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Byzantine Theology and Philosophy

Homer Iliad 9 and Gregory Nazianzen
John T. Cummings, Wilson College

Demonstrates that Gregory Harianzen in his "Carmen de wita sua" has deliberately
patterned his dramatic presentation of the Council of Constantinople im 381 on
Book 9 of the Tliad, casting himself in the role of Phoenix, the bishops in that of
Achillep, and the =trife on the Meletisn schism at Antioch as counterpart to that
over Briseis. Examines form and language.

(Pseudo-) Dionysius the Areopagite:
His Place in the Development of Byzantine Christian Thought

David B. Evansg, 5t. Jobhn's University

This peper takes its departure from the manifest transformation of the forms of
Byzantine religious life in and after the reign of Justinian I, and r@lates them
to the influsnce of the still anonymous suthor who wrote under ‘li]l.& name of
Tionysius the Arecpagite. In spite of its increasing objectivity and thoroughness,
the scholarly literature of Dionysius tends to view him as an isclated phenomenon,
g mejor figurs in the history of early Byzantine spirituality nometheless without
significent effect on the development of Byzantine Christian doctrine. This
orientation iz to be corrected by understanding Dionmysius's work as a protest
against the then contemporary modes of religious expression: it proposes to
replace dogma, hitherto the besrer of Byzantine religious identity, with what
Monysins calls mystagogy, which in popular religious life takes the form of a
new emphsais upon 1iturgy. In Dionysius, this liturgical mystagogy even replaces
monastic asecotism as the bearer of the religions ideal of Eyzantium.

Soon after married to the new spirituality sssociated with the rising see of
Constantinople — represented in the sixth century by Hagia Sophis and the works
of Romanus Melodng — the doctrine of DHonysius becomes the most authoritative
literary expression of the new religious identity typicel of the Byzantine Middle
Ages. Meantime, classical dogma is displaced to a secondary stretum of religious
conseiousmess; it is aseipned the role of sine gus non of orthodoxy and entrusted
to 8 special plass of guardians: monastic theologian, now professors of theology,
who will hereafier the tredition of the Fathers almost exclusively in the terms
rrescribed the now pre-sminenmt Iiturgical mystagogy. In this light, Diooysius's
apperent discontinmity with the tredition before him is not the sign and token of
an author on the periphery of the Byzantine religious development, but rather the
distance tsken from the contemporary religious establishment by a radicsl whose
views ave soon to inaugnrste a new snd significantly different phase of orthodoxy.

Problems of Relationships between Byzantine Florilegia
Dominic O'Meara, Catholic University of America

This paper will consider the problem of the relationshipe obtaining between
gome of the principal Byzantine Florilegis, in particunlar the Ioecli commmes



attrituted to Maximus the Copfessor and the Melisss 0l HAOLOAIUS & A0 JLLHLER -
#ill be approached by & study, based on M3 evidence, of the verious weys in which
certain sententiae sttributed to Iamblichus sppesr in these Florilegia: their
i{ntroduction into the Florilegia; the various truncatioms, transformations and
misattributions they suffer in passing from one recension to another. The D
which emerges from the history of these sententise will then be used as a method
for establishing relstionships between the different versions of "Maximns" end
Mantonius", which will in turn lead to some tentative conclusions concerning the
development of this brench of anthological literature. Reference will also be
made to Iamblichean sententiae foumd in other Byzantine Florilegia, in 5o far ag
they relate to the topic of the psper. It is hoped that this approach will
produce some detailed results not obteined by the general gstructural studies which
have been made, and may contribute to a fuller and more preclse description of :
this integral part of the spiritual and intellectusl 1ife of Byzantium.

Gregory 11 of Cyprus and Late Thirteenth Century Byzantine Theology
Aristeides Papadakis, University of Maryland, Baltimore County

The thirteenth century is a great turning poimt in the history of the Byzentine
Church and Byzantine theology. It was of course the moment of division in the
history of united Christendom triggered by the fourth criusade and the ensuing
ecclesiastical colonialism of the Roman Church. But it was also the return of the
theological debate in Byzantlum, recalling mutetis mutandis, the earlier age of
christology. The grest controversy over the union of the Churches in the late
thirteenth century, the disruptive gusrrel of Arsenius, and the equally crucial
crisis of hesychasm that followed were in the main fought out on the field of
dogma.

In the internal life of the Byzantine Church perhaps no partisrchate in this
century is of greater historical and theplogicel significance than that of
Gregory II of Cyprus (1283-1289). This paper concerns the labors of Gregory, one
of the major Orthodox Byzantine theologians of the thirteenth century, to find a
solution to the Filiogue issue that dcminated the theological world of Eymantium
at the time of the Union of Lyons {1274). His predecessor John Bsccus's attempts
to change the Byzantines' point of view were the prelude, as Pachymeres states,
af the theological debate that came in the patriarchate of Gregory II. This,
however has been generally ignored. Indeed, Gregory's physicgnomy, which like
Photius's belongs as much to the history of scholarship as to ecclesiastical
history, remains for the most part unknown. Few scholars put mich premium on
Gregory's theclogy on ths procession; it is generally wiewed as second-string,
holding no more then & tenuous position in the history of doctrine. Is this triel
Has Gregory been ignored as s result of the disproportionste scholarly attention
given to his rival Beccus? This paper will attempt to answer scme of these
questions.

Early Christian Art

Redating the Esguiline Treasure
Kathleen J. Shelton, University of Chicago

The Esquiline silver tressure, most commonly represented by the so-called
Projecta casket, is a key momment in the history of late antigue/early Christian l



art. The ownership of the treasure is known through monograms and inseriptions;
singular objects within the treasure indicate links to wealth and power backed up
by dats furnished by the study of the prosopography of the empire; and several of
the contemporary stylistic modes of the lste antigue period are reprecented within
the sixty—one pieces of the hoard. What has made the treasure so important,
however, is its extremely precize date in a field where =0 few objects can be
deted with any security.

The date, 379-383 A.D., 1= unfortunately derived from evidence external to the
treasure, and the arguments presented and accepted in the late eighteenth century
can be shown to be specioms. Tt is still poseible, however, to discuss the
treasure as & fourth century collection with internsl indicstions of a date in the
mid-century. The icomography of the tyche of Constantinople esteblishes a
terminus post guem of 330, while a study of the contemporary female hairstyles
furnishes & terminus ante guem of 3T0 A.D. Numerous stylistic parallels for +the
non-figural designs can be found in silver hoards datable to the fourth century;
Specific parallels to the figural styles are few.

With the redating of the treasure, it is necessary to recongider its once
cenonical place within the Henaissance of the late fourth century. The fourth
century has been discussed as having any mmber of revivel movements to which
the treasure might be asgigned, tut elose observation sugeests that the treasure
is best placed in a different conmtext. The figural styles can be understood
within & general conception of fourth century style, seen in silver and in other
media. While not necessarily challenging the theories of revivals of elassical
Torms, the esguiline treasure and its relsted works spesk of the survival and
transformation of classical forms within a periodiec style.

A Mould for Pilgrim's Art from Mamre?
Margaret English Frazer, Metropolitan Museum of Art

An unpublished Early Christian terracotts mould in a private collection in
New York presents on one face & scene of the three angels at the oak of Mamre and
on the other a personification of Heaven. I shall examine the iconography, the
provenance, and the date of this mould. The scene of Mamre differs from known
exemples in several interesting ways. For example, the angels in dress, in
Arrangement and in gesture resemble Late Antique hieratic imperisl group portraits
a0 coinage. The personfiestion of Heaven similarly derives from & Late Antigue
irototype, probably of East Roman origin. BShe appears to be s purely pagan image
and this Juxtaposition of pagan and Christian iconography is unigue among the few
aoulds thet survive from the Early Christian reriod. In view of the mixture of
agan, Christian and Jewish cults at Memre, the mould may have been made there.
't probably is to be dated before the sixth century.

New Light on Byzantine Christianity in Jordan
Through Recent Excavations

Bastiaan Van Elderen, Calvin Theological Seminary

In recent years mmergus pnew Byzantine sites have been identifiesd in Transjordan.
uring the past five years the aythor has supervised the excavations of remaing of



Byzantine churches on twelwe new sites. Every ons of these churches contained
extensive mosaic floors, often found in & good state of preservation. A wide
range of colors was used to display various geometrie designs and to depict
animals, humen figures, and birds in these pavements. Rumercus Oresk
inscriptions were found in the floors; in some cases providing dates, in other
cases, names of church officlals. These new discoveries will he reviewed and
their contribution= to the art, srchitecture, liturgy, snd worship of the early
church considered. The integration of these new meterials with previous evidence
of Byzantine Christianity provides important perspectiwves on this period in
Trangjordan.

The Lady of Carthage
Margaret Alexander, University of Iowa

I propose to present a problem for which T cannot give a final answer. T
can suggest certain explanations, and I hope to elicit more. My subject i3 &
mosaic panel —— one is tempted to say "icon" —- found sbout twenty years ago in
& ™ate antigue™ house in Carthage. Surrounded by a Jeweled border, it cecupled
the center of the mosaie pavement In the main room of the house.

The pavement was composed of -an all-over pattern of imbricstions decorated wit
florets; the panel iz filled by the bust of a woman. Euhnsﬂisumumﬂeitﬁrnnu
nimbus, and she is clothed in a purple chlamys fasiened &t the shounlder by a
Jeweled broach. Her right hand is raised in & gesture of address; a scepter rests
against her left shoulder, Her hieratic pose and courtly garb bespesk an empress.
But why would s portrait of an empress be placed cm the floor? That is but ons
of several gquestions which this pepnel has provoked. HNot only her iﬂmiﬁmim
but also her origio and date are still debated.

G. Piecard (1954) in & brief report on the excavation, proposed that she
represented an allegorical flgure symbolizing power rather than & specific !
presence, Lézine ond Duval [1959) expanded on the architectural data and des:
the moeaies in adjoining rooms btut begged the issue of identification and ﬂ.aiae:

the panel. Heurgon (1958) writing on & trensure from Ténes in Algeris,
the mossic figure with a portrait on one of the medallions, identified by hiI

Galla Plaridia.

In & general article on late antigue painting (1962) Carandini, without
explanation, called the figure an archangel; she dated it in the VI cent-u:lfllnﬂr
declared it almost certainly a Greek import. L'Orange (1969), discussing a
antique statue, favored the period ca. 440 though was reluctant (as he still
to abandon the possibility of Justinianic date. He identified the figure as
empress but did not commit himself to a specific one. T

In all these studies, with the exception of the brief notice by Picard, the:
Carthage panel was secondary to the main theme; whereas it is the focus of oy
reappraisal. Concentrating on two major agpects — 1) the pansel itself, gi?ing
new typnlng:lca.l and stylistic evidence and 2} its architectural setiing — I nlﬁl‘l
present & resumé of my conclusions regarding its identification, date anﬂ. I
significance.



The Stylistic and Iconographic Development of
Greek Mosaic Pavements, Fourth to Sixth Centuries

Marie Spiro, University of Maryland

The development of Esrly Christian pavements in Greece can be traced in a series
of secular and religions buildings which date frem the late fourth to the late
sixth centuries.

Early Period: The earliest pavements are simple in design and color and contain
hemogenecous decorative schemes asrticulated by simple bands or fillets. They clothe
the surface with close-knit, two-dimensional, textural patierns which are inscribed
with simple gecmetric or geometricized floral motifs.

Fifth and Sixth Centuries: Although aniconic pavements continue to be popular
in the Tifth apd sixth centuries, they are transformed into colorful and frequently
complex carpets articulated by decorative bands, not simple, fiat ones, and
encloszed by borders which are very often wide. The embellishment of the geometric
carpet is also marked by an incresse in the size of the individual mits of the
designs creating, thereby, large insets for the abstract filling motifs and for
organic ones which begin to appear around the middle of the fifth century. Their
introduction represents & second trend in the development of Greek pevements. At
first, the repertory consists only of plants, and land and sea animals which are
rigidly contained within the insets. Leter, toward the end of the fifth century,
they alsc occeupy large, independent panels. The popularity of these organic forms,
whether in small insets or large panels, continues into the sixth century when
representations of the months and the sessons, and mmters gnd fishermen make
thelr appearance.

The plethora of figural pavements in sixth century buildings clearly reflacts
the scope of the mosaicists' imagery and, also, the progress of the stylistic
development. For, by this century, the three-dimensional forms of the earliest
fauna have been changed imto forms whichk are arranged across the surface and made
to respect end reflect its solidity. By the end of the century, they became
attenuated patterns and silhousttes of great linearity and variety which cover the
gurface with intricste and delicate polychromatic networks.

Byzantine Letters and Manuscripts

Byzantine New Testament Manuseripts
in the Monastery of St. John the Theologian on Patmos

Ernest Saunders, Garrett-Evangelical Theological Seminary

Oritical notes on the twenty-nine lectiomaries and thirty-nine straight text
menuscripts of the New Testament in the vellum manuscript collection in the Iibrary
of the Monastery of St. Jghn on the Greek island of Patmos. Since 1071 the
Institute for Antiguity and Christisnity in Clarement, California, has been
involved in developing an anslytic, deseriptive catalog of these mapuscripts as
part of a larger project of the Center for Byzantine Studies of the Greek Kational
Foundation of Scientific Reszearch. The Greek program is preparing such a catalog



for all the 890 Byzantine and post-Byzantine manuscripts in the monastery library.
The present writer has been & regearch worker with the Institute's Patmos Monastery
Library Project during the summers of 1972 and 1073.

Greek Enowledge of Latin Literature in the Fourth Century
Elizabeth Ann Fisher, University of Mimnesota

Although the Greeks of the Romen Empire are generally considered to have
meintained ap aloof and superior attitude towards the literature of their Roman
rulers, the Fourth Century provides instances of considerable interest in Latin
literature within the Greek-speaking population. This interest can be traced
using & varlety of evidence: translaticns from Latin to Greek (e.g., Butropius'
history, Dogitheus' grammar, Varro's agriecultural writings), literature written in
Latin by Greeks {e.g., Ammianus Marcellinus, Claudian), oratorical use of Latin
literary sources (Eusebius' speech of Constamtine), Latin papyri with Greek notes
or translations, ete. This evidence may suggest the effect which the presence of
g Latin-speaking Fmperor and court in the new eastern capital had on the literary
horizons of Greek speakers at various levels of society and in various
oceupational and interest groups.

The Knowledge of Greek in Medieval Europe:
Its Grammatical and Lexicographical Sources

Bernice M. Kaczynski, Yale University

The paper begins with a survey of the Iinguistic materials available for the
study of Greek in medieval Burope, including late—classical s=s well as contemporary
sources., These comprise Greek, or Gresk-Latin, alphabets, grammars and glossaries
in cecidental mamuscripts. After construing the body of Greek material in iis
broadest possible sense, the discussion passes to an examination of the practice
of Greek at a single monastery.

The abbey of St. Gall, in Carclingian Swabie (present-—day Switzerland) is chosen
for this purpose. During the period of its greatest cultural florescence (816 -
1022), coinciding with the erss of the Carclingian and Ottonisn Renaissances, St.
Gall ranked among the foremost intellectual centers of Eurgpe. It 1s known to
modern scheolars, particularly, for its pursuit of Greek learning.

A systemstic Investigation of the Greek production of itz scriptorium, along
with & consideration 6f Pilingual mamiscripts demonstrated to have been there at
an early date, yields a considersble body of evidence. Reference iz also made
throughout to comparable menuscripts written at other monasterdes. Among the
questions considered: Was St. Gall, in fact, repregsentative or typical of medieval
monasteries in its conduct of Greek? What was the nature and the quality of the
Greek materizl available to its immates? How well did they learn the language
on the basis of these resources?  What, finally, were the fruits of their study?




Byzantium in the Seventh Century

Controversy and Confidence in the Seventh-Century Crisis
Walter Kaegi, University of Chieago

The insufficiency of sources has thus far impeded modern scholarly understanding
of the external and internal crises which the Byzantine Bepire underwent in the
seventh ecentury. A neglected and obscure subject is the impact on and opinions
of Byzantine contemporaries concerning their century's momentous changes,
egpecially the reverses and calamities of its middle =nd last decades, After
George of Pigidia falls silent, no single source provides extensive information
on official or unofficial attifudes towsrds the situation of the empire. The
collection of oceasional fsolsted and even paremthetical references from various
patristic sources (e.g., bagiography, papal correspondence, apologetics against
Jews, works of 85s5. Maximus the Confessor and Apmstssius the Sinaite, Acts of the
S8ixth Oscumenical Council and Monophysitic literature) offers some hints concerning
contemporary reactions to and descriptions and interpretations of the espire's
political and military experiences. Not surprisingly, extent sources fail to
reveal any sophisticated sttempt to understand, explain, and cope with recent
historical developments. The overwhelmingly religious character of these sources
probably aceounts for their attempt to interpret events almost exclusively in terms
of & religions frame of reference, whether Orthodox, Monothelite, Monophysite, or
Jewish., Apologetical treatises against Jews provide some of the clearest, however
inadequate, raticnelizations of events by Christians. Invocations of divine wrath
and confident reaffirmstion of the convergence of the empire's religions and
military fortunes repestedly reappear in the texts. The fragmentary traces of
these arguments display little originality; they resemble in part religicus
explanations of the empire's condition which had already become prevelent in an
earlisr crisis, that of the fifth century.

The Shape of the Seventh Century in Byzantine Art
David H. Wright, University of California, Berkeley

: The seventh century for Byzantine art had the shape of a camel with two
humps. The first bhump was the reign of Heralius, the second the reign of
Justinian TT. Earh hump stored up in its fatty tissue vast reserves of the
clagsical tradition in art, and each hump meant a selectiwve reviwal of that
tradition, as well as & marked increase in high-level patronage. Esch brought
& corresponding improvement in both guantity and quality after a pericd of
decline. Buot the two revivals developed very different styles, for under
Heraclius there was a general renewal of perennial Hellenism in Byzantine
guise, while Justinian IT seems to have sought specifically a revival of the
art of the first Justinian. Hiz artists turned to modele from the middle of
the sixth century, rather than to the more easily available models from the
first part of the seventh century. Thus the Heraclian period is cheracterized
by voluminous figures which tend to move freely in an indefinite space, while the
figures of Justinian II are more plastic and substantial, more clearly articu-
lated by linear design, and some are given a consciously constructed spatial
setting. At the risk of oversimplification, the Heraclian style can be charac—
terized ms peinterly, that of Justinian IT as linear,



A1l of this is hypothesis, advenced s a8 basis for discussion. If iz an
attempt to meke sense of a confusing range of material, and it touches on many
celebrated controversies in the dating of major monmments. Most of my besic
hypothesis is sirsady impliecit in the publications of Ernet Kitzinger, but
recently & mmber of details have been challenged, and I propose to resxsmine
the evidence from scretch. In this advance summary I shall try to identify ail
these problems in some detail, in effect giving the fooitnotes to my argument,
though in sbbreviated form. In presenting the psper I shell concentrate on the
visual gualities of only a few of the major examples cited, and sttempt to show
the reasonableness of my hypothesis a3 a whole. Then the floor will he open for
discussion.

Besides the controversies involving specific mopuments there are two larger
issues implicit in my hypothesis which some may want to question: the wvalidity
of the concept of "period style" in early Byzantine art, and the relationship
of metropolitan snd provincial developments. On the second issue it seems to
me clesr that in the period with which we are concerned Constantinople was the
gource of all revival movements, that indeed it was the only center of artistie
production with sufficient social, econcmic, and political continuity--with
enough of a 1iving tradition of workshop practice—to make possible & classical
revival in art. When symptoms of such a revival are found in Bome (or elsewhere)
it is usually clear that they are the result of artists or models brought from
Constantinople. The accidents of preservetion make it necessery for our
study to depend on many Roman examples, but & cloge analysis of such examnles
alvays reveals some degree of provineialiem, and in framing our comclusions we
must always try to see Roman work from the perspective of Constantinople. (For
Turther discussion see Kitzinger's Bericht to the Int. Byz. Kongr., Mumich,
1958, perticularly pp. 33-39.)

The more general guestion of "pericd style™ is difficult. Some eminent
Byzantinologists, particularly those with 1ittle experience of other periods of
the history of srt, have ignored this comcept altogether, end heve sought to
argue the dating of & controversisl mommment entirely on the basis of iconogra-
phic features, or the historical probabilities affecting the site. On the contrary,
I believe the concept "pericd style” has demonstrable utility. Of courze it is
necessery to use it critically, particularly to consider carefully the effect
of iconographic reguirements {or the use of = particular model) upon the range
of stylistic choice available to the artist.

It iz important to analyze a "period style" in terms of basic issues such
as the coordination of uman enatomy snd the spatial lmplications of a figure's
actions, or the degree of three-dimensionality suggested by color gradations and
linear details. There may be & Morellian trap for the mnwary who seize upon a
minor detail, such 83 the sghape of the eye or the ear, for such a detail may bDe
copied accurately from an older model (or even invented independently) while the
"period style" of the copyist is revesled in more basic, but relatively subtle
gualities.

The concept has been most completely tested as applied to the Itelian
Renaissance, gnd meny specialists today feel that the preceeding generation
attempted too rigid a definition of ™pericd style."™ It is easy to point out
how the development of Some very grest artists (Titian, for example) goes
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beyond the strict definitions of the concept, or thet an example of provineisl
art of modest quality is virtually styleless, or depends on a tradition long
out of date at the time the work wae made. Thig latter Phencmenon is & common—
Place in the study orf Byzantine art, ang ea8ily recognizable. In theory perhaps
We should also aliow for the poseibility of an extreordinary indivicuel artist
comparable to Titien in scope and originality. But the fact remaing that on

vork of resgonahle quality to at least the correct third of a century. Subje-+

There is one large body of dated materigl normally ignored by art bistoriang
vhich supports my bypothesis of the two humps, and also demonstrates convin-
elingly the primacy of Constantinople. This i3 the gold coinage. Even a glance
8L the plates of the new Dumbarton Oaks or Bibliothéque Nationale catelogues
confirms the general shape of the development, The revival style, cheracterizasd
by naturalistic treatment of the portrait, and very plastic modeling 1in high
relief, first appears in the g0ld coins of Heraclius struck in Constantincple in
613. It flourishes thers for about two decades, but beginning with the isspe
of 629 (where Heraclius first Sports a long beard and moustaches in the Pergian
manner ) there 15 some reduction in the plasticity of the image and in the physical
coherence of the depiction; this Iower level of a revival 8t¥le comtinues until
the third issue of Constans IT, in 651, but after that the decline in guality
is rapid. During =1l thig time there are only faint reflections of the revival
to be Been intermittently in Provincial coinage, even in citiecs &as important
as Alexandria, Ravenna, or Rome. The first symptom of a pew revivael comes in =
few examples of the fourth series of Constantine IV (681-685), which copies a
type from the early sixth century; but the revival appears fully developed on
the first serles of Justinian IT (685-687) and remches a climax with the famous
image of Christ on his third series (692-695). Some of the revival iz stinl
apparent in the colns of Leantius (695-698) but the quality scon declines, and
fails to recover even in the second reign of Justinian TT.

The numismatic evidence is a convenient background for our investigation,
but it should not be overestimated. The coing of Justinian I, for EXample,
give only a remocte hint of the Eplendors of imperial avt in his reign. The coins
of Heraclius are more revealing, but the major accomplishments of his reign
mst be sought in other medig. Most of the key works have been so well discussed
recently by Eitzinger and others that I shall he brief ip reviewing the following
examples, except in exemining ecertain important comtroversies.

Dated gilver: Three bieces with classica] subjects are outstanding examples of
the Heracliasn style: the Vieana bucket, the Meleager dish, and the Maensd

dish (Dodd, - S5ily. Stampe, 1961, nos. 56, 5T, 70). In each the figures are
plastically trested and relatively coherent in their ponderation. Their turning



from the Theodosian period (Kitzinger, 1958 Kongr. p. 5). Therefore the _
David dishes cannot be cited as sn exsmple of pure Heraclian period style. Bub
Dodd hass shown thet the classical pieces and the David dishes are very closely
linked in the sequence of control stamps, and in fact the whole group can be
dated more precisely thean commonly realized. They cannot be later than 630
because of the portrait type used for Heraclius in the stamps, snd since thei}a:rma
dishes were obviously made to commemorate Heramelius's victory over the Persians
they can not be earifer than 628. The seguence of control stamps makes the
Vienna bucket and the M=leager dish no more than about s yesr before the David.
dishes, and the notorious need for silver to pay the army (621-628) suggests
that nome of these pieces would likely have heen made before 628. (These and
other issues were very well explored by Flaine Eohn in an umpublished Berkeley
senior hours thesis in 1966-7; Steven Wander, who took my course in this material
in 1967, seems to have undersiood considerably less of my lectures: MetMusg B

C19733 S9-10L.)

This repewed Hellenism wes continued in the early years of Constans IT in the
Nereid jug and the Obolensky trulla (Dodd nos. 75, T7), where the atyle is
remarkably plagtic and. the contours & little more clearly defined, and im one:
Christian work, the British Museum bowl with the bust of a ssint {Emrgiw; ar
Bacchus, Dodd no. TB), where the style is less corporeal, presumably reflecting
a deli‘nera.te choice in the iconography of styles. To Judge from the portrait
Constans I1 on the control stamps, none of these pieces can be later than 55.1,
Nereid jug is probably after 645 but the Obolensky trulla is probably dated
Bhi-6ks. At any rate this is the last silver cleaorly dated by imperisl con=i:
trol stamps, and there zre no other candidates for high guality silwver in 1'-11& -
classical tradition in the rest of the seventh century. It seems= that this
extraordinary revival disappesred after about twenty years.

It glso seems that in silver the revivel developed well along in the raign

Heraclius, after s marked decline in the continuity of the classical tradit 5
the timeof Justin II. That the diversificetion and decline of plassieal sﬁx
evident in the Stuma and Riha patens, dated 57T, characterized Eﬁnsta.ntimﬂn
itself was argued by Kitzinger (1958 Kongr. pp. 18-20) and confirmed brm,m—
study of the imperial stamps (BSS nos. 20, 27; DOP 22 [19681 1h3-1k0). =
is one isolated exeeption, the Euthenia din!:l. al=p dated STT {Dodd no. 26
shonld be seen &8 & survivel of the Justinianic classieal style. The E
Museum censer of c. 605-610 (Dodd no. 35) and the Vatican reliquary, pro
from early ih the reig,n of Heraclius (Dodd nmo. U7) effectively show the

Iyories: There is not s single certainly dsted Byzantine ivory befwesn the
middle of the sixth cemtury sod the beginning of the temth. Nor are Ghere

candidates which correspond in style to the masterpieces of Heraclian il
The conclusion is unmistaksble: for some unknown resson, in the seventh
century there was no ivory carving in Constantinople of the guality we
granted inm the sixth and tenth centuries. Two isoclated candidstes, the

{Volbach, Wlfenbeinarb. 1952, nos. 143, 1kL) show relatively plastie
earved in high relief, but their dating is guite uncertain, and I =m
to keep both within the sixth cemtury. Recently Weitzmann has scught



(DOP 26 [19721 k5-91); whatever may be the truth in this matter, and I

still prefer an eleventh-twelfth century date end Grasco-Ttalian locslizstion iy
is obvious that the style of these ivories is gquite separate from the styles

we are discussing in the seventh century.

Salonica, 5t. Demetrius: The mossics on the piers flanking the entrsnce to the
Preshytery commemorate a restoration after a fire for which there iz wague and
complex documentation. Cormack's recent discussion [AnnBSA 6h 10607 §3-LS) has
exposed all the difficulties without helping us reach a conclusion. But T think
¢ is reasonable to date these mosaics arount 640, within a margin of sbout a
decade. For one thing, both priests depicted wear large bushy beards of the
type shown on the coins of Heraclius from 629 to 641 and on many of the coins of
Constans IT from 651 to 668, but not otherwise in this eras, and the magistrate
WEAT'S & shorter beard and hag hair standing out from the =ides of his head in &
manner seen on the coins of Heraclius from 613 to 629, used later for hiz =ons
when they were of appropriate sge, and used for Constasns IT from 645 to 651,
but not after that. In each of the five panels (excluding the replacement mosaic
of the Virgin and St. Theodore) we see & frontal standing saint, raising his
hands in prayer, or placing them protectively on the shoulders of the donors.
The figures are stiff and timeless, their bodies moderately voluminous but guite
without substance, while their feces are modeled strongly through gradations of
color. This may be taken as a close reflection of Constantinopolitan art lete
in the Heraclian period (see further Kitzinger, 1958 Kongr. pp. 2, 25-28). The
three medallions formerly in the north aisle {destroyea 1917} were presumsbily
by the same artists, but the recently discovered mosaie on the west wall, probably
portraying the same deacon (Soteriou pls. 69, T0), is much more provincisl in
quality. s

The mosaics done before the fire of around 630 wers mostly discovered in 1907

end destroyed in 1017. The surviving fragment from the north aisle iz almost
useless for stylistic judgement; the panel at the west end of the south sisle
(Kitzinger pl. 22) is quite provincial in guality, and while the one at the

west end of the north aisle (Unesco pl. 6) is of good guality it is tantalizingly
incomplete. Judging particularly from the watercolors by W. 5. Gearge
{published by Cormack) it seems to me there were comparable differences of

style and quality in the lost mosaics of the north aisle, but agreeing with
Kitzinger (pp. 21-22) against Cormack (pp. 45-52) I believe these various

ex volo mosaics Were executed not very long before the firve, probably by
@ifferent artists. Tt would be odd to find such a disparste set of private
commissions part of the original decoration of the church, and it is far easier
to understand such ex votos in terms of the developing cult of relics and aof
images ‘early in the seventh century than late in the fifth. Tuo of the lozt
panels, the Virgin and Child with angels (spandrel C) and St. Demetrius (spandrel
H), which have the same border motif, seem to me of good enough guality to

stand as local refleetions of the early Heraclian atyle, and the contrast of
this &t. Demetrius with the pler mosaics clarifies the stylistic and feonographic
developments of the late Heraclian period: the further suppression of Corpo-
reslity, the more intimate assoeiation of saint and donor, and the more prominent
displey of the holy image.

Mt. Bimai, Tcon of the Virgin and Child with two standing Saints, probably
Theodore and Demetrins. This is surely Constentinonalitan 55 conlite o




masterpiece of the type distantly echosd in the aisle mossics of 5t. Demetrius.
Each of the styles dsliberately Juxtaposed in the icon seems to me typicel of
the climax of the Hereclian revival. The two angels turning to lock up mt tha
band of God are the painted equivalent of the classical figures on the silver
dishas: well coordinated in their action and strikingly three—dimensional in
rendering. The two standing saints show & higher guslity, and, I believe, =
slightly earlier version of the style of the pler mosaics at St. Demetrius.
They are voluminousz, and the highlights on the dark complexion of S5t. Theodore
have a remarkably plastiec effect. But they ars substanceless snd their garments
are like bollow sheathes. Even though in each the left knee must be understood
o be bent there is no sense of weight and support, end in esch the left arm
has vamished. They are a perfect visuslization of the idea that the image of

a saint is like s hollow receptacle for the prayers of the belisver, no more
than an intermediary between the believer on Earth and the ssint in Heaven. 'The
Virgin is painted in the same technique, but with even greater three—dimension—
ality of effect. On the other hand her eyes are deliberately averted, and the
intimacy of spiritual contact between image and believer is thereby restrained.
This establishes a sense of hierarchy and decorum in the spiritusl program

of this icom, with its climax in the Child. Ee is shown in almost the sape
classical style as the angels, as if literally depicting the incarnation, but
in effect he is even more remote from the spiritual intimacy sought by the
believer in fromt of the holy image. The Child turns and moves in & limited
three-dimensional space, snd avoids the direct gaze of the beholder. He is the
Word made Flesh, but the believer is to approach him through the intercession
of seints lewer in the hisrarchy.

Boman mosaics: As frequently explained (e.g. Kitzinger, 1958 Kongr., pp. 16-18),
papal commissions in Rome offer 2 documsnted sequence of mosaics to help us
identify developments in period style, and in this era to recogoize the
collapse of local Roman tradition end the arrival of fresh impulses from
Constantinople. 5. Lorenzo f.l.m. (579-590) shows the dead end of what may
loosely be called the Justinianic style, best represented in Rome by 85. Cosma e
Damiano (526-530). There the figures were very plastic in sffect and rela—
tively well coordinated; now the figures are flat and awkwardly restricted in
their actions. What had been the contours of rounded surfsces are now rigid
linear outlines imposing s two-dimensional pattern upon figures which now for
the most part have only the slightest gradations in color. Admittedly there
are difficult problems posed by the technical inconsistencies of this mosaic,
for the four central heads use very small tesserae and a limited range of light
tones, while the pther three heads use normal-size tegserse and & maeh greater
range of colors. No smount of study of the mosaic with good binoculars nor ol
of the aveilable photographs of details has led me to a satisfactory understan—
ding of this, but I would point out that in SB. Cosma & Damimsno-there i a
puzzling inconsistency in the style of treatment (but not of mosaic technigue)
in the contrast of the head of St. Theodore with those of the four other sainte.
At any rate, I can not agree with the elahorate hypothesis of Baldass (GRA Lo
C19573 1-18], spparently developed without benefit of scaffolding, which would
assign the central figures to the early twelfth century (ef. also Nordhsgen,
ActalnstRomNory 2 19651 154; and in opposition Mattime, Mos.Med.Chiese Roms,
1967, pp. 1b59-168). If we compare, for example, the 5. Lorenzo head of St.
Peter with the 5t. Peter of a typical Roman mosaic of the mid-twelfth century,
8. Maris in Trastevere or S. Francesca Romans (Matihias pl. 92 with pl.262 or
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276) it is immediately spparent bhow the rigid cutline, distilled as it were
from the shaded contours of the Justinianie style, is characteristic of the
late sixth cenmtury, and not of the twelfth. There is further confirmation far
this charscterization of Roman art arcunmd 600 in the ministures of the Corpus
Christi Gospels, & mamuscript probably sent to St. Augustine of Canterbury by
Pope Cregory the Great.

5. Agnese f.1.m. (625-638) shows not the dead end of an earlier tradition in
Rome, but & tentative versioco of the pew Heraclian style imported from Con-
stantinople. How the titular saint stands as an isclated devotional image in
the middle of the apse. There is a subtle distinction between the bent leg
and the straight leg which the ertist hardly mmderstands. Outlines are much
less assertive than in 5. Lorenzo and there is an extremely clumsy attempt to
use coloristic modeling in the cheeks. To imagine what this pathetic Roman
artist was attempting to achieve we can turn to the St. Demetrius on the Sinai
icon, or we can extrapolate betwsen the two Constantinopolitan models which
must lie behind the earlier and later mosaics of St. Demetrins in Salonica.
The small apse mosaic with Sts. Primms and Felicianus in 5. Stefano Hotondo
(6l2-6k0) reveals a slightly better understanding of this style, and helps
confirm the general chromology of style I have been explaining.

8. Venmnzio in the Latersn Baptistery (6L0-56L0) has moseics of much higher

guality, the climsx of this Roman development. The frontal standing saints in the
side panels (note that thelr lower legs and feet are modern restorations) exemplify
a figure style cloge to that of the north sisle Bi. Demetrius (spandrel H) in
Salonica, and are more voluminous then the pier moseics st Salonica, which must

be epproximetely contemporary. This suggests a certain time lag in the Roman
adaptation of Heraclian art from the capital. The standing figures in the apse
(apart from the frontal Virgin) ere different from the other standing figures we
bave been considering in that they are npot individusl devotionm]l imapes, but
memhers of a group who all twrn slightly in homage toward the central figure of
the Virgin. Although deteched from sny physical sétting, they are thereby involwved
in space, =end st the same time their faces are strengly modeled by gradations of
color with a minieum of restrictive outline. Thas these figures begin to approach
the style of the frieze of standing clsssical gods on the Vienna bucket. 5. Venanzio
gives some hiot of what a Constantinopolitan mosaic with comparable subject matter
might have looked like at the height of the Heraclian reviwvel; I would expect it

+6 have had figures even more voluminous and spatislly active, and to have been
even more painterly in the effect of its coloristic gradations.

Some, S. Merias Antiqua: Layer ITb of the palimpsest wall, originally showing
four Chuorch Fathers with guotations from their writings, can be dated precizely,
for this was a kipd of political poster put up to support the decimions of the
Lateran Council of 649; it was probably intended as a temporary supplement to
an existing scheme of decoration and certainly must have been done before its
sponsor, Martin I, was captured and taken to Constantinople in June of 653.

Only one of the faces srurvim in reasonsble condition, but it shows a style
corresponding to that of 5. Venanzio, strong coloristic modeling with shading
applied in a relatively free brushstroke, and without the systematie tuild

up of highlights found in other seventb-century frescoes in the church.

The essential question is, how much of the other decoration can be associated
with the Church Fathera of 6497 Nordhagen (ActalnstBomBorw 1 r19621 58-63, T1)




sought to attech to this date all the seventh-century work in 5. Maris Antiqua
except the Avwanneiation of lsyer Ila, a corresponding peinting postulsted

at the left of the apse, and the fragwentary lowest layer in-the apse; these

he egsigned to the architectural campaign which included enlarging the apse

and replacing the original brick piers with the four coliumns we see in the nave
todey, 2 campaign supposed to be dated by coins of Justin IT, as pointed out

by Erautheimer (Corpus IT, 1962, pp. 255, 264). This is hardly the occasion for
a full review of the complex and difficult archasology of these layerz of
plaster, but T would like to report that repested exsminstions heve allowed me
to confirm some of Nordhagen's observations, while others seem to me doubtful.

I cannot eonsider the archasologicsl evidence complete enough to sssociste

the varicus scattered paintings as he does, and T believe a solution to the
epparent contradictions must be sought through s combinatiom of verifisble
archaeclogical datsa, common sense, and styliztic analyais. i

At this point I must turm to the history of the origiosel excavation. OGiscomo
Boni (1859-1925) was an enthusiastic ameteur polymeth, widely scguainted in
literary and artistic circles, sincerely devoted to discovering and restoring
the mommients of antiquity, and & successful poponlarizer, but impstient with
scientific archaeclogy. The excavations began on 8 January 1900, and the
destruction of the seventeenth—century church of 5. Maria Liberatrice, which
turned out to be some ten meters above the pavement of 5. Maris Antiqus, began
on 10 Februsry; by 21 April the site was sufficiently cleared for the King amd
Queen to visit it and see the newly discovered frescoes. In the mesntime Honi
had used:ss many ms 350 workers and occesionslly dyn=mite. The only known
records from this period are & Tew photographs made mostly aa the digging
approached the pavement, or soom afterwards. Boni never published any systematic
account of this excavation, and his assistant Artioli, vorking in 1917-19, lemented
that he could find no one to give him detailed information on it. As early AS
August 1900 Boni explained to friends that the imperial building had been conver—
ted into a church early in the sixth century (by substituting columns for the
original piers of the impluvium). In the next years he invarishly repested

this concinsion in letters, newspaper stories, and other populsar accommte. The
gnly one 1 heve been able to find which gives any explanation of his reasoning
(a brief story in La Patris, O July 1901, presumably inspired or written by
Boni) refers vagiely to a "studin analitice” of the masonry involved.

The only suthentic record of the coins which are now supposed to date this -
eonversion is in the outline for a projected publication which Boni drew up
well after 1500, published posthumousiy by Tes, his literary executrix (EMAnt, I
1937, p. 19). 1In the section that was to explain the conversion of the building ]
into a church, including the substitution of columns for plers, he outlines
"desorizions dalle monete del VI secolo rinvemute gotto le bage della zeconda
colomna d1 sinstra;(end in the margin) mi pare che le monete fossero tre; le 1
ho ad ognl modo in apposite invelto nel cagssettine; furonc esaminate dal direttore
del gahinetto numismatico capitolino.” The coins muat have been in terrible
condition. What ecassettino he kept them in is not kmown, Wit I can report con

the basis of careful search and the generous assistance of the staff of the

Foro Romano that there is no trace or record of eny such coins today. It is

Tea, not Boni, who identifies these coins with Justin IT (pp. T, bl) =nd since
she reports them as lost (p. 362) it seems she never saw them. Tt is not clear
why she ldentified them with Justin II.
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Even if the coing were correctly identified the report of their finding needs
eritical examination. Frank Brown kindly confirms my suspicion: deliberately
placing coins under a column like & modern tims capsule in a cornerstone was
never 8 Homan practice; but he adds that it was normal in the Rensissance at
Ieast st Rimini, and suggests that Boni may well have known the practice in
his native Venice. It Seems to me reascnshle to conclude that a olums of
deteriorsted bronze coins was found near the column basze ‘below the pavezent
level . and much later carelessly referred to by Boni as under the columm

base, that they were mever properly cleaned or identified, and scon were 1o *+.
At best they could provide nothing more than a8 terminus post guem for the
modification which presumsbly included cutting the new apsze {though Boni
t.hn-u.g,]:{t. that was later: Tea, p. 19), thereby destroying part of the Madonna
Hegina of layer I and reguiring the new decoration of layer ITa, including
"der schone Engel."™ Tt iz a pity that the flimsiness of the archeclogical
evidence was not recognized earlier, for those who have accepted layer Ila as
dated to the time of Justin IT (as Bertelli im 1964 Bonn Komgr.f.Kg., p. 103)
bBave found it difficult to fit it into any coherent art historicel context.
FHothing could be more differsnt than the schone Engel and the hesds of 8. Lorenzo
f.l.m., and even in Constantinople only the isolested Buthenia dish counld be
cited as comperable in atyle.

To return to the problem of sorting out the various seventh-century frescoes,
common sense suggests that when asrchitectural modifications of this scope were
ondertaken therse was also a considerable program of decorstion. I would aven
1ike to suggest that this campRign marked the estsblishment of a deaconry under
papal patronage, and that the epithet "Antiqua™ by which the church was desig-
nated as early as around 640 (cf. Krautheimer, p. 249) simply characterized

the building; consider the names of the nearby desconries 5. Maria in Commedin
and 8. Maria in Via Lata. Be thet as it may, the stylistic connection of the
schone Engel with the pler frescoes, and above mll with the masterly Maccabees,
wvas persuasively argued by Kitzinger in 1934 (Bom.Mal., pp. £-12) and T would
extend this sargument to the wvarious other paintings Bordhagen associates with
the Church Pathers of 6L9. There may be & way out of the difficulties in
assessing the archaeclogy of the apse wall. At the left of the apse the Church
Fathers cruiely overlsp a fine panel of painted marble which was obviously designed
after the apse was enlarged (layer ITa). Hordhegen srgues from various obser-
vations of eontinuity of plaster in different parts of the apse (p. 59, which I
could not fully confirm) that these two layers were part of the same campaign
despite the clumsy overlap, buot his conclusion defies common sense. HNordhagen
is correct, however, in observing that the corresponding pansl of painted marble
at the right of the apse, which is smaller and neatly sbutts the Church Fathers,
ig actually carefully overlapped by the plaster of the Church Fathers. Now it is
only Teasonable Lo agsume that the presence-of the Church Fathers represents a
change in program occasioned by the conmtroversy surrounding the Letersan Council
of 640, and since they have such & specificelly political function, it is =lso
reasonable to sssume that Martin T thought of -them only &s & temporsry decor-
ation; that is why althpugh of higher guality the technique of painting is

mch looger than in any other 'Homan frescoes of the pericd, eand the lack of a
built=up leyer of highiights in the faces slmost makes them look unfinished.

Painters frescoing a wall normally work from the top to the bottom to aveid
marring their completed work. In this cese we may suppose that the wall to the
left hed been finished when it was decided to add the Church Fathers. A gifted



painter (Greek, to Judge by his lettering) was told to put up this palitical
poster and started at the left. Then it sppeared that to have enough room for
the Church Fathers and their long guotations he was spoiling the marhle panel
below. Since this was temporary decorstion nothing was done about his work
already Ffinished, but st the right of the apse the specialict who did marble
panels wes still at work and modified that panel to f£it the new scheme, or

was called back from snother Job to replace the marble panel before the politi-
cel painter did the second pair of Church Fathers. This seems to me reazonahle
speculation which will account for all the observed data. Certainly leyer ITh
iz later than layer TTa, but the difference may be a matter of days or months
rather than years, and stylistie analysiz requires their close assnciatiurn.

If, then, we assume a date for these frescoes, in the 405 we can supplement the
p1nture of Byzentine art in Rome built up on the basis of the mosaics. Kitzinger
rightly emphasizes that the Meccabees iz the key example, the work of an cutstan—
ding Greesk master. This is, of course, & devotional image, & kind of icon on
the wall, and we may recell that relics of the Maccabees were venerated at
nearby 5. Pietro in Vincoli, but here, curiously enough, it is the mother,
Solomone, who is the center of the cult, and esch of her seven sons turns

gently towards her, holding ocut his open right hand in acknowledgement of her
special distinetion. Although the fresco is now considerably worn and faded,
the figures are still impressively voluminous in effect, and the folds of the
garments ere described by gradations of color rather than rigid outlines. The
contrapposto of & figure like the older son at the right may be less shriking
than in & nude on the Meleager dish, but it is no less classical. Thassa
voluminous turning figures are located on a receding ground plane which i=
defined by subtle gradations of color as well as overlapping and a few hints of
cast shadowz; the result is an indefinite but relatively deep and continuons
Epace. The well-preserved parts of the face of Solomone have gubtle gradations
of color, light reds over tans, with carefully built up touches of highlight on
top of them, achieving naturalistic representation with brillisnt f_-alma-tiﬂ
effect, but within the design limits of severs i‘rnntal:.t:.r. A lowing

far 11:-5 three-quarter view and for differences in preservation and between indi-
vidual srtists the schone Engel is comparable in style end technique. The
turning heads of the Msccabee sons are less well preserved and being less ian—
tant probably were less carefully finished. They have much freer ‘brushatraﬁs
with en sstonishingly painterly effect; et first glance they seem to resemble
in techniaue the Church Fethers of Ehg, but the Maccabee heads originally had
g full system of highlighta.

The Maccsbees are the best surviving example of s cempsign of decoration which
must have been guite extensive, including, for example, the hopelessly faded
cycle of the life of Christ on the right wall of the preshytery, and the "icon™
of Bt. Anne lower down on the same wall, respectfully preserved by the painters
vworking for Jobn VII, who repainted the rest of this wall. Although now
terribly faded the De:m].s with a donor and the three ssints on the bema side of
the piers must have been similar to the Maceabees in style. The St. Dmt.rrim:
in the southeast cormer of the pave, also now terribly faded, but in good
condition when discovered, appears to be the work of a lezs skfillful Creck
peinter, for despite some awkward linear details and s less expressive face it
iz similar in general stylistic effect to the St. Demetrius of the Sinai icom.
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The 3t. Barbars opposite him fa a much less skillful edaptation of the Salomone,
probably the work of an Ttalisn painter stiil struggling to learn the imported
gtyle, and the Anmuncistion opn the pier corresponding to the Maccabees iz another
case of an Ttalian painter imitating with 1ittie understanding the Constantino-
politen style: the volumincus effect and fluttering drapery are partly suppressed
by linear petterms, and the free and vigorous brushstroke becomes a disruntive
squiggle. Tt was & great struggle for Homan painters to understand this revivel
of perennias] Hellenism.

There are two other Roman frescoes which can be associated with this period. The
lowest layer of frescoes in 5. Maria in Via Lata, the newly discovered Seven
Sleepers of Ephesus and the Judgement of Solomon and other fregments already
known, show active voluminous figures moving in a lapdscape. They seem at least
generelly comparsble to the Maspahess in this Tegard and in the very illusionistic
painting of the faces, but the garments have a more linear eystem of articulstion.
It is hard to argue a precize date because they are in poor condition, and they
have been published only on a partial and preliminary basis {Bertelli in Scuolm

e Cultura 2 [1962]1 198-20k; ChieseRomT11 11k [10711 33-3k, 50-56; Paragone 291
[19743 23-36). The Catacomb of Generosa includes a fresco with Christ Flanked

by four standing saints, which was damaged by the removal of relies in 6B3. Again
the Tigures are guite voluminous and painted im & lively i1lusionistic manner
which seems appropriate for the climsx of the Heraclien revival in Rome in the
ok0s (Bertelli, Paragone 291 [19741 27, pl. 23). Other frescoes are sometimes
sttributed to this period, but being generally poorly preserved and of modest
quality it is impossible to make firm Judgements on the basis of style alone.

On the other hand, Imowing the style of the best Homan painters of this period

it is possible to speculate about lost menuseript illustrations reflected in later
adaptations. Kohler sought the models of the Tours Evangelists in this phase

of Roman art, and I Believe the Maiestas page of the Codex Amistimus is copied
from a Roman work of the 6h0s.

Roman Icoms: The icon in the Pantheon is commonly suppdsed to have been painted
in time for the dedication on 13 May 609 (Bertelli, Boll.dA 46 [19613 po 1 1o
Although it is terribly dameged it shows significant resemblance in style to
the Mt. Sinai icon of the Virgin, Child and Saints. The head of the Child is
extraordinarily lively in effect, particularly if studied in =& photograph taken
after.cleaning but before the excessive inpainting which gave it a gtiffer
effect. The M. Sipai Child would seem to have been very similar, though
Probably of higher guality, but it is now so badly rubbed it is hard to be sure.
The Pantheon Virgin is a wreck, while the Mt. Sipai Virgin is in relatively
good condition; it is therefore hard to be sure how much of the observed
differences such as a harder outline in the eye and 1ips of the Pantheon Virgin
mean a difference in quality, but it does not seem the Pantheon icon was eyver
Buch & masterpiece of the Heraclisn revivel ss the Mt. Sipai icon. If we assume
the Pantheon icon was resdy in 600 it is hard indeed +o imegine such painting
done in Rome—between the mosasics of 5. Iorenzo f.1.m. and 8, Agnese f.1.m.
Since the Pantheon was still imperial property and Boniface IV specifically
obtained the authorization of Phocas for its conversion, it seems reasonshle to
suppoEe that the prineipsl icon of the new church dedieated to the Virgin counld
have been sent from Constantinople. In thet case symptoms such as the slightly
hardened contours in the head of the Virgin would be interpreted as characterizing
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an early phase of the classical revival which was &o reach its climex & decade
or two later. But the basic concept of "perennial Hellenism® requires that in
Constentinople, even at & time when the coins suggest that the elassical tradi-
tion was at low ebb, it must still be possible to produce an individual work im
elassicel style under special circumstances; the specifie iconographic tradi
of classical style in the Child could produce an individual revival. Alternat
one could suppose the icon was painted in Rome somevhat later, and then these
symptems would indicate its provinecial origin.

The icon now in 5. Francesce Romana, presumably from S. Maris Antigqua, is
clearly a later version of the style of the Pantheon icon, and must surely be:
Roman work. As Kitzinger hes emphasized (StudiesA.M.Friend, 1955, pp. 132-150)
it is very close indeed to the schone Engel. As in that fresco the stylistic
point of depsrture can be seen in the Sclomone, but in the icon the specifieslly
Roman adaptstion is further refined at the highest level of quality. The
coloristic modeling is regularized and controlled, giving the face wirtually an
eggahell delicacy emtirely different from the vigorous brushsirokes of pure 5
Hellenistie tradition. The outlines of the eyes are composed as closed forms
with & distinctive shape and the contours of the brows are adjusted for conting
with the ridge of the nose. Linear symptoms which in the Pantheon icon seemed
little clumsy are now supremely expressive, and the device of having cne eye
averted (found also in both heads of the Pantheon icon) now gains superhuman
authority &s it limits the spiritual intimacy sought by the believer in fr
the bholy image, and reminds him of the correct role of the icon as intermed
The particular refinesent of this process of abstraction is Roman, bt it

its Creek snalogue in the pier mosaics at St. Demetrius. What little suryl
of the Child shows the much freer illusionistic rendering we expect in the
Child, particularly as a subordinate figure who locks up to his mother. Im
every wey then, this icon belonge in the 640s snd we can imagine it, twice Lif
size, as the principal icon of the newly decorated deacanry of 5. Maria fnm

We heve found that the major undsted works can reasonably be fitted Into
the pattern of the first hwmp of the seventh century, a pattern established
by the documented works, including particularly the coins. The revival
began in Constantinople arcund 610, reached a climax there around 630, and was
graduslly traneformed into an incressingly abstract mammer around 6ho. The 8
revival was introduced into Rome by around 630, and flourished there in the 6li0s
with various degrees of understanding. But there is not & single work of Hygan
tine art of major quality specifically dated between sbout 650 and sbout 685.
ie not too surprising in view of the condition of the empire, the growth of
power, the slavic incursions, etc., We can at least exemine two Ttalian ex:
from this period to confirm the impression of decline and disintegration of
classical tradition in art suggested by the coins. The Privilegio mosaic in
S. Apollinare in Classe (673-679) is in hopeless condition but whatever in £t
may still be original and whatever of the facing Bacrifice mosaic can be dated
with it (Pesms, JblletByz 18 [1969] 229-238) shows no trace of the Heraclian val
rather an enfeebled repetition of motifs from the Justinianic tradition in
In Home the mosaic of St. Sebastian in 8. Pietro in Vincoli is probebly an
isolated devotional imsge made to establish a special cult in connection wi
plague of 6GB0. Tt is basically a poor imitation of the style of the side
at 5. Venapsic and suggests that what little might have been dome in Fome in
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period was poor in guality and merely repeated at = low level the Constantino-
politan models which had produced a flourishing revival in the 6l0s. Meanwhile
we have nothing at all to show for Constantinople.

Yot the very first gold coins of Justinian IT. issued in 685, are smong the
most impressive works of the second hump, They are struck in very high relief,
Eiving a convincingly plastic and well coordinated frontal image of the youngs
emperor. As relief carving they easily equal in quality the best of the Here.'ian
coins, and they are distinctly more plastic in style, with more consistently
rounded forms. But they are not entirely wmanticipated, for the last gold series
of Constantine IV (681-685) revived an early sixth-century type, last used by
Justinian T arcund 538, where the emperor's head is turned slightly to the right,
and the best examples of these coins give some hint of a classical revival in
style. The choice of iconographic type is interesting in the 1ight of the later
works of Justioian IT, bot this turning pose was not used again in coipns. The
second series of Justinian IT, where a beard is edded to his portrait (687-692),
is less consistent in quality, but the third series [£02_£05) with the famous
image of Christ is one of the chief glories of the Justinianie revival, one of the
most convincing classical adaptations in the whole of Byzantine art (Breckenridge,
HumlotesMon 1k, 1959). After the deposition of Justinisn IT the revival style
conbinued in coin portraits for most of the reign of Leontius (£05-698) but then
the quallity declined and never fully recovered, even in the second reign of Justinian
IT (705-T11). In other media, however, it seems likely that there was more continuity
in Constantinople throughout this period. The trouble iz that noene of the apparently
Constantinopolitan works of the pericd is indisputebly deted. Therafore we must
begin our snalysis with Rome, making the usual allowances for the irregular occurence
of provineial qualities, and later we must turn to Ummayad painting, distinguishing
carefully between its classicsl =nd oriental sources.

Home, 5. Mardia Antiqua: The extensive repainting commissiopned by Johm VIT
(705-T0T) has been thorcughly described hy Nordhagen (ActalnstBomNory 3, 1968)
and T am inclined to agree with all his attributions to this period. Obviously
there were a mumber of painters involved, who showed varying degress of skill apd
provineialism, but behind these variations we can perceive a common basis of gstyle,
which must have been imported from Constantinople. The major heads are strikingly
plastic in effect, whether slightly turned, as in the medallions of Apostles, or
frontal, as in the Church Father of layer TIT of the palimpsest wall. They sre
strongly modeled by gradations of shadows and highlights which are always applied
systematically, but may appear as more vigorous brushstrokes in ths work of

some Individual painters. The contours are clearly defined byt that definition
may be either a firmly drewn outline or a shadow modulated into a black edge.

The linear details may be freely drawn for naturalistic effeect, as in St. Andrew,
or they msy be organized into coherent patterns, as in St. Paul, in a manner
recalling the specifically Roman quality of the S. Maria Antiqua icon. In
efther case these heads, with their direct gaze, are enormously Impreasive. The
heads in the narrative compositions are smaller in absolute size and tend to be
painted in & freer manner; the contours snd highlights may hbe broken up to
enhance the lively effect, but even in so astopnishingly Hellenistic & hesd as
the seraph at the top of the apse well there iz a more defipite contour than in
the schone Engel and its relatives.

The figures in the narrative scemes are wery plastic buit may seem almost
arbitrarily activated: in the Adoration the first magus kneels urpently witk
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his feet spread apart while the second turns sharply in contrapposto. BSimon
of Cyrene is hunched forward as he carries the cross with urgent step; this
action is clarified by a system of linear artieulstion in the drapery, a
patiern of lines organized both to emphasize the articulation of the anatomy
and in its abatrast rhythm to supplement the action of the figure. This Eind
of linear pattern is completely different from the rigidifying patterns we
expect particularly din provineisl work, and it hes its precedent in the ME.
Sinai maseic, a work of the highest guality from the end of the reign of
Justinian T: compsre Simon carrying the eross with Moses unbinding his sendal.
Similarly the heads in medallions st Mt. Sinai are generally comparable to those
in 5. Maria Antigua in thelr plasticity and in their accented contours, while

some of the heads of active figures in the narrative scenes are comparable in i
their freer use of illusionistic color modeling. The ohvious differsnce in e
medium prevents our pursuing this comparison much further but here is good m

evidence for the Justinianic mvival suspected by Kitzinger as early as 1934
(RomMal, p. 16; 1958 Kongr., p. 32): Nordhagen's ohjections (Acta 3, 1968, p.111)
are based on comparisons with provincizl examples at Ravenna.

Rome, Oratory of John VIT in Old St. Peters: The surviving fragments of these
moseics (also described by Nordhsgen, ActaTnstRomlory 2 [109651 121-166)

are less useful for our purpose largely because of their poor condition, which
reduces the apparent range of coloristic modeling and its plastic effect, but
the use of contours is comparahls to what we have seen in the frescoes, and the
clagssical component of the figure style is evident in meny details. such as the
Washing of the Child. Fuwrthermore, the Grimaldi drawinga made before the
destruction of the Oratory, although not reliable in every detail, do suggest
landscape settings of a fairly organized type, particularly in the Nativity and
Entry into Jerusalem. These can give some notion of the relatively elahorate
spatial compositions developed by the painters of John VII, particularly if we
return to the surviving fragmeni= of such compositions in his freéscoes in 5.
Meris Antiqua. One of these is worth mentioning: the mountaing behind tha
figures of David and Golisth are not essential to +the iconography and contrast
notably with the vague and open spatinl recession in the Maccahees, but this is
a common Justinianic formila for & mountain, to he geen, for example, in the apse
mosale of 5. Vitale, \

Mt. Sinsi, Teon of St. Peter: This is obviously Constantinopolitan wark,

and as Kitzinger has shown (StudiesA.M.Friend, 1955, p. 138), comparison with
the medallions of 5. Maria Antigua date it to the pericd around TOO. The head
has the same plasticity but the details are rendered with more naturalistic
subtlety: the lines of the hair are organized in patterns, but le=s rigidly
than in some of the Roman heads, and the contours sre less emphatically defined.
The body hes an extraordinary effect of bulky plasticity, amd the articulation
of the drapery is organized to create patterns of swesping lines which supplement
this effect. The dramatic sense of corporeality in this figure is complemented
by the specific spatial setting of the exedra behind him. Thesze gualities,
combined with the ‘direct gaze of the saint, establish a relationship betwesn
believer and holy image entirely different from the contrnl and decorus which
characterize the Heracllan icon of the Virgin and Child with Sts. Theodore and
Demetrius. Now it seems the prayers of the believer might be too much directed
to the substance of the image rather than to the spiritusl reality which lies




behind it, snd the temptation to idolatry seems much closer.

Rome, 5. Maris in Trastevere, Icon of the Virgin and Child with donor and

angels., Bertelli demonstrated (MsdSMT, 1961) on many grounds, particularly

the content and Letteripg of the inseripticn, that this iccn must have been
commissioned by John VII, and that it is he who is kneeling st the f=et of the
Virgin. He also demconstrated that stylistic anslys=is confivms the specifically
Roman neture of the painting particulsriy evident in comparing the head of the
angel at the left with the medallion of 5t. Paul in 5. Maria Antigqua. The heads
of the other sngel and the Child, however, are mmich closer to Constantinopoliten
work. Where they are well enough preserved the bodies show the bulky quality
and something of the system of lipear articulation in the garments which we
expect in the work of John VII, but without the extraordipary suggestion of
corporeal presence we find in the ME. Sinsi St. Peter. The head of the Virgin is
very plastic but almost metallic in its rigidity, apparently & further development
of the Roman tradition of the treatment of the principal figure of a holy image
as we observed it in the 5. Maris Antigua icon. Because of this, and through
compositional devices such as the stretched torso of the Virgin, the believer

iz epormously impressed by the solemnity of an imege 1ike this, snd is prevented
from achieving excessive spiritusl intimascy with it. The coming split between
Esst and West over the cult of images seéms predicted in these two versions

of a common period style.

Jerusalem, Dome of the Rock: The mosaic inscription implies the completion

of this enormous scheme of decoration, originally both inside and out, in

691/2; the building cannot have been begun before 685, when Abd el-Malik became
Caliph, and so we must imagine that there was a vest crew of mosaicisis at

work, and we can understand the uneven guality of the result. Here and in

the Grest Mosgue of Demascus it is necessary to rely on old photographs and

to distinguish carefully the original parts from verious restorstions, for im
both cases it seems the latest restorations have been cetsstrophic. TIn the
Dome of the Rock much of the ornsment reflects the oriental tradition, partic-
ularly the 3assanisn motifs, but there are also many variations on the classical
motifs of acanthus folisge and scroll, and there are naturalistically rendered
trees and garlands on the soffits of many arches. While some of the acanthus
details sre strongly schematic most of the cup-shaped clumps of acanthus and the
better examples of acanthus scroll are very three—dimensiconal in effect and
emphasize the natural growth of the leaf, with its irregular Japped edge
turning in space.

Damascus, Great Mosgue: built by the Caliph al-Welid (705-715) with an encrmous
international crew of workmen, Iincluding, we know from good historical sources
(ef. Gibh, DOP 12 [1958]1 221-233), mosaicists sent from Constantinople by
Justinian II. The scattered fragments of the winor decoration, both inside and
out, ipclude acanthus motife and naturalistic trées comparable to those of the
Dame of the Hock, and 8 lower proportion of oriental motifs. BPut the most
importent festure is the large landscape mosaic in the courtyard discowvered in
1929. This is a sacro—idyllic landscape in the Roman tradition. There is soms
precedent closer in time in mosaic pavements such =5 the one with trees,
animals, and water in 5t. Demetrius at Nikopolis, from early in the reign of
Justinian I. ©But in Demascus, although neither animals nor humeans are shown, io
the aunthentiec Foman tradition there are clusters of buildings of various types
rendered in elassical style and filling out the background of the landscape.
There could be no more dramstic demonstration of "peremnial Hellenlsm" than this
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link between Pompeii and the Macedonian Renaissance, and despite its location
&t Damascus it must be-seen sssentially as part of the Constantinopolitan
art of Justinisn TIT.

Amra: This remote palace of an Ummayad prince was certainly decorated.
ofier 711, probably not very long after. Of the vast scheme of painted decor—
ation known from the descriptions and drawings published by Musil anly a lon
survived to be photographed, but this fraction includes both lmman figures and
amimals which can be claimed to depend in style on the revival of Justinian
The nude women sre not only corpulent according to Arab concepts of female
they are rendered with coloristic modeling and coherent contours to give ma
plastic effect. The other figures and the animels are equally plestic in re
and some have complex postures turning In space.

¢
Constantinople, Great Falace Mosaic: In reviewing the Second Report of the:
excavations Mango demonstrated that the mosaic cannot be earlier than the second
hulf of the sixth century (ArtB 42 [19601 67-T0); considering the literary
evidence he suggested that 1t might be part of the building caspaign of Tiberiug
11 (578-562). BReviewing once more the archaeclogical evidence, and emphasizing
the well known Fact that Justinisn IT built two important buildings in this =
general part of the palace (in 69% according to Ebersclt, GrPalais, 1910, p.
Nordhegen claimed the mosaic for Justinian IT (BZ 56 (19631 53-68), an attrl
which I f£ind entirely convincing. (The evidence for such = date was also
dersd by Elizsbeth Allen Defouloy in an unpublished Berkeley M.A. thesis,
If anything the archasclogy of the site favors a date later than the sixth
century: under the mosaic were unfinished ecapitals of sixth-century type
bricketamps with cruciform monograms, a type which began only in the e
Justinian I. The adjoining apsidal hall, of which only foundations remained,
wes presusably contemporary with the mosaic in the peristyle, but it wms :
V in & complex sequence of changes and additions in which phase I shows ¢
teristic Justinianic mesonry. This seems to make Tiberius II unlikely,
not impossible, Furthermore, what little we know of Constantinopolitan srtt
around 580 (coins mnd silver) suggests that this was a time of grave decline in
the classical tradition, & time when so extraordinary a monument as thi= mossic
would be entirely isolated. 3

Certainly the style of the mosaie fits easily into the period of Justinisn
The natural growth of leafage in the scanthus seroll of the border is &

that at the Dome of the Rock, btut, as might be expected in Constantinople
1ittle more naturalistic in detail and finer in guality of work. The hu
masks in the border are clozely comparable to the major John VII heads
Maris Antigqua, or to the Mr. Sinai icon of 5t. Peter. The trees in e
scenes are similar to the most naturalistic trees in the moszaics st Jerusalem
and Damsseus, and the little bits of architecture in these scenes are gimpler
versions of those in Damascus. Above all the figure style of the Great
mosaic can be seen as the Constantinopoliten source studied by the painters
John VII and those of Guesayr Amra. The figures are very plastic in effect,
strongly modeled by gradations of color and given a definite contour; they
are vigorous in their actions, many turning sherply in space, and we
the hunched—over formula and the wide-spresd stance familiar from S. Maria
Antiqua. Furthermore, the major lines of the garments are organized into

patterns which articulste the anatomy and supplement the action of the gure.
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The idea of & Justinianic revival is cbvious here in the general repertory of
the floor mosaic and in many specific motifs. A direct comparison, as with the
Goatherd dish (Dodd no. 9) raises the problem of distinpuiching the gtyle of the
revival from that of the originsl. I think the difference can be recognized in
aspects such as occasional ewkwardness in snatomy: = hesd displaced with respect
to the shounlders, an active stance which is stretched beyond reason. The Fainters
of Justinian TT lmeked final confidence in handling the basis of the clascical
style they sought to revive.

Constantinople, Hagia Sophis, mosaic in the room over the southwest ramp: Cormack
(in an article to be expected in DOP) identifies this room as the Sekreton tdlt
by the Patriarch John 11 Scholasticus (565-5T4), and assigns the mosaies to

thet date. But the acanthus scroll on the vault is very similar o that at

the Dame of the Bock (ef. Kitzinger, 1958 Kongr. p. 1l). The large medallions
on the walls originally had busts of saints; in the Justinianic period {es at
Mt. Sinai) such medallions were placed on the soffit of an arch or in a similar
way integrated into the scheme of architectural decoration, but here they are
separated and made & prominent festure of the wall at & lower height, more

like the medailicns is 5. HMaria Antiqus.- This seems to me symptomatic of the
increasing cult of images to be expected in the time of Justinian II, but

not in the time of Justin IT. 1

British Museum, Add. Ms. 5111: These two fragmentary follos of an extra-
ordiparily lusmrious set of Canon Tables have acanthus folisge and various
oriental motifs which are very similar to those of the Dome of the Rock.
Furthermore, although very small, the medallion busts of Apostles show the
vigorous plasticity and the defined contours we expect in the time of Justinian
1 0 2

Balonica, St. Demetrius, fresco of an imperisl sdvenotus: This probably refers
to the triumphal entry of Justinian IT into Sslonica in 688/9, tut the identi-
Pication is not certain (Breckenridge, BZ L8 [19551 116-122). The beard on

this emperor corresponds to that op the portrait of Justinian TT in his

Eecond series of gold coins (6B7-692). The fresco was considerably damaged

even when first discovered after the fire of 1917, and it is rather provimecial
in quality, but the style certainly fits this date, for the heads are strongly
modeled and have defined contours. The principel figures are wery plastic in
effect, and one turns sharply in contrapposto; the linear scheme of articulaticn
of drepery supplements the actions and clerifies the anastomical articulation.

Eiti, apse mosaic: Altbough somewhat provincial in execution, the style clearly
fits the pericd of Justinian II. The figures are very plastic in effeet,

strongly modeled, with defined contours; the lines of the drapery, particularly

in the angel st the right, articulaste the basic anatomy and smphasize the stepping
action. There are close parallels for the decorative motifs of the borders in

the Dome of the Bock ( but mot for the animal heads, which are Christian symbols).
There is no specific documentation for the building, but the mosaic is an mdditiom
carried out afber a fires it is tempting to connect the fire with the Areb ralds
in the middle of the century, and the new mosaic with the neutralized and peace-
ful status of Cyprus following the treaty of 688 (ef. Jenkins in StudiesD.M.Hobinson,
1953, Ii, pp. 1006-1014). Megaw Tormerly agreed with this date (1958 Hongr. Akten,
pp- 350-351) but ig now inclined to assign the mosaie to the late siwth century
(DOP 28 15741 TL-=T6).




Rome, Catacomb of Commodills, fresco of St. Luke with painted inseription

"Sub tempora Constantinfol Augfulsto nfostrol factum est.™ It is easier to

say what this curious Inseription does not mean (It is not an imperial commizsion)
than to understand what it really does mean., It secms & very strange notion for
& painter to record the dste of his work so prominently and in such vague terms,
and one wonders whether some other reference is not intended, perhaps an earlier
establishment of a cult or translation of relics. The fresco is one of several
isolated additions to the decoration of a chapel first established in the cats-
camb late in the fourth century for the cult of the relics of Sts. Felix and
Adsuetus. Ii is on a wall cut as part of an enlargement not earlier than the
sixth century, and is next to an apse spparently used for the altar. There is
no appersnt reason for adding a devotiomal image of Bt. luke. If we accept the
received assumption thet a seventh-century date is intended in the inscription
both Constans IT (641-668) and Constantine IV (6568-685) are eligible. The former
was never popular in Home (recall his imprisoning Martin T and his robbing the
Pantheon of its bronze tiles) but the latter was highly regarded for his spon—
soring of Counecil of 680/1. and therefore Wilpert (RomMosMal, 1916, p. 9L&)
considered the early 680s the most 1ikely date.

The painting is provineial in quelity, but the figure is strongly modeled and has
bold linear contours; the face has vigorous brushstrokes for highlights and
ehadows and is very plasiic in effect. The lines of the drapery form & pattern
articulsting the anatomy, though quite awkwardly at the right knee. In short,
this seems inescapsbly a reflection of the style of Justinian TT. If Wilpert's
date is correct the fresco is contemporary with the first symptoms of that revival,
the last dissue of the gold- coins of Constantine IV, but it is hard indeed to
understand how such a style could have reached Home, where it contrasts in every
way with that of the spparently contemporary mosaic of St. Sebastian in S. Pietro
in Vincoll. Alternatively, one could attempt to explain this style as & uniquely
linear and vigorous interpretation of the style of the Church Fsthers of 649, and
place this fresco in the time of Constans IT, but I do not find thet convineing.
If T could date it on the grounds of style slome I would place it just after

John VII, seelng features such as the awkward stance, the strong linsarity and the
schematic shadow for spatial recession ss the first step in the direction of the
frescoes of 5. Saba, etc. The style of the lettering, with its eareful shading
and distinctive serifs, also connects the fresco with Johm VII. I think the
meaning of the inseription needs thoughtful study.

Castelgeprio, 5. Maria foris Portas: Tt would be insppropriste here to attempt
to sumerize the literature of this enduring controversy., It is obwvious thsat
thege fremcoas are the work of a Gresk painter of extraordinary gifts, an artist
who must have been trained in Constamtinople but somehow found employment in the
foothills of the Alps, In a sense he appears as the Byzantine Titian, a great
ertist whose brilliant persomel style developed far beyond the norme of his tima,
but T believe If is nevertheless possible to define his point of departure.

The medallion bust of Christ is terribly worn and faded, but it i=s clear at
least that the anatomy was coherent and the head very plestic in effect, pzinted
with controlled sheding and highlights and = defined contour. The headsa in the
narrative scenes are inevitably very different, being much smsller in ahsolute
size and mostly shown in active three-quarter view, but the very lively effect
cbtaiged by bresking up some of the contours and accenting the highlights is
approached by the best heeds in the narrative scenes of the John VII paintings
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at 5. Maria Antiqus. There sre alsg importent iconographic connections with
the work of John VII, such as the fnclusion in the Nativity of the doubting
midwife, the Washing of the Child, and the Annunciation to the Shepherds (cf.
Bordhegen, ActaTnstfomNorv 2 [1965] 131-13%). The Construction of the spatial
compositions was probably similar (to judge from copies and fragments of the
John VIT work); the formuls for a mountein in the Nativity is the same as= in
David and Goliath at 5. Maria Antiqua, end the architectursl motifs in the
distance are the gseme as in the Great Mosgue st Damsscus. k

But most important, the Tigure style =t Castelseprio can be Seen as an enhanced
version of the period style of Justinian IT, a style practiced with uneven
success by the painters of John VII. A seated figure such as the Jouseph in

the Netivity twrns gemtly in contrapposto, and iz rendered bulky and substantial
by the contral of shading and highlights and by the design of the folds of his
drapery. An active figure, such as the engel of Joseph's Dream or Joseph in

the Journey to Bethlehem, gains hie dynamic expressive quality largely through
coordinating the articulation of his drapery in & pattern of lines so as to
clarify the action, and to supplement by abstract rhythm the effective motion of
the figure. This iz the same prineipal we hawe cbeerved before, & basic aspect
af theJustinianiF:'rE?:i‘H‘al,hIt here it is more skillfuliy hendled than in the
paintings of John VII, and it is heightened in dramstic effect beyond either

the paintings of John VIT or the Great Palace mosaic. This expressive enhance-—
ment and the exaggerstion of Vigorous brushstrokes make Castelseprio virtually

& manperist version of the basic style of Justimian IT. It would seem to come
late in this revival. PFrom the point of view of local painting in the Langobard
kingdom it would be convenisnt to date Castelseprio around the 7205, Tor the sincpie
of layer T at §. Salvatore in Bresciae (epparently dated o. T5h4) awve so gimilar to
Castelseprio that one must imegine them the work of a pupil of the Castelseprin
master (this point emerges with new clarity from a Berkeley Ph.D. dissertstion
now almost completed by Barbara Bernherd Anderson). Indeed, it seems to me
possihle to follow the influence of the Castelseprio master in nerthern Italy
througn the rest of the sighth century, but I would insist that his style has
nothing to do with later Carolingian peinting, particularly the Reims mamecripts;
that should be seen as a Northern development on the basis of the migque style

of the foreign (Greek?) artists who painted the Schetzkammer Gospels in a renswed
version of perennisl Hellenism completely different from Castelseprio.

In Comstantifiople the end of the second hump is lost in &n era of political
instability followed by icomoclasm. We cap Bpeculate that such conditions led
artiste like the Castelpeprio master to emigrate, but we have no evidence to follow
the art of the capital any further into the eighth century. There is a hint of
development, however, in later Umnayed painting. for the momaie pavement st Khirbat-
al-Mafjar (a palace left unfinished in T43) shows a hardening and flattening in the
rendering of foliage, and a more restrictive outline and less spatisl arrangement
in the animals., This seems a decline in the classics]l component of this style,
stil1 trillient in its decorative effects. Then with the collapse of the Ummayad
dynasty and the rise of the Ahassids Islamic culture turned sway from Byzantium
and Tslamic art became obviously Orientsl.

In Rome, on the other hand, there was a copsiderable afterlife for the
period style of Justinian IT. The painters of John VII were quite active, and
I suspect, for example, they painted the fregmentary Agony in the Garden in 5,
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Maris in Vis Leta. Next came the frescoes of 8. Sgbe, where the linear element in
the style becomss more prominent but where the basic Inheritance of the style

of Justinian IT is =ti11 obvious. By the time of the chapel of Sts. Guiricus =nd
Julitta in 5, Maris Antigua (T41-752) the linear element and the flattening =ffect
have become dominant, and in the fresco of Hadrian I in 5. Maria Antiqus (772-
795) we see the dead end of this style. Cut off from Constantinople, the source
of perennisl Hellenism, Foman art could not sustain a classical revival indefi-
nitely, and the next grest remewsl in Fome, as seen in the mosaics of Pascal T
(B17-82L4), drev its models primavily from Roman works of the early sixth cembury,
The second hump 6f the Seventh century hed & kind of tail in Home which dwindled
away in the middle of the saighth century.

In explsining my hypothesis I have stiempied to Bcocount for all the significant
dated works and to show how the major undated works can be fitted imto the scheme,
I thiopk the results are satisfectory, bot I realize there are twn issuss which
need repeated evaluation: +the claim that the period style of Justinian IT wes
recognizably different from that of Haraclins becanse of & conscious attempt to
revive the style of Justipien I; and the clsim thet the generstion before 610 =nd
the generation from sbout 650 to about 685 were periods of general decline in
ouantity, In quelity, and in the understanding of the classical inheritance. While
inevitably we use words like "decline" the development of art should not be thought
of a5 arbitrary curves on an economist's chart. Our model must be s simplificstion
if we are to make sense of our diffuse data, but it must have an organic gnality
and be able to respond with a heave or a ripple to new discoveries or to changed
opinions. Gince in presenting this paper I shall be able to consider ooly a few
examples T shall welcome discussion on any of the others, particularly those
which are most controversial., PBut bewars the camel who gets his nose into your
tant: there is & loft more of him to come!

The Later Roman Empire

Computer Analysis of the Data
in The Prosopography of the Later Roman Empire

Ralph W. Mathisen, University of Wisconsin

Volume I of The Proso ra of the Later Roman ire providés us with.an
invaloable tool for the study of the lste Roman empire. Its usefilness would
be greatly enhanced by the sbility to sort out quickly from this huge mass of
data groups of Individuals mesting specific requiremenis, e.g. all Spanish
Christians durlpog the reign of Theodosius. The recurrent nature of the data
associated with each pame, e.g. origin, rank, stec., makes the data ideslly
fitted for computer analyeis. My paper discusses the manner in which the data
in the PIRE have been condensed to make them intelligible to the computer. It
also coyvers applications and limitations of such en analysis of pmﬁnpugraph:il'ul
deta. While thus far only s small percentage of the names have been coded, the
basie FORTRAN programs are now operationsl and tests have been run. The specifie,
though preliminary, results of these tests will also be dizenzsed. <N
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: The Conversion of Eudocia
Kenneth G. Holum, University of Maryland

Aelis Endoeis, consort of Theodosius IT (402-L50) and one of the typical
potent women of his time, has received surprisingly little attention from eritical
historisns. Gregoroviua' dated but attractive biography and Seeck's brier
aceount in Pauly-Wissowa remsin the basic modern Ereatments. MNeither exploii 3
& fraction of the sources avaflashle.

Eudocia was born Athenais, the daughter of & pagan teacher of thetorde in
Athens. Orphaned at an early age, she became known to the emperor, probably
through a maternal uncle who wished to exploit her charms to secure protection
for admirers of paganism. Before her marriage she received baptism, and by
the time of the Nestorian controversy felt encugh at home in her new religion
to intervece in church politics, epparently on Nestorius'! behalf., A few years
later she traveled to Jerugsalem. There she sat at the feet of the very holy
oun Melania the Younger, but also apparently intervened in commmal strife in
favor of Jews. Back in Constantinople, she secured the appointment of a liter-
ary man and reputed pagan, Cyrus of Panopalis, to the prastorian prefecture
of the East, Shortly thereafter, she left her huskans and returned to spend
her remaining years in Palestine. By the end of her life (ee. k65) she had won
8 reputation as g supporter of monasticiam &nd builder of chirches, and as &
protector of pergecuted monophyaites.

Obviously the distinctions we think we ses In late antique/proto-Byzantine
religiogity—between paganiom and Chriptianity, the teechings of Nestorins and
Eutgches, adherence to Christ and sympathy for Jews—daid mot appear so clear to
Erdocia. I Hope to make some sense of her yiews by a study of her actions =nd
close exsmination of her poetry, a substantial body of which has been prezerved.
This paper grows out of my 1973 Chicazo dissertation, "Aeliam Pulcheris snd the
Eastern Roman Empire," and is part of the Preliminary work necessary before the
publieation of the dissertation as a monograph.

The Treaty with the Huns of 443
William Bayless, Rutgers University

E.A. Thompson, A History of Attila and the Buns, Dp. TT and 217, maintains that
Theodosius IT never paid the anrual tribute 4o the Huns required by the Poace of
Margus (h35). He argues that the 6,000 pounds of gold demanded by Attila im Li3
¥ES A round sum demanded as compensation for the tribute in arrears, and that
Priscus (fr. 3) states that the war was caused by the failure of the Romans to pay
the tribute.,

My ressons for disbelieving this argument are as follows.

If the Romans did withkMold the tribute from 435, why 414 the Buns not mention
it in Bh] when they remmed hostilities? The war began when the Huns attacked
a border fort. In Priscus (fr. 2) the Huns give various reasons for this attack.
There is not a word about the supposedly withheld tribute. Yet one would certainly
expect it here since the Huns Justified the attack hy the Erievences they hed
against the Empire.



1 believe Thompson has elso misunderstood fr. 3. A careful resding of the
passage shows that Attila claims that Theodasius has refused to pay the tribute
on the pretext that the war i3 under Wﬂ In other words, Theodosius withheld
tribute from the outhresk of the war in LUl, not from the Peace of Margus in L35.
The renewsl of hostilities in Lb]1 would provide the Homens with an entirely
Justified reason for refusing payment. With the return of the fleet from Sicily
that was originally directed ageinst the Vandals, Theodosius might take this step
with some confidence. But it would have been irresponsible folly for Theodosins
to send a fleet against the Vandals in 441 with the knowledge that he was provoking
the Huns by contimually refusing to pay the tribute that he had promised.

Finally, Priscus (fr. 5) does not say or imply that the 6,000 pounds of gold
was intended as arrears for withheld tribute. I this sum was exacted for the
rurpose Thompson elaims, why did not Attila ealculate it precisely rather than
resorting to & "round sum"?

The 6,000 poinds demanded in 443 was probably a general indemnity therefors,

The Emperor Majorian and the East
Gerald Max, University of Wisconsin

Among the last emperors of the Boman West, Julius Valerius Majorisanus
(L257-161) wes a singuler anomely: s ruler of strong will, energy, and inde-
pendence. To his panegyrist and admirer Sidonius Apollinaris (L30%-L797), whose
name the age itegelf mipght bear, he was Scipio Africamus and Trajan reincernate.
Born, howewer, in the very worst of times, he was, as the historian Gibbon
suggested, 8 hero in an age of iron who longed for a golden age past. As Emperar
{(457-461), he reigned under exceptional duress to achieve the object of his longing,
making the maximm effort to reverse the process of decline the Empire had been
undergoing for cemturies.

With the death of Velentinien III in 455, the male line of the house of Theg~
dosius the Great (379-395) expired and the inherited mizeries of royalty passed
to new men of whom Mejorian, almost without exception, proved the ablest, Put
the times needed at least an able man at the helm. The dismemberment of the
Empire was, at the outset of his reign, all but an accomplished fact. Federate
and sovereign states, long established or nascent, of dubicus loyalty or actively
hostile, infested the once far-reaching end ordered dominions of the Faxr Romsnn.
In Spadin, the Visigoths and Sueves warred for Hegemony over the peninsula unmind-
ful of the imperial might with which the barbarian tribes, including the Franks,
the Alsns, snd the Burgundians, established permanent and semi-permsnent sbodes.
Eritain had long since been abandoned to the Saxons and, more recently (in L5h),
Dalmastia, under Count Marcellinus, defected from the Empire. Perhaps the most
important of the western provinees, Africa, from which, for over a century, Rome
had drawn the greater part of her grain supply, wes under the hostile control of
the Vandsls. To aggravate the situation, East was becoming more independently
East and West more independently West. Indeed, after the death of Theodosius I,
the Empire was divided between his two sons Homorius (395-423), ruling fros
Ravenna, &nd Arcadius (395-408), ruling from Constantinople. From then on the
two halves of the Empire slowly drifted spart. Probably the greabest historian
of his age, Priscus, significantly allowed one theme to emerge from his otherwise
marvelously antiseptic nerrative——how the division of the Empire, & weakness which
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the Hun Attila (h43-453) and the Vandal Gaiserie (428-477) brilliently explofted,
vas ruining the whole.

The reign of Majorian--and his counterpart in the East Leo I (557-47L), Dreseots
an interesting chapter in East-West relations. Though the date and circumstances
of his elevation have long been topics of heated debate, it is generally agresd
that the solution to the problem lies in the diplomatic relations between the
Eastern and Western Courts. Whether Leo, the senior Augustus, ever recognized
Majorian as his legitimste western colleague has not been certainly proven.
Indirect evidence, however, permits the conclusion that Leo partislly recognized him
or the political situastion in Ttaly. This paper then will offer the relevant
msterial and show, too, how the position of Marcellimus of Dalmatia influenced the
attitude of both the sastern and western governments towards each other,

Byzantine Architecture

Some Churches of the Early Macedonian Period
and the Question of Sources

James Morganstern, Ohio State University

This paper discusses three churches of the early Macedonian period and
examines their possible sources. The churches treated inclwde that of St.
Andrew at Peristerai of 87071, the church at Deresgzi, probebly of the late
ninth or early tenth century, and the Church of ‘the Theotokos btuilt by Constantine
Iips and consecrated in 007.

belong to the eighthor early ninth. The sources for the annex buildings,
however, seem und formly older and date from the time of Justinian and before.

In conelnsion, one mey venture a few observations. To Judge from the thres
chmirches chosen, Byzantine srchitects ‘of the early Macedonian period appear to
Bave used a series of recent designs for their bagic church spaces. For their
appended buildings, on the other hand, they seem to have sought clder models,
suggesting, as in other medin, a conscicus revival

Evolution of the Middle Byzantine Five-Domed Church Type
Slobodan €urZié, University of Illinois

Byzantine architecture knows two basic five-domed church t¥ypes: 1. the
Justinianfc type—based on a free Greek-cross plan with the domes oceurring
over the crossing and over the arms of the cross, and, 2. the Middle Byzantine
ype—based on the cross-ig-gqars Plan with the domes basically appearing over
the crossing and over the four compartments between the arms of the cross. The
Thysicel differences between the two types have long been known, but other
equally significant differences haye thus far received inadequate attention. We
Propose to show that the Middle Byzantine five—domed church evolves not from a
simple design modification of the Justinianic five—domed church, but from &



complex process imvalving liturgical, architectural and iconographic plenning.

The oldest post-Teonoelsstic five-domed chireh—Nes Exklesis——finished hy
880 for Empercr Basil I, though no longer sxtant, on the basis of descriptions has
been recognized as the prototype of Middle Byzantine five-domed churches. Although
the sources pertaining to the Nea Ekklesia have been discussed on mmerous cccasions
a8 major Tact has been overlooked: the Vits Basilii states thet the church had
Tive dedications, implyins the presence of five altars. Since = Byzantine church
eould have but one alfar, we have to visuslize the Nea FEiklesia ss 3 compound of
five churches, or as a major church with four subsidiary chapels. Although subsi-
diary chapels appear very early in Byzaotine srchitecture, only after Iconoclasm
are they fully regularized in plan and systemstically integrated into the total
mags of the building. The post-Iconoclastic five-domed church can thus be Seen
85 8 formal product of this evolution. The significance of the dome as the central
point of the iconographic hierarchy in post-Icopoclastic churceh decoration has
been 11luminated by Demus. The implicetion of multiple domes in the conbext of
the "ideal decorative system" has not been explained. In the light of our analysis,
the five domes can be interpreted as the five foci of the five decorative systems,
each associated with & functional and architectural entity-—e church or a chapsl.
This notion seems corroborsted by the later surviving examples, such as Nerezi
(1164}, whers five aspects of Christ cccupy - the apexes of the five domes.

Archeeologically, the arrangement of a cross-in-square church with four
gallery chapels is demonstrated by the tenth century church of Constentine
Lips in Constantinople, aithough the presence of domes on drums in this case is
not sbsolutely certain. A mumber of eleventh century churches display pairs of
domed gallery chapels on their west =zides (e.g. Panagia Chalkeon in Thessaloniki,
and Hoimesis at Mesa Gonia on the Island of Thera). In the course of the eleventh
century, however, the five—domed church began to be treated as an architectural
Torm substantialiy divorced from the guintuple functionsl considerstion from
which it evolved. Several exsmples scattered over a large territory from Calsbria
to Asia Minor, snd from the Peloponesus to Russia, illustrate the emergence of a
new variant of the five-domed church, one in which the subsidisry domes open
directly onto The corner spaces of the cross-in-sguare plan. The original
relationship of a single dome to the individual chapel iz never entirely lost. In
various forms this relationship persists to the end of the Byzantine architectural
development.

The Middle Byzentine five—domed church despite certain visual similarities with
its Justinianic predecessor, displays an evolutiopary path indiestine s substan-
tial liturgieel, architeetural, and iconographic independence from the pre-Icopo-
clastic tradition.

Banquet Address

Byzantine Field Archeology: The Outlook
Cecil L. Striker, University of Pennsylvania

The porpose of this peper is to arounsze dizcusaion on the role of field
archeology in Byzantine studiess, Tts present position with relstion to the
fiald, which will be briefly described, is anomolous—not unlike that which Byzan-
%ine studies, itself, enjoye with respect to other established disciplines such
as classics and history. It will be stressed that up to now the concern of Byzan-
tine field archeology has been confined slmost exclusively to art, srchitecturs,
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and epigraphy.

The paper will suggest that advantages are to be dravn from the snosolous
position and nascent-siate of archeeology within the field of Byzantine studies,
Om the one-band, it is not yet so strongly bound to the limited, traditicoal
objectives of archaeclogy. On the other, the relative smallness of the Byzantine
field Jends itself well to inter-disciplinary communicetion, which is the neces-
sary condition for effective archesology.

The possible extent to which these adventages may be exploited will be
considered from both = theoreticael =nd precticsl standpoint. Some aspects of the
so-called "new archeclogy™ will be described; and possibilities of its application
in such areas of Ipquiry as whanism, every day life, sgriculture, demogrephy,
diet, health, &nd trade will be poaed.

The Tmperial Centuries in Byzantium (7th-1lth 2.)

From Patrida to Genos:
Hagiography and the Byzantine Aristocracy in the Early Middle Ages

Dorothy de F. Abrahamse; California State University, Long Beach

This poper will exsmine the evidence of the haglographic texts of the sixth,
geventh and ainth ecenturies for the evoluntion of tha Byzantines aristoecracy in the
early middle ages. A comparison of pre-Ieomoclastic and ninth cenbury texts offers
three kinds of evidence for chenge: 1) Hapicegraphic rhetoric from the two perdods
shows changes in standard foremlas from attributions of "eminence and wealth 4n
g city" to phreses for nobility of blood and descent. 2) Changes in the meaning
and usapge of specific termiuoology for nobility and landholding patterns will be
examined &5 a reflection of social change. 3) The backerounds of individusls
mentioned in the texts-—esints and their cliento-—suppact significant differonces
in the relationships between prowincisl aristocrats and imperial rank, in the
function of family associations and city petrictism, end in the economic besis
for nobility in the two periods.

The evidence demonatrates that "nobility" in pre-Tconoclastie saints' 1ives
was applied to two separate groups—imperiel officials in Copnstentinople and the
leading men of large and small provineial cities. NHinth century texts mention no
nobles with ties to provincisl cities; rether, the term iz used for men with imper-
ial or provinciel offices and men of good family or descent. More important, &
carefal study of hagiographical evidence offers insight into fundamentsl changes
in the structure and Tunction of the gesom in the esarly middle ages, and can enlarge
gur understending of the much debated problem of the origins of the medieval Byzan-
tine aristocracy. Finelly, although no lste seventh or esrly eighth century saints'
lives survive, a careful compsrison of sixth end ninth century texts provides impor-
tent clues to the nature of the changes in the Hyzantine social structure in the
geventh and eighth r:e:rtur:.ea, end it sllows us tounderstend changing meanings of
nobility in the late ancient and early medieval worlds,
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Toward a Reinterpretation of the Second Iconoclastic Period
John Rosser, Boston College

Ieonoclasm during the second period of contruversy is most often considered
impotent, spiritually exheusted, an Imitative reaction which hardly had
support beyond the confines of the capital. Faul Alexander hes shown that this
view is unsubstantiated for the relgn of Leo ¥V (813-820). Tt can nov be shown that
the same is true for the reign of Theophilus (829-842). Theophilus' iconoclastic
decrees were effective far beyond the capitel, and they bear a striking resem-
blance to those of Leo V. In fact, there are =o many resemblances between the two
emperors that perhaps we should cesge calling Theophilus an imitator of the
Abbaeid soverign Harun al-Raschid (786-809), but rather of Leo the Armenien!
Theophilus continued the overall internal policy of Leo ¥V, a policy which aimed
at revitelizing the Bupire. Teonoclesm was an integral pert of this policy, not
some unwite aberration of otherwise exemplary monarehs. And both monarchs were
indeed exemplary, effective and popular. Their reigns exhibit the vigor of the
f{:enund in;ﬂnuula.stic period, despite the interlude of decline under Michsel II

820-829).

Byzantine Imperialism in Armenia, 990-1021, Reconsidered
John H. Forsyth, University of Michigan

The Byzantine annexation of Armenia, which amounted to the snnexation of the
province of Tayk and its dependencies and Vaspuraken, by Basil IT did not come
about singly as & product of Byzantine imperislism and territorisl aggression.
In actuslity the annexstions were the result of a complex set of factors:; the
most important was the centuries-old distrust between Armenians and Byzantines.
Tt i3 of'ten claimed that Davith of Tayk, whom the chroniclers mainteined to haye
been without son or heir, actuslly d4id have a son, alheit adopted; also thet
Basil IT was behind the poisoning of Davith fn 1000 A.D. To the chronislers who
maintained that the cession of Vaspuraken was the frustrated response of the
ruler Senacherib to bloody Turkoman or Kurdish incursions from the east, a modern
authority responded, "No one gives swamy what iz his."

To the contrary it can be shown that Basil originally showed great favor
toward Davith after he had sent Basil 12,000 troops that rendered him crucial
aid in putting down the revolt of Bardas Skleros (976-979). Such was Basil's
gratitude that he may have entrusted the extremely strategic city of Theodosio-
polis thersafter to Davith. '

Davith, however, for what may have been good reasons 6F his own, did not
support Basil during the rebellion of Bardas Phocas (987-080), which almost
succeeded in toppling the Emperor from his throne. In 988 Davith was at war
against his adopted son Bagrat, king of Abkhazia, and was in no position to
support Basil, whose cause in Anatolia looked hopeless in sny case. Davith's ald
to Bardas Phocas was relatively slight compared to what he had given Basil g
decade earlier. Nevertheless, Basil grimly forced Davith's sccession in 990 and
sent a punitive expedition in 992 against the Kurds of Lake Van who had supported
Phocas. Obviously, Davith's adoption of Bagrat could have lapsed during thair
recent war.
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The Armenisn sources do not confirm the charge thet Basil poisoned Davith.
In fact some Armenian sources preise Basil. Finally, the notion that the frag-
mented petty states of Armenis wers capable of strongly resisting the Sekjuks is
without evidence and should not be used as an argument against the wisdom of
Basil's poliey of annexation. %or can Basil be held responeible for the Bilunder
of later emperors who tried to force Chaleedonian orthodoxy on the Armenians.

The Temb of the Empress Theophano
and the Convent of St. Constantine in Constantinople

George P. Majeska, University of Maryland

Byzantine sources state that Theophano, the wife of Emperor Leo VI, was
buried in the Church of All Saints, in an imperial mansoleum at Holy Apostles, and
in 8 Convent of St. Constantine which was later called the Church of St. Theophano.
Each is correct, but only for a specific time. The paper suggests why the body
might have been moved. A comparison of Russian deseriptions of Constantinople
with Byzantine material locates the last of these resting places of the Empress
Theophano in the rather restricted ares hatween Holy Apostles and the Pentocrator
Monastery and confirms a once posited idemtification of this canvent with the
Church of St. Constantine at the Cistern of Bonus. Anthony of Novgorod's descrip-
tion of the pre-1204 Byzantine capitel also provides the key to why Theophano
had founded & shrine of St. Constantine: 4t was dedicated to 8t. Constantine of
Eynada whose intervention had saved her life and that of her husband {or at least
their political 1ives). The paper also points out that the contemporary Church of
St. Constantine at Eiz PSpas . which the same source comnects with the St. Constan-
tine whose ghripe Theophano founded near Holy Apoetles, was rether & shrine to
Theophane's step-brother-in-lsw Constantine, the eldest son of Emperor Basil T
who founded the chureh.

Byzantinoslavica

The Metaphysics of Byzantine Diplomacy
in the Ninth and Tenth Centuries

Frank Wozniak, Appalachian State University

The Byzamtine Empire for the largest part of its history pursued & diplo-
macy of balsncing various countervailing forces. The resulting diplomatic
pettern often appears hypoeritical and excesgively obtuse when examined by
modern historians. A11 too often there seem o emerge grounds for the pejorative
term "byzantine diplomacy™: y=t the concept of emperorship and imperium within
the Empire shows other aspects of Byrantine motives and their accompanying
ideology.

The problems of the development of a foreign policy and its implementation
by & Christian empire troubled the Empire and its formmlators of poliecy at
freguent intervals. There was no time where this wes more chearacteristie then
during the period of the Writings of Leo VI the Wise and the Pateiarch Nicholas
Mysticos in the forty years straddling the year 900. The purpase of this paper
will be to examine the Tactice and other writings of Les VT parbdendarie 2o 45a



sections of foreign ethnic powers, snd the letters of Nicholas Mysticos to the
Tser Symeon of Bulgaria in an attempt to define the basic premises and precon-
ceptions which influenced the formulation of Byzantine diplosacy.

Byzantine Imger:i.al Thought in Theory and Practice
in Vladimirian-Jaroslavian Russia

Walter K. Hanak, Shepherd College

The official reception of Christisnity from Byzantium exposed Eievan Bussia
to a period of political and cultural efflorescence. Christianity, the Russian
annalists and literary apologisis belisved, hed effaced the primitive Kievan Rus'
politiesl and pagean religious legacy. But & major diffienlty explaining this
transition was the relational character of the Kievan velikii kniazi (grand
princes) to the sutokratores {autocrsts). The early Russian ana their contem—
porary Byzantine sources do not fully define the precise nature of their relation-
ship nor do these same sources explsin the role pisyed by the Eieyan rulers within
the comminity of Christian princes at whose head sits the Byzantine emperors. Yet,
the nature of grand princely power as a result of Byzantine political and religious
influsnces underwent some alfterstion, but the images of the Kievan grand princes
demonstrates an esrly Russian textusl reluctance to admit dependency upon Byzan-
tine imperiel theory end practice.

I propose in this paper to demonstrate the uneven inenleation inte Kievan
Russie of the Byzantine religious and political thought world. Parther, T
will show how the Klewvans through their conversion gained an imprecise Christian
notion of monarchy and of the powers of & grand prince. And the Bus', prompted
by feelings of preserving their identity and independence, moved with caution
into the political and religious orbit of Constantinople. Oo the one hand, the
Fus! were willing to elevate their standing smongst the nations and book steps to
assure this gain, while on the other hand they demonstrated their aloofness to
the Byzantine political sphere by resorting to arms.

Illustrated Manuscripts

Narrative Time in the Quedlinburg Itala
Inabelle Levin, Case Western Reserve University

The Quedlinburg Itale, Berlin Stbl. theal. ms. lat. L85, iz the oldest
extant illusirated mamuseript of the Bible. It was probably produced in a Ramsn
workshop during the first third of the fifth century. Detailed instructions
to the painter, which were accidently revealed under each picture, indicate
that this cycle was originally invented for the Quedlinburg Itala. (Other supportinog
evidence is available, but it will not be presented in this paper.) The instroc-
tions agree more closely with the text than with the pictures. The repeated
departures of the pictures from the instructions and the text are according to
three types of pictorial traditions: stock figures and groupings from model
books, the officlel iconography developed for imperisl triumphal ceremonies, and
landscape elements from earlier Homan i3lusionistic wall painting.




In their relisnce on imperial triumphal iconography the Quedlinburg Itsla
artists folloved the parrative tradition rather than the grand traditicn. Although
fourth and Ffifth century imperial art showed strong preference for hieratic, smlic,
timeless compositions the Quedlinburg Ttala artists preferred laterally developing
episodic narratives. Whether using monoscenic, paratactie, ccmpositions, contin-
uwous narration, friezes, registers, or bird's-eye panoramas the ministurists always
limited them to the esgentisl elements. They used the same means of representing
the continucus passage of time which hed been developed in Roman narrative art for
indicating causality and temporal sequence. '

The Quedlinburg Ttala belongs to a category of densely illustrated deluxe
manuscripts of the fourth and f£ifth centuries. By commissioning such mamuscripts
as the Quediinburg Itala, Cotton Genesis and Viennas Genesis, Christians could
demonstrate that their Bible lent itself to the same rich narrative illustration
ag did classicel pagen literature. This was a period of frequent icomographic
invention in Christisn narrative cyeles and of experimentation in the lsyout for
the illustrated codex. The two snd four part grid framework frontispiece format
nsed for the Quedlinburg Itela epabled the artists to group the pictures as &
prefatory index to the textusl unlts which followed in order to orienmt the
reader. It provided a pictorial synopsis of the following story which could be
understood without consulting the text becsuse the essential episodes wWere assem—
bled on one page. The grouped pictures show cause and effect relationships from
the initisting event to the conclusion. They allow more flexibility in the
selection of scenes then ig provided by the column picture type, becanse the mini-
atures can illustrate several closely relsted verses eithout constently inter-
rupting the text. They show the narrative relationship of events that may oceunr
on one page of text that follows as well as on the next twenly pages.

The Evolution of the Byzantine Prophet Book
Leslie Brubaker, Pennsylvania State University

Since A.M. Friend's discussion of prophet portraitures in his mommental
study of Evangelist portraits, the illustrations accompanying the pumerous
rreserved Bysantine Prophet Books have recelved only summary examination. This
cursory attention has led to the general assumption that Eastern prophet portrai-
ture remained esgentially unchanged from the fifth to the thirteenth cenfury.
While it is true that post-Iconoclastic Prophet Books form & singularly homogen-—
egus group, those few codices which antedate the Iconoclastic controversy exhibit
gignificant formal and iconographical differencesz from their (presumed) successors.
The results of a systematic study of these discrepancies are revealing not only fTor
their contradiction of established mamuscript "theory” (particularly that com—
cerning the development of narrative illustration); on & more pragmetic level, the
results of such a study offer assistance in determining the chronology of the
sources used for those mamuscripts—such as Psalters and Menologia—which include
prophet portreits.

L

The Seriptural Exegesis of Leo the Patrician
and his Miniaturist in Vaticanus Reginensis Graecus 1

Thomes F. Mathews, New York University

The study of the miniatures of thiz great Macedonian-period Bible may
start with an analysis of the pletorisel sources for the mipiatures, but it mast



not stop there. The miniatures pose & sericus problem of biblical exegesis.
Unlike other biblical illustrations,; the miniatures of Reg., Gr. 1. do nol appear
in & narrative setting but as frontispleces, originally one for each book of the
Bible. A unigque kind of collaborstion between the patron and the painter stands
behind their composition. The patron, Lec the Patrician, composed a set of ismbic
preface verses for eech book, ‘and these provided the materisl for the painter.
The ministures can only be interpreted in connection with the verses, and the
verses locate them in the 1iving and evolwing tradition of Byzantine scriptural
exegesis. In the formst of the present conference it will not be possible to
pregent more than a few miniatures in this method, but it is hoped that this
presentation will =t lesst plot the course for 2 more comprshensive study.

The Order and Content of the David Miniatures
in the Psalter of Basil II

Anthony Cutler, Pennsylvania State University

In celebrity and seeming familiarity., the Psalter of Basil IT (Venice,
Marciasna cod. gr. 2. 17) is rivalled among Byzantine manuscripts only by Paris
gr. 139: the hibliagraphy throngh 1974 mumbers more then 40 major items. Yet,
despite this reputatiom, its famous six-part page with scemes from the Life of
David has never been the subject of detailed scrutiny. Because of this cycle,
the eodex is often compared to—and sometimes admitted o the company of-——the
"pristoeratic"” Psalters. Yet in many ways the Venmice mamiscript differs signifi-
cantly from the customary compsarenda. In its order of miniatures (as against
that of most Pealters), it places the Anointment of David shead of the Shepherd
protecting his floeck; and (s mgainst the textunsl order of I Kings) David fights
with the bear before his struggle with the liom. ITcomographically, too, the
cycle iz full of ancmelies: David and Goliath are shown before rather than during l
or sfter their battle; the young musician is slresdy crowned as he plays before
Sanl; and David's Penitence is accompanied not by the customary Rebuke but by
the figure of the King praying to an arc of Heaven. The explanation of these !
problems must take into sccount two mejor bodied of evidence ignored in previous
discussions of the cycle. These are 1) the hisftorical circumstances of Basil's
accession to power and the events of his reign, and 2) pre-Iconoclastic David
cycles which, it can be shown, heve & direct bearing upon that of the Venice ¥
Fealter.

The Byzantine Cycle of the Acts as Illuminated by Chicago 2400
Annemarie Weyl Carr, Southern Methodist University

The Byzantine eycle of the Aefs—its elusive character and guestionable
existence—has ettracted considersble scholarly attention in recent years.
Ernst Eitzinger has examined the cycles of Peter and Panl in Monresle, Dorothy
Glass has investigated South Ttalian sculptured cyeles containing images from the
Acts, Girarpie der Nersessien has studied the schematic, smAll-figure illwminations
of Welters Art Gellery, MS. 533 end Mt. Sinai, MS 275, and Herbert Eessler has
published the four pictires prefacing Paris, gr. 102. These studies should now
be Jjoined by &n investigation of the largest surviving Byzantine eyele of illustrations |



to the Acts. This ig in the Rockefeller McCormick New Testament, a Iavishly
iflustrated Greek New Teatsment now in Chieags, and familiarly known as Chicago
2k0o. :

Chicage 2400 preserves thirteen of its original nineteen Acts miniatures,
framed pictures inserted inmto the columns of the text sbove the pessages which
they illustrate. The ipitial six pictures are small and swkwardly composed; the
remaipder are larger, with confident compositions and flamboyant colorschemes.
The duality of small and large miniatures schoes the similar duslity in the Chicago
manuseript's Gospel illustrations. The break between =mall and large scenes comes
gt an Interesting point, however. The lerger, more confident miniatures begin
with the appearsnce of Seul. The initial group of 1ittle pictures can Ve Tecon-
structed to include the Ascension, St. Peter with the Diseiples, the Election of
Matthias, the Pentecost, the Healing &t the Beautiful Gate, 5S. Peter and John
before the Sanhedrin, and the Death of Ananiss. The second Eroup can be recomstructed
to include scenes of 33. Peter and Paul only. This is, in faect, the way the cyrle
was reconstructed by H.RH. Willoughby in his major study of the ministures in
Chicago 2400, 1In order to reconstruct the cycle in this manner, Willoughby had
to postulate the use of two apocryphal Ecenes, both =een im the lives of 895. Feter
and Paul at Monreale. The limping inarticulatensss of the small miniatures and
the abrupt shift in size and quality with the advent of St. Panl led Willoughby to
postulate that the Chiesgo cyecle i= & composite, drawn whenever possible from
illustrated Saints' Lives of Peter and Paul, and composed with awkward , first-
hand spontaneity when the pictures had to be based op the text of the Acts, itself.

The maJority of Byzantine illustretions to the Acts can be interpreted in Just
this 1ight, as composites besed on Seint's Lives. This has generated considerable
doubt as to the existence of an Acts cycle, e85 such. A small number of momments,
however, contradict this view, and imply the existence of a genuine Byzantine
cycle of illustrations to the Acte. The cycle which they suggest is extensive,
elosely bound to the text, wholly canonical, of considerable antiquity, and alive
still in the twelfth century, its compositions shifting with broader shifts ip
Byzantine taste, style and ussge. It is the intertion of this papsr to present the
evidence for the existence of this cycle, and to demonstrate that it is this cycle—
rather than & composite drawn from illustrated Saints' Lives—that has governed the
imegery in the Chicago Hew Testament.

Aspects of 0ld Testament Iconography in the Last of
the Byzantine Marginal Psalters, Hamilton 78.A.0

Christine Havice, University of Kentucky

The Kupferstichkabinett of the Dahlem Myseum in {West) Berlin possess the
last and largest of the elght surviving Byzantine marginelly-11lustrated Paalters,
the Hamilton Psalter, TH.A.9, which contains both Greek and Letin text and i=
generally accribed a thirteenth-century dste. Internal evidence suggests that
the mapuscript wes copled on Cyprus, but this has not as yet been carefully
supported by stylistic analysis.

The Hamilton Foalter differs from the other members of its class in that the

body of the text is preceded by a series of minisztures illustrating ‘the one
hundred fifty-first or supernumerary Fsslm dealing with David's youth. The



episodes thus represented form & frontispiece series to the rest of the manu-
geript similar to that found in the so—called aristocratic full-page Psalters,
most notably the famous Parisinus, cod. 139.

However, these images differ both stylistically and iconographically from the
other David scenes found throughout the body of the Psalter. In examining
the marginasl i1llustrations of the David cycle and pthers drewn from the 0ld
Tagtament, particularly Genesis and Exodus, one notes Some fconographic veristions
which cannot always be readily explained by comperison with other marginal Psalters.
These ineclude & scmewhat expanded version of the Joseph cycle, two geries of minia-
tures treating the Flagues in Egypi, and the Crossing of the Red Sea, Two Scenss
of which occupy the only full-page composition within the body of the Pealter,
preceding the Odes. It is upon these scenes, largely unpublished, that this
dizeussion w1l penter, considering the inereased influences of the aristocratic
Paalter group and the somewhat prosaie attitude of the Hemilton ertists to the
illustration of the text.

Byzantium: The Final Phase

The Problem of Byzantine Decline: Towards a New Paradigm
John Teall, Mt. Holyocke College

Until recently, =murveys of Byzantine history from the death of Baajil IT to
the Fourth Crusade with virtual unsnimity viewed these centuries in terms of decline,
explaining the empire's loss of political preeminence as a function of the weakness
of its society, characterizing the latter as "rendalized” or even "played out,”
"nhealthy,” and "diseased.” Included among both causes and symptems of decline
were the failure of autocratic leadership after Basil's death, debasement of the
currency, venality of offices, widespread employment of mercensries, farming of
taxes, the award of privileged exemptions, and the strife of parties. FHecent work,
firet in intellectual history and more lately in the economiec sphere, acpords 111
with the decline paradigm. It delineates., rather, a sociely marked by cultural
ereativity coupled with agricultural and commercial develomment.

Tt is the purpose of the present paper to sttempt to resolve this dilemms:
first, by noting that the practices and institutions enumerated above, although not
videly charscteristic of the medieval west in the elaventh and twelfth ceoturies
when they prevailed at Byzantium, may indeed be found in profusion throughout
the west at the epd of the middle sges snd during the esrly modern period. Symp—
tomatic there of the birth of the early modern state, of the transition to more
effective government and to a more highly monetarized economy, they failed to
produce the catastrophic results they had earlier occasioned in Byzantium.

The reazon for the differing owtcome mey be found in external conditions, in
what might be termed—anachronistieally—"internstional relations.” Each Buropean
state wes locked in a struggle with rivals whose strengths and weaknesses Werd
not unlike itz own. If the resulting balasnce of power system withheld long-term
hegemony from any one of them, it at least permitted all to survive. Byzantium,
at the crossrosds of the world, confronted rivels whose strengths and weaknesses
were of a very different order among themselves and from the empire's own. The
consequences were manifest at Manzikert in 1071 and at Constantinople in 120%,



Such a viev suggests a paradigm differing from that of deeline, dne based
upon a comparison of Byzantium's strengths and weaknesses with those of its
contemporaries in, respectively, the earlier and later middle ages. HResearch
guided by a conceptual framework of that nature may indicate that Byzantiom,
Precocious when judged by early medieval standards, with squal precocicusness
encountered io the eleventh and twelfth centuries certain general problems of
early modern state-building which its pPerticular external circumstances or condi-—
tiens did not permit it to solve.

Palaeologan Painting during the Early Period of the Reign of
Andronicus II (1282-1311): Considerations of Style and Meaning

Thalia Gouma Petersom, The College of Wooster

The reign of Anronieus II (1282-1328), & period of ecomomic crisis, strategie
wegkness, religious dissent and political instebility, is extremely rich artiz—
tically, especially in the field of paioting. Many of the frescoes in Yugoslavia
and Oreece and the mosaics of Constantinople and Thessalopica have besn studied
and have become better known in the last two decades. However, other meterial in
this artistically and culturally complex period has not been investigated and a
synthesis of the many diverse trends still remains to be made.

The purpose of this puper iz to investigate a group of paintings of the period
1282-1311, the first period of Andronicos! reign. I shall ecall the art of this
pericd the "second Palasologan style" to distingnish it from the "first Palaso-
logan style" of the reign of Michael VITT (1261-1282) and from the "thira,"
or mature, Palaeologan shtyle of the later part of Andronicos' reign (1311-1328).
Artistic development does not fall within chronological divisions. However, it
does reflect cultural changes and there were such changes duwring the Palaenlogan
period which roughly correspond with the chronological divisions suggested above.
These, In turn, affected the art. There are profound differences between the
paintings of Sopofani (c. 1260-1270) and those of the Kariye Djami (e. 1316-1321)
and yet both sre Palseclogan and are at the most sixty years apart.

It is during the decades between c. 1282 ang 1311 that the most important
changes were taking place and that many ambithetical forces were st work both
within the society and the art of the period. A= g result these paintings are
filled with an intensity, dynamism and exrlosiveness, never before encountered in
Byzantine art. They express such an urgent sense of witality that they come close
in spirit to contemporary peintings in the West. However Byzantine ar: remsined
true to its transcendent meaning to the very end, and its transformstion into
the art of a proto-Renaissance was never complete. Tt -is the tension between the
pulse of reality and the congistently transcendental meaning of the iecon which
gives the painting of this period its special character.

Antonios 'of Larissa, the "New Theologian™
Paul Magdalino, Dumbarton Oaks

The career and writings of Antonios, Metropolitan of Larissa, are of consider-
able interest to historians dealing witk the Byzantine rrovinces in the fourteenth
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pentury. Antonics was head of the Thessalian chureh &t a time when important
political and religious developments were taking place in the region of Trikkala:
he was closely in touch with these developments gince he resided there and not

in Larisss, his own see. He held office for & pericd of over thirty yesrs (1333-
post- 1366) during which seven zemi-independent regimes came to power in Thessaly.
After the Serbian conguest (134%8) he took refuge in Thessalonica, where he seems
to heve sade some influentis]l friepds, and he finally returned to his see at

the invitation of the Despot Nikephoros II Doukas sbout 1356. Under Nikephoros
and his successor, the "Empercr of the Greeks and Serbs,” Symeon Uros, A.n_'t.um'_un
was 4 prominent Tigure at the loesl court, which provided much patronsge Tor
local monssticism, notably thHe asecetie movement taking place among the Meteora rockes.

Antonios iz also known 8s & writer of homilies, but these are unpublished and
are known mainly through the preliminary study made in 1936 (BNJ) by H.A. Bees,
which containsmany inaccuracies and gives no idea of the hiztorical materipl
afforded by these writings. Two encomis are, in fact, of particular interest to
the historisn. Both =re addressed to local saints who went unrecognized in Constan—
tinople:  Oikoumenios, allegedly & fourth—century bishop of Trikkals, and Kyprianaeg
Antonios! own predecegsor ag Metropolitan of Larissa. They are evidence for the
strengbh of local tradition in the locsl church, and for the way in which an
enterprising bishop could himself help create this tradition by describing the
igsues which concerned him in hagiogrephical terms.

The Basilika and the Demosia:
the Treasuries of the Late Byzantine Empire

Timothy S. Miller, Catholic University of America

In the fourth book of the History of John Cantarnzenus the emperor states
that he is unable to finance a war with Serbia or Gelate because both the bagiliks
and the demosia are empty. In other passages the emperor refers to two treasuries,
the demosiz and the basilike or bagilikon tameion. His language supgesis two )
treasuriez In the financial structurs of the late Byrmantine buresucracy, but mony
récent Byzantine scholars heve detected only one, the basilikon or basilikon best:

in many sourees. From Frane DSlper's work on Eyzantine financial institytions to
the recent study of Nlcasan govermment by Michael Angold works touching on t'l_a.e_-
Paleeologen financisl buresus fail to point out that there were two state trea-
suries. Tn my paper T wolilld like to éxomine some of the documents of the Palaeogan
period to prove that there were surely two seperate fimesncisl offices end that
this distinetion was rooted in tureaucratic traditiom and in the method of Iand
clagsifieation. The basilika and demosia were first visible under those nemesg es
the state tremsuries in the Book of the Eparch (late ninth century). When prostag-
mata of the Palseglogan empire.ere viewed carefully. they prove that these offices
were gtill fimetioning in the fourteenth century.
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Imperial and Church Arts

The Ivory Sceptre of Leo VI-:
Its Religious and Political Significance

EKathleen Corrigan, University of California, Los Angeles

Much research has been done on ninth, tenth and eleventh century iveries io
general , but generslly this research has been confiped to the grouping and dating
of works based on stylistic anglysie, the delinestion of wWorkshops and the search
for iconographic and stylistic prototypes in both ivory and other media (such as
manuscript illmminstion, metalwork end painted icons). Scholars working on ivories

The ivory sceptre of Leo VI (886-912) is more than & rare example of ninkh
century Byzantine ivory earving: it 15 the only surwiving object of its kind,
presenting an unusus]l ecorcnation image. The ivory depicts the crowning of a
Byzantine emperor by the Virgin, sccompanied by the archangel Gabriel, The
other side of the sceptre shows an image of Christ bhetwes. the two apostles,

Peter and Panul. The sim of this paper is Lo determine the statement made by this
ivory within the particular political and religious system of the Byzantine fmper-
ial ecourt.

The inscription on the sceptre is connected to the liturgy of the Feast of
Pertecost. Thus it can be determined that the ivory commemorstes the celebration
of this particulsr religious feast, By correlating the liturgy and ceremonial
for this fesst, one can explain the presence and arrangement of the fignres on
the ivory and specify the precise architectural setting in which they ADpear.
This, them, would fecilitate an explanation of the meaning of the whole image
in terms of Byzembtine idens about the nsture of imperial power.

Byzantine Cameos with Arched Tops: A Question ﬁf Purpose
Ljubica D. Popovich, Vanderbilt University

Surviving examples of Byzantine glyptic ert vary greatly in style, iecon-
ography, material, and shape. The most popular shape vas any of several varia-
tions of an oval. Rarest of all shapes used by Bymantine masters was that of a
vertical rectangle with rounded Top. Some examples of this ghape are now preserved
in London (Vietoria and Albert Museum, A-21-1932), in Paris (Louvre, MR-95). in
Athens (Benaki Museum, no. 41), and in Baltimore (Walters Art Gallery, no b2.5).
Besides the similarity in shape, three of these cameos sre very close in size,
while the Louvre example is somewhat larger.

Mozt recent scholarship dealing with Byzentine carvings in semi-precious
gtones ie directed toward Problems of date and style; much less attention has
besn paid to the original purpese of these camens. One generally assumes that
Byzantine cameos were made to serve as encolpia. Tt is beyond doubt that in the
majority of cases cireulsr angg oval cameos served as either breast pendants or
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brooches. Numerous gther Byzantine Jewelry objecta executed in gold and enamel

in similar shapes were definitely used ms such ornaments. A1l these ohjects
confirm 8 long-existing tradition of cireular and ovel shapes for the encolpia.

Wby would the EByszantine artist deviate from the esteblished form of A disc or an
oval by carving a rectangular cameo with rounded top and using it as a neck pendant?
The purpose of this paper is to exemine this particular shape of Byzantine glypties
and to advance a hypothesis sbout its possible spplication.

An exemination of Byzantine written sources, including Constantine Porphyro-
genetos, discloses frequent mention of precious stones on crowns and garments, and
oo secular snd ecclesiastical objects. Although one can distinguish the stones
thus ueed, there are no specific references to the shapes of these stones. Howayer,
the study of a differenct kind of evidence--that provided by the monuments them—
gelves--reveals representations so strikingly similar in shape to the cameos
under consideration that certain conclusions can be drawn. Especially close
parallels in form are to be found in representations of imperial crowns from the
middle Byzantine period, precisely the era in which the rectanguliar cameos with
rounded tops are dated.

Repregentations of the following ecrowns have in their center a plague with
arched top: the mosaic of Constantine the Great (in the vestibule of Hagis
Sophia, tenth century); the crown of Irene (from the Compenisn panel in the
gallery of the same church, twelfth century). Furthermore, in ministure represen—
tations, all the depictions of the crown worn by WNicephorus IIT Botaniates (The
Em-ﬂ.ies of 8t. John Chrysostomos, Paris, B.N., Coisl., 97), show the same element
in the center of the ecrown. Numismatic eﬂdenue is also very clear; on the gold
coins of Leo VI, the central arched plague ie clearly distinguishable. The marhle
roundel depicting & Byzentine emperor, now in the Dumbarton Osks Collection (twelfth
century), shows an arched plaque secured to the crown with prongs. Finally, the
Holy Crown of Bungary (Cometantinoplm, ca. 10TL-TT), made of gold and enamels,
uses precisely the same shape of enamelled plagues rounded &t the top around the
circumference of the crown.

On the basis of visual documentetion found in Byzantine art, I wish to offer
the following hypothesis: the Byzantine cemeos with arched tops were made not
as encolpia, but were used as part of the decoration of Byzantine imperial crowns
during the middle Byzantine period. Until s Byzantine text is found which specifi-
cally states to the contrary, this hypothesis would seem to stand on the firm ground
provided by the visual evidence.

State of Research on Some Recent Acquisitions
William D. Wixom, Cleveland Museum of Art

An informal illustrated talk dealing with selections from the Museum's
scquisitions over the last few years since the purchase of the third cemtury
group of Barly Christian marble sculptures (see preliminary publiecation, cMA
Bulletin, March 1967). The objects, dating from the fourth century to the eleventh
century, will irclude s gold glass, three bronzes, a lead medallion, an ivory pyx,
& reliquary pendant with cloisonné enamel, a silver and niello processional cross,
and, if time permits, three glazed sarthenware plates with agraffito decoration.
Comment and discussion in the EBarly Christisn and Byzantine Gallery (Gallery Lewvel)
will be encouraged following the talk.




