoon TG omoiag PopEns
g NTav o Pulavtivog Loypaeog Tov TPoyLaTOToincE TOV KUKAO
oV T0.£18100 Tov and v Kevetavtvovmoln otn Bevetia kat
Poun, emProdvet yio mord kopd akoun.

To vipa g eaivetat va Eovamidvel 6to péca Tov quattrocento o
Loypdeog amd to Borgo San Sepolcro, o Pierro della Francesca,
otav Loypagilel tn Bartion tng National Gallery tov Aovdivov. H
HOPP1} TOV VEOPADTIGTOV, 6Ta de&1d Tov lmdvvn tov Bantiot, mov
v avtictoyn g cvvavidpe oe ewovoypapnuévo Pulavtvo
xewpdypago tov 1lov awdva, pog to vrevOvpiler 660 KL av 0 «To-
GKOVOKEVTPIKOG» Vasari Qo ywotav £E0AAOG e TNV TPOOTTIKN
SLOUOPOOONG LG TETOLOG YEVEAAOYIOG TNG OVOYEVVNGLOKNG TE-
xvng oty ltakia.

X.B-I'X
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Yrouvnuotiouog épywv / Captions

Piero della Francesca,
H Bdantion. 1445 (;), 167%116 ex. National Gallery, Aovdivo.

Piero della Francesca,

The Baptism. 1445 (?), 167x116 cm. National Gallery, London.

O Iwdvvng Bomtilwv.
Ewovoypapnuévo yepdypago, 110g at., kdd. 587 (w.), ¢.13B,
4,5x4.5 gx. Movi| Atovucsiov, Aytov Opoc.

John Baptizing.
Illuminated manuscript, 11th c. Cod. 587, f.13B,
4.5x4.5 cm. Dionysiou Monastery, Mount Athos.

T'X., Ot 6v0 katmyodpevor, 1986.
Tpintvyo, akpvAkd o EOLO, 204%249 gk.

G.H., The Two Catechumens, 1986.
Triptych, acrylic on wood. 204x249 cm.

H Iotopia tov Kovotavtivov.
Nonoypaeia (Aemtopépeia), 1246.
Tlapexrinoto San Silvestro, Santi Quattro Coronati, Poun.

The story of Constantine.
Fresco (detail) 1246.
Chapel of San Silvestro, Santi Quattro Coronati, Rome.

5 Jacopo Torriti, H Koiunon mg ®cotoxov.
Ynowwtd, 1295. Santa Maria Maggiore, Poun.

Jacopo Torriti, The Dormition of the Virgin.
Mosaic, 1295. Santa Maria Maggiore, Rome.

6 Pietro Cavallini, O lok®p Koydpevog.
Aegntopépeta and to Overpo tov lakdp.
Nomoypagia, 1293. S. Cecilia in Trastevere, Popn.

Pietro Cavallini. Jacob asleep.
Detail from Jacob’s Dream.
Fresco, 1293. S. Cecilia in Trastevere, Rome.

7 Pietro Cavallini, AT66TOAOG.
Agntopépeto and ) Agvtépa [apovasia.
Nomoypagia, 1293. S. Cecilia in Trastevere, Popn.

Pietro Cavallini. Apostle.
Detail from the Last Judgement.
Fresco, 1293. S. Cecilia in Trastevere, Rome.

& Giotto, Améotolog. Aemtopépeta and T Agvtépa Ilapovoia.
Nomoypagia, 1303-1306. ExkAnoia v Scrovegni, [Tadofa.

Giotto, Apostle. Detail from the Last Judgement.
Fresco, 1303-1306. The Scrovegni chapel, Padova.









Tagidr, O.P./ c. 1221 (12), 1986. Bifrio, pukt teyvikn, 18 celidec, 3524 ex.

Journey, O. P./c. 1221 ( 12), 1986. Book, mixed technique, 18 pages, 35%24 cm.
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TNaopyog Xatdnuyding,

O &vo katnyovpevot, 1986.
Tpintvyo, axpviikd ce EVAO,
204%249 ex.

George Hadjimichalis,
The two catechumens, 1986.

Triptych, acrylic on wood
204%249 cm.




Baiopopoc.

Pnowwtod,

€\ 11ov at

Naodg g Koymoemg, Aagvi .

The Entry into Jerusalem.
Mosaic, Late 11th c.
Church of the Koimesis
(Dormition), Daphni.

Baiopopoc.

Ewovoypagnuévo xeipdypapo,
130¢ at., K®3. 5, ¢. 4230.
Movn Iprpwv, Aytov Opoc.

The Entry into Jerusalem.
Illuminated manuscript, 13th c.,
cod. 5, f. 423a.

Iveron Monastery, Mount Athos.

Ewcovoypogpio / Iconography

Baiopopoc.
Pnewdwtd, tep.1140-1170.
Cappella Palatina, [ToAéppio.

The Entry into Jerusalem.
Mosaic, ¢.1140-1170.
Cappella Palatina, Palermo.



Duccio di Buoninsegna,
Maesta, Baiopdpog.

Téunepa o EGXo, 1308-1311.
Movaceio Tov Kabedpucod voov,
Ziéva.

Duccio di Buoninsegna, Maesta,
The Entry into Jerusalem.
Tempera on wood, 1308-1311.
Cathedral Museum, Sienna.

Giotto, Baiopopog.
Nomoypagpia, 1303-1306.
MoapexxMioto Scrovegni, ITadofa.

Giotto, The Entry into Jerusalem.
Fresco, 1303-1306.
Scrovegni chapel, Padova.

Pietro Lorenzetti, Baiopdpoc.
Nonoypagia, tep.1315.
Kéto ekkinoia tov Ayiov
Dpaykickov, Aciln.

Pietro Lorenzetti, The Entry into
Jerusalem.

Fresco, ¢.1315. Lower church of
San Francesco, Assisi.



TIpodoacia tov Iovda.
Ewovoypagnuévo xeipdypopo,
11og at., kdd. S87p., ¢.104p.
Movr Atovuciov, Aytov Opog.

The Betrayal.

Illuminated manuscript, 11th c.,
cod. 587p., fol.104p.
Dionysiou Monastery, Mount
Athos.

IIpodoacia tov Iovda.
Nonoypaeia, tep. 1270. San Pietro
in Vineis, Avayvn.

The Betrayal.
Fresco, ¢.1270. San Pietro in
Vineis, Anagni.

Ewcovoypogpio / Iconography



Nutip. ¥newotd, o’ wceo 11ov at
Kaboikd Moviig Ociov Aovkd.

Christ washing the feet of the
disciples. Mosaic, first half of the
11th c. Hosios Loukas Monastery
(Katholikon).

Duccio di Buoninsegna, Maesta,
Nutip. Téunepa og Ebro. 1308-11.
Movoceio Tov Kabedpucod voov,
Ziéva.

Duccio di Buoninsegna, Maesta,
Christ washing the feet of the
disciples. Tempera on wood. 1308-
1311. Cathedral Museum, Sienna.



To t0&idt ot BnbAieépn

1 H ¢vyn oty Atyvmro.
Nomroypaeia, 90g at.(;).
Santa Maria Foris Portas,
Castelseprio.

The journey to Bethlehem

or the Flight into Egypt.

Fresco, 9th c.(?).

Maria Foris Portas, Castelseprio.

Duccio di Buoninsegna, Maesta,
H ¢vyn oy Atyvmro.

Tépmepa oe Evro, 1308-1311.
Moveceio tov Kabedpucod voov,
Ziéva.

Duccio di Buoninsegna, Maesta,
The Flight into Egypt.

Tempera on wood, 1308-1311.
Cathedral Museum, Sienna.

Ewcovoypogio / Iconography



H T'évynoig g Ogotdkov.
Ynowwtd, t€in 1lov ot
Noadg g Koymoewe, Aagvi.

The Birth of the Virgin.
Mosaic, Late 11th c.
Church of the Koimesis
(Dormition), Daphni.

Pietro Lorenzetti,

H I'évynoig g Ogotdkov.

Téunepa o EOXo, 1342.

Kevtpwd @vAlo tpimtuyov, 183x188 ex.
Movoceio Tov Kabedpucodh vaov, Ziéva.

Pietro Lorenzetti,

The Birth of the Virgin.

Tempera on wood, 1342.

The central leaf of a triptych, 183x188 cm.
Cathedral Museum, Sienna.



Painting

From the tenth century onwards the story of Byzantine painting is
not one of gradual decadence, as writers were prone to assume till
only three decades ago, but rather one of continual progress, and
if the tenth century saw a first Renaissance which was responsible
for the birth of mid-Byzantine monumental art, the twelfth century
saw a second, which produced a new interest in humanism and
personality in art in the Byzantine world at least a century and a
half before a similar change took place in Italy under the influence
of Cimabue and Giotto. And if Sancta Sophia at Orchida may serve
us as a type monument in large-scale painting for the first Re-
naissance, another church in Macedonia, Nerez, serves as the type
monuOment of the second Renaissance in the twelfth century.

The paintings of the little church at Nerez date from 1164; they
were executed under the patronage of a member of the Comnene
family, by an artist who must have been in the closest contact with
Constantinople, if indeed he did not come from there. The work is
of the very finest and the conception gentle and tender; it is marked
by an essentially humanist comprehension, which lays a new
stress on personal emotion and feeling, unknown to the sublime,
essentially unworldly art of the middle period. This is to be seen
especially clearly in the Deposition, where the tender compassion
and deep emotion of the Virgin and attendant figures strikes a note
of profound feeling which, it was at one time held, only appeared
with Giotto.

David Talbot Rice, Byzantine Art.
Penguin Books, 1958, pp. 265-267




Zwypopikn

Amd tov 100 ardva kot £€1g, N totopio TG Pulavtivig Loypaetknig
dev givat vt LG 6TOSIAKNG TAPaKUNG (0TS TOAAOL GLYYPAPEIS
Ntav étotpot va vobicovv uéypt kat tpeig dekaetieg mpv) oAAG
Ntav P ietopio 6uvexovg eEEMENG.

Av 0 100G atdvag eide pa TpdTn «Poloviviy Avayévvnon mov
dnuovpynoe ™ pecofulavtvi pvnuetaxn t€xvn, o 1206 aidvog
£lde po devtepn, n omoia dSNULOVPYNGE VoL KAVOVPLO EVILAPEPOV
Y10 TOV ODUAVIGHO KOl TNV avOp@TIYN OVIOTNTO GTNV TEXVT TOV
Bulavtivod kOG[oV, TOVAGYIGTOV EVAULIOT aldVa TPV GVUPel KAT
avaroyo otnv Itaiio pe tnv exppon} tov Cimabue kot tov Giotto.
Kat eav n Ayio Zogio otnv Oypida propel va anotelécel TUTIKO
mapadetypa evog pvnueiov Loypagkng ce peydin kiigoko g
TPOTG Avayévvnong, o GAkn ekkincio oto Nerezi otn Moke-
dovia eivar to mapdadetypa g devtepng Avayévvnong tov 12o0v
LoV,

Ot toyoypapieg ot Hikpn ekkincio tov Ayiov Ilavteienpovog
o710 Nerezi ypovoroyovvtar 6o 1164 kat prroteyvnOnkov vwd tnv
TPOGTUGiL Kot e TN yopnyio VOGS HELOVG TNG OKOYEVELLS TOV
Kopuvnvév amd évav kaAMTéyvn 6TevoTato GUVOESEUEVO UE TNV
Kovetavtivodmodn, edv dev tav kiorag omd ekel.

H Coypagun eivar eEoipeTikig motdtntog kot 1 GOAAYN Tov G0V
£pyou eivar gvyevikn kot tpueepn. Xapaktnpiletar de and o
Babid avOpomioTiky aviiAnymn, n oroia emttovilel pe véo tpdmo
TNV TPOCOTIKY GLYKIVNOT Kot To GuvolsHnLaTe TV avlpdToY,
AyveoTo 6TV VYNALOPPOVE Kot vIepkocuta TEXVN TG Héong Po-
CovTivig meplodov.

Av16 paivetat ol kabopd 6TNV ATokadnAoen 61ov 1 TpLPePO-
Tt TG GLVUTOVING Kat 1 fadid cvykivnon tng Hapbévou kot tov
moploTapévev dnpovpyei £va Badd aicOnpo, to omoio kamote Tt~
otevape 0Tt dev eppaviletor mapd povo pe tov Giotto.

David Talbot Rice, Byzantine Art
Penguin Books, 1958, pp. 265-267
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Anokabnroon. Noroypopio, 1164.
Nadg Aylov [Tavterenpovoc, NépeQt.

Deposition from the Cross. Fresco, 1164.
Church of St. Panteleemon, Nerezi.

Emtdglog ®pnvos. Nomoypopia, 1164.
Nadg Aylov [Tavterenpovoc, NépeQt.

The Lamentation. Fresco, 1164.
Church of St. Panteleemon, Nerezi.

Giotto, Emtagpiog ®prvoc, 1303-1306.
Tapexrkinoto Scrovegni, ITadoPo.

Giotto, The Lamentation, 1303-1306.
Scrovegni chapel, Padova.

Aentopépeta amd ™ Zon g [Hapbévov, 1164.
Exkincia tov Aylov [Tavtehenpovoc, NépeQt.

Detail from the Life of the Virgin, 1164.
Church of St. Panteleemon, Nerezi.

Giotto, H Mvnoteia g Ogotdkov (Aemtopépeia), 1303-1306.
Hapekxkinioio Scrovegni, [TadoBa.

Giotto, The Betrothal of the Virgin (detail), 1303-1306.
Scrovegni chapel, Padova.

Ayvootog Aylog (Aemtopépeta), 1164.
Nadg Aylov [Tavtehenpovog, Népelt.

Unknown Saint (detail), 1164.
Church of St. Panteleemon, Nerezi.

Giotto, H Mvnoteia g ®cotdkov (Aemtopépeia),
1303-1306. IMapekkAnoto Scrovegni, [TddoBa.

Giotto, The Betrothal of the Virgin (detail),
1303-1306. Scrovegni chapel, Padova.
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