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DECORATIONS OF “ARABESQUE” STYLE IN LATE
BYZANTINE ART

Abstract: Our study presents decorations of “arabesque” style in late
Byzantine art. These elements have an abstract, geometrical layout and are en-
countered in miniatures of manuscripts, details and secondary zones of fres-
coes, champlevé marble sculptures, textiles, wooden sculptures, metalwork, mi-
nor arts, minor sculptures and silver icon revetments. Some of these ornaments
seem to be modifications-adaptations of the older Komnenian models to the
aesthetic preferences of the Palaiologan era. These were previously interpreted
as the result of Islamic influences in byzantine art. Other Palaiologan arabesque
ornaments reflect direct influences from the Islamic art of the period, as is the
case of marble champlevé sculptures from Macedonia.

Keywords: Palaiologan “arabesque”, “oriental” decorations of Late
Byzantine Art, Palaiologan sculpture, Seljuk influences in Late Byzantine Art

The byzantine art of the Palaiologan period (late 13th-early 15th c.)
boasts several works of art with an “arabesque” character.! In those pieces,
the ornament of “eastern” origin displays a rich and dense design, like woven
textile or carpet (figs. 1, 2, 3, 4). These special designs and ornaments, known
as “arabesques”,? are mainly autonomous compositions with special geometric

' For the topic see P. Androudis, T&yvn ka1 apyitekrovikij aro ZeArlovkikd ocovltava-
70 tov Poop (120¢-opyés 1400 arcdva), Thessaloniki 2018, 755-841; Idem, Apaflovpynuatirés
O10KOOUNOEIS KoL ETLOPAOEIS THS 10A0ikhS TEYVHS oty Tladaroloyeia Teyvny tng Maxedoviog/
Arabesque decorations and influences of Islamic art in the Palaiologan art of Macedonia,
I'” Emompovikd Zopndoio «Bolavtiviy Makedoviay. @goloyia- Iotopio- Oiholoyia-Aikor-
o-Apyaroroyia-Téyvn, 14-15 Maiov 2016, Thessaloniki 2019, 771-793; Idem, To {ijrnuo twov
O010KOOUNTEWY «apafovpynuaotikod yopoktipoy oty Ilaioioloyeia yAortixiy s Maxedoviog
(B’ oo 13ov-140¢ oucdvag), to be published in the Volume dedicated to the Memory of Pro-
fessor Maria Kazamia-Tsernou, Thessaloniki 2023. On the role of trade to the introduction
of Islamic elements in byzantine art see: N. Vryzidis, Late Byzantium as a Eurasian Border-
land: Trade, Material and Visual Culture at the Western End of the Silk Road, 36 (2020-2021,
237-264.

2 For the ornament of the type of “arabesque” see in particular: A. Riegl, Stilfra-
gen, Grundlegungen zu einer Geschichte des Ornamentik, Berlin 1893 (reprint Hildescheim
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Fig. 1 Monastery of Dionysiou, Mt Athos, min-  Fig. 2 Monastery of Iviron, Mt Athos. Frontispiece,
iature with “oriental” decorations (cod. 4, f. 9 a), gospel, 13th c. (cod. 55, f. 178a)

13th c.

Cn. 1 Manactup [{uonucuje, Csera ['opa,
MHHHjaTypa ca ,,0pHjeHTaTHAM” yKpacuma (KO,
4, d. 9 a), 13. Bek.

organization, but also floral and vegetal themes. Some of them match perfectly
with the “classical” Byzantine decorations and scripts, offering a rich variety.
In fact, when the combination of the above elements is successful, the style of
decoration acquires a special uniformity. These decorations are usually found
in miniatures of manuscripts (figs. 1, 2, 3, 4),3 in details and secondary zones of
frescoes (figs. 5-7), in champlevé marble sculptures (figs. 8-18).4 Also in tex-

Ca. 2 Manactup HUBupon, Csera [opa, 13. Bex

1975); E. Herzfeld, Arabesque, Encyclopaedia of Islam, I, Leiden 1913, 363-367; E. Kiihnel,
Arabesque, El, 1, Leiden 21960, 558; O. Grabar, The Formation of Islamic Art, New Haven
1973, 188-205. See also M. Khazdie, The Arabesque Motif (Islimi) In Early Islamic Persian
Art, London 1999. For the Arabic influences on the Byzantine art in Greece see G. Sotiriou
Apafixai droxoounoeig eig ta folavava pvnueio e EAAddog, Tlpaxtikd g XploTiovikng
Apyaroroywng Etarpeiog 1933-1934, Athens 1935, 57- 95.

3 See for example R. S. Nelson, Palaeologan Illuminated Ornament and the Ara-
besque, Wiener Jahrbuch fiir Kunstgeschichte, XLI (1988), 9-10 and fig. 17.

4 A. Grabar, Sculptures byzantines du moyen-dge Il (Xle-XIVe siecle), Paris 1976,
149-150, 151 and pl. LXXXVII, CXXXIII, CXXXVI- CXXXIX; M. guput, Vizantijski reliefi
sa pastom iz XIII i XIV veka, Zograf 7 (1977), 161-248; T. Pazaras, Reliefs of a sculpture
workshop operating in Thessaly and Macedonia at the end of the 13th and beginning of the
14th century, in: L’ Art de Thessalonique et des pays balkaniques et les courants spirituels au
XIVe siecle (Rapports du IVe Colloque Serbo-Grec, Belgrade 1985), Belgrade 1987, 159-
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Fig. 3 Monastery of
Philotheou, Mt Athos.
Frontispiece of Gospel, 13th
c.(cod. 1,f. 36 a)

Cn. 3 Manactup ®unorej,
Csgera [opa. 3arnasibe
Jemanhespa, 13. B. (xoz. 1, ¢.
36 a)

Fig. 4 The frontispiece of |
the Gospel no. 16 which
was donated by John VI

Kantakouzenos (1340/1341)
to the monastery of Vatopedi

in Mt Athos (1347-1354),

f. S6r

Cn. 4 3arnaBibe jeBanlespa
6p. 16 kojy je JoBan VI
Kanraxysus (1340/1341) |
MOKJIOHHO MaHACTHPY
Baronen na Cseroj ['opu
(1347-1354), ¢. 56p
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182; Idem, Avaylvgpes oapkopdyor kar emtapies TAGKES THG HEONS Kal DOTEPNS folavTivig
wepiooov otnv ELada, Athens 1988, 25, 26, 34-35, 54, 87, 140 and pl. 8, 10B, 24, 250-9,
63; Idem, Ta avaylvpo Qopduaza tov kabolikod g Moviic Xelavdapiov kor  ayéon tovg
e TV Tadaioloyeio yAvrtikh Tov fopeloediodikod ywpov, in: Tlodtiotiky Kinpovopd kot
Apyrtektovikn [apddoon otn Xakkidkn kot to Aytov Opoc, Thessaloniki 1993, 147-164;
Idem, IIporaon avamapdotaons tov Aufwve tng [alads Mytpomoing oty Bépoia, Buvpiopa
ot pvnun g Aackapivag Mrovpa, t. 1, Abfqva 1994, t. 1,251-254 and t. II, pl. 136-147; A.
Liveri, Die byzantinischen Steinreliefs des 13. und 14. Jahrhunderts im griechischen Raum,
Athens 1996; A. Papazotos, H Aexavy ayioouod tov kabolixov tov Tyuiov Tlpodpduov kou
ovvagn wopadeiyuata aro t Moxedovia, in: Ot ZEppeg Kt 1) TEPLOYN TOVG oo TNV apyaic
ot petafuloviiviy kovovia (Zéppeg 29 Zemtepfpiov 3 OktwPpiov 1993), Mpaktukd, t. 11,
Serres 1998, 509-524; T. Pazaras, H ylomtiki oty Makedovio kot v modoioddyeia mepio-
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tiles, wooden sculptures (fig. 19),5 metalwork,6 minor arts, minor sculptures,’
silver icon revetments (fig. 20),8 e.t.c. In addition to these compositions, we
recorded several individual images with geometric patterns, ornaments and ani-
mal figures, which bear “oriental” features (fig. 2, 4, 19).

In the following pages we will present some works with “arabesque” or
“Islamic” decoration from Palaiologan Art. We can encounter a wide variety of
“arabesque” ornaments in late byzantine illuminated manuscripts.? In the mon-

Jo, in: B” Zvundcio yo ) Makedovia: H Moxkedovia katd tnv emoyn tov [loiatordyov,
®gocarovikn 14-20 Aekepfpiov 1992), Thessaloniki 2002, 471-504; P. Androudis, Sur les
fragments d’une chaire épiscopale byzantine a Episkopi (Ané Volos), Bulavtiokd 22 (2002),
143-168; Idem, O vaog ¢ Emioronng Avw BoAov kat 0 evioryiouévog yAVTToS 100 O1AKOGHOG,
AXAE 28 (2007), 85-98; Idem, Ilopatnpnoeis otov votepofvlovtive yAvrtd didkoouo twv
exKkAnoidv tov dvtikov Ilniiov, Bulovtva 30 (2010), 299-319; N. Melvani, Late Byzantine
Sculpture, Turnhout 2013, 99-100, 108-109; C. Vanderheyde, La Sculpture Byzantine du IXe
au XVe siecle. Contexte- mise en oeuvre- décors, Paris 2020, 154-156.

5 See G. Sotiriou, La sculpture sur bois dans I’art byzantin, Mélanges Charles Diehl
11, Art, Paris 1930, 171-180; M. Corovié¢-Ljubinkovié, Srednjevekovni duborez u istocnim
oblastima Jugoslavije, Beograd 1965; Grabar, Sculptures byzantines, 118-121 (no. 116), pl.
LXXXVII; N. Nikonanos, Zvidylomza, in: O@ncavpoi tov Aylov Opovg (Exhibition Cata-
logue), Thessaloniki 1997, 259; S. Kadas, H Iepd Movy; Ayiov Aiovoaiov, Mt Athos 1997,
52-54- V. Pace (ed.), Treasures of Christian Art in Bulgaria (Catalogue of Exposition), Roma
2000, 193-194 (no 70); N. Nikonanos, Bolavuiva vloyiomro. aro Ayrov Opog, in: Ayiov Opocg,
Dvon- Aotpeia- Téxvn. [poktikd Zvvedpimv €1G T0 TAAiG10V TV TOPOAANA®V EKONADCEDY
¢ ExOécewc «®noavpoi tov Ayiov Opovgy, t. II, Thessaloniki 2001, 149-153, 241-243
(fig. 1-7); K. Loverdou-Tsigarida, ZvAdylvnta TG Votepng neptodov twv [odaordywv and
voog g dutikng Makedoviag, Aehtiov g Xpiotiovikng Apyaroroying Etopeiac, per. A,
t. AE" (2014), 375-402; Androudis, Apafovpynuatixic diaxoounoces.

6 K. Loverdou-Tsigarida, Thessalonique, centre de production d’objets d’arts au
XIVe siecle, DOP 57 (2003), 241- 254, fig. 1-24.

7 Idem, Les ceuvres d’arts mineurs comme expression des relations du Mont Athos
avec ['aristocratie ecclésiastique et politique de Byzance, in: G. Galavaris (ed.), Athos, la
Sainte Montagne. Tradition et renouveau dans I’art, Athens 2007, 63-96, 166-179, pl. 3-28a-b.

8 A. Grabar, Les revétements en or et en argent des icones byzantines du Moyen
Age, Venise 1975; A. Loverdou-Tsigarida, Bolavtiviy Mixpoteyvia, in: lepd Meylotm Mowvn
Boatonaudiov. [Mapddoon-lotopia-Téxvn, t. 11, Mt Athos 1996, 482-497; Trésors médiévaux
de la République de Macédoine (Exhibition Catalogue, Paris, Musée national du Moyen
Age, Thermes de Cluny, 9 février- 3 mai 1999), Paris 1999, 48- 51, 62-63, 74-81, 86-91; Lo-
verdou-Tsigarida, Thessalonique, centre de production, 241-254; Idem, Apyvpég emevodoeic
giovev oo ) Ocaoolovikn tov 14ov audva, in: AXAE, per. A’, t. KET" (2005), 263-271;
E. Tsigaridas, K. Loverdou-Tsigarida, lepa Meyioty Moviy Batomaidiov. Bvlavtivég eikoves
kot emevovoelg, Mt Athos 2006; K. Loverdou-Tsigarida, Bulovtivég emevodoeig eikévwv ato
Ayiov Opog, in: Aytov Opoc. ITvevpatikotnta ko OpBodoéia, TExvn, Ipaktikd B” AtebBvovg
Yvumociov, Oeccarovikn 11-13 NoegpBpiov 2005, Thessaloniki 2006, 131-147; Idem, Les
oeuvres d’arts mineurs comme expression des relations du Mont Athos avec [’aristocratie
ecclésiastique et politique de Byzance, in: G. Galavaris (ed.), Athos, la Sainte Montagne.
Tradition et renouveau dans 1’art, Athens 2007, 63-96.

9 Nelson, Palaeologan Illuminated Ornament.
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asteries of Mt Athos are kept manuscripts of the late
13th and 14th centuries with wonderful frontispieces,
marked by ornaments of geometric and arabesque char-
acter.10

In contrast to the corresponding designs of the art
of the Komnenian period (1081-1185), in these later de-
signs the absence of the pseudo-Kufic ornament is ob-
vious. As R. Nelson pointed out, the Palaiologan orna-
ments are more linear, abstract, carefully organized and
structured compared to the Komnenian ornaments.!1

We have already noticed that many ornaments
designs in Palaiologan manuscripts generally imitate
earlier Komnenian models, but we also encountered
exceptions, where the design departs from the old mod-
el and takes on a new form. Although the painter of
miniatures often had difficulty in reconciling different
themes, however, the new composition with the lateral
human and animal figures accompanying frontispieces
and paintings goes far beyond the static and “two-di-
mensional” style of the Komnenian decorations.!2

The colors used in the Palaiologan art of the
miniatures in manuscripts are broadly similar to their
older counterparts. We also notice the absence of saints.
Their place is often taken by forms of real or fabulous
animals, sometimes faithful copies of corresponding
Seljuk or Persian standards. In our case these figures are
purely decorative and lack the corresponding symbol-
ism that they can have in Islamic art. Of course, there
are also initials of letters with animal designs accord-
ing to Eastern standards. The peacock appears in some
representations to be identical to similar depictions in
Islamic art. Also the griffin, a mythical creature, with
apotropaic and protective qualities, has a remarkable

Fig. 5 Thessaloniki, Hagioi
Apostoloi. Oriental decorations in the
intrados of an arch (P. Androudis)

10 See S. Pelekanidis, C. Christou, C. Mavropoulou-Tsoumi, S. Kadas, Ot @noavpoi
o0 Ayiov Opovg. Ewcovoypapnuéva yewpoypapo. [lopactdoeig-enititio-opyikd ypauuota, t. 1
(ITpotdrov, M. Atovuciov, M. KovtAovpovsiov, M. Enporotépov, M. I'pnyopiov), Athens
1973, 50 (for the fig. 1 in our text), 51 (for the figures 2 and 3 of our text) and 394 (Monas-
tery of Dionysiou). See also S. Pelekanidis, C. Christou, C. Mavropoulou-Tsoumi, S. Kadas,
O1 Onaavpoi tov Ayiov Opovg. Eixovoypapnuévo. yeipoypapa. Ilopaotaoeig-enititia-opyina
ypduuoza, t. II (M. IpApov, M. Ayiov [avtekenuovog, M. Ecorypévov, M. Xikavdapiov),
Athens 1975, 58, fig. 48 (for the figures 4 and 5 of our text) and 305 (Tetraecvangelon, Mo-
nastery of Iviron, 13th c.) and S. Pelekanidis, C. Christou, C. Mavropoulou-Tsoumi, S. Ka-
das, K. Kalamartzi-Katsarou, O1 @noavpoi tov Ayiov Opovg. Etkovoypapnuéva yeipoypopa.
Hopaoraoeig-eninita-apyixd ypauuora, t. 111 (M. Meyiotg Aavpog, M. [Tavrokpdrtopoc, M.
Aoyewpiov, M. Kapakdiov, M. P1hobéov, M. Ayiov ITadrov), Athens 1979, 194, fig. 300 for
the fig. 6 of our text) and 305 (Monastery of Philotheou).

11" Nelson, Palaeologan Illuminated Ornament, 9-10.
12 Op.cit., 11.
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Fig. 6 Thessaloniki, Church of Profitis Ilias. Remains of fresco with oriental decorations in
the western wall of the former vestibule (P. Androudis)

Cun. 6 Comyn, npksa Cs. Unmje. Ocranu ¢pecaka ca OpHjeHTATHEM yKpacuMa Ha 3alaJHOM
3uny Hekagammbe npunpare (I1. Aagpoynuc)

S« presence in Palaiologan art (fig. 9, 10).13

Fig. 7 Katholikon of the monastery of Lesnovo. The
despot loannis Liverios with the model of the church

Ca. 7 Karonukon manactupa Jlecnosa. lecnor
JoBaH ca MOJIeTIOM LIKBE

Here it should be noted that imitations of
the decorations of “Arabic” or “Seljuk”
origin in Byzantine manuscripts are rarely
followed closely.

It is obvious that Greek manuscript
illuminators simplified and adapted many
of the “abstract” ornament designs in or-
der to make them more “compatible” with
traditional Byzantine designs. In addition,
we have recorded, in the same manuscript,
frontispieces with “arabesque” ornaments,

: which provide an impression of unity, al-

though their origins vary.

So it seems that some of these orna-
ments are modifications-adaptations of the
older Komnenian models to the aesthetic
preferences of the Palaiologan era. These

:'_ were previously interpreted as the result

of Islamic influences. Other frontispieces
in the same manuscript are inventions of
Palaiologan workshops, while they are not
missing, although to a limited extent in re-

13 See L. Bouras, The Griffin through the Ages, Athens 1983; S. Curéi¢, Some Uses
(and Reuses) of Griffins in Late Byzantine Art, in: Byzantine East- Latin West. Art- Historical
Studies in Honor of Kurt Weitzman, Princeton 1995, 597- 604.
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lation to the rest of the ornaments, those that
are pure copies of corresponding ornaments of
Islamic art. We also include animals with icon-
ographic features that are specific to creations
of the East (fig. 1-4, 8-10 and 19). The last or-
naments and animals are, in our opinion, obvi-
ous “additions” to the decorative repertoire of
Byzantine art.

It is obvious that it is quite difficult to
distinguish between the “arabesque” ornament
of the Palaiologan era, which responds in other
forms and compositions to earlier Komnenian
art of the 12th c. and to the obvious, “direct”
Islamic influences.

Several scholars have argued that “ara-
besque” Palaiologan ornaments are not the
product of direct Islamic influences, but rather
belong to this particular “oriental” repertoire
of Byzantine art, described as “Byzantine
arabesque” by G. Sotiriou.l4 This view was
shared by professors A. Grabar,!5 R. Nelson, 16
M. Suput!7 and T. Pazaras.!8 It seems that most
of the “oriental” ornaments of the Palaiologan
period were incorporated into Byzantine art at
the end of the 11th century and were part of
its so-called “oriental” repertoire. This fact is
particularly evident in the decorations of the
manuscripts of the late 13th and 14th centuries,
which represent an adaptation and evolution to
new aesthetic standards (primarily Seljuk and
Syrian and secondly Mamluk) older corre-
sponding Komnenian decorations of the 12th c.

It is also worth noting that most of the
works in which we find decorations of this type
are associated with donations of the imperial
family and their court, and with donations of
other secular and ecclesiastical officials. In this
environment there was the possibility of study-
ing and copying many works and styles of art.
As for the poor people, they had access mainly

4 Sotiriou Apafixai dioxoouroeig, 79.

5 Grabar, Sculptures byzantines, 152.

17 Suput, Vizantijski reliefi, 43.
8 Tlalapdg 2002, 478.

Fig. 8 Church of the Dormition of the Virgin at
Episkopi, Ano Volos. Slab with double-headed
eagles and dragons from the sarcophagus of
Anna Maliassene (P. Androudis)

Ci. 8 LpkBa Ycnewa Ilpecsere boropoauue,
Bomnoc. I1noya ca aBorsaBuM opiaoBUMa U
3MajeBuUMa ca capkogara Ane Manuacene (I1.
Annpoymuc)

Fig. 9 Church of the Dormition of the Virgin

at Episkopi, Ano Volos. Detail of a medallion

of the longitudinal slab of the sarcophagus of
Anna Maliassene,  with griffin (P. Androudis)

Cx. 9 llpksa Yenema [Ipecsere boropoaure,
Bonoc. [letass MenasboHa y3ayxKHe 1io04e
capkodara Ane Manmacene ca rpugonom (I1.
Amnppoynuc)

6 Nelson, Palaeologan Illuminated Ornament, 7-22 and 151-162, fig. 1-30.
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to works of glazed pottery, the decorative
themes of which often copied in a modest
way the corresponding Islamic designs.

But how were these motifs in-
troduced into the late Byzantine art of
Macedonia and to what extent did they af-
fect its decoration? These questions have
not been satisfactorily answered, as the
“Islamic” decorations of the Palaiologan
period have simply been perceived as a
decorative trend of the art of the time.
Perhaps the answers should be sought in
the political, social and artistic context of
Palaiologan Macedonia and in the poten-
tial commissioners of the works.

We know, for example, that
Thessaloniki, with the settlement of
Yolande-Eirene de Montferrat, sec-
ond wife of the emperor Andronikos II
Palaiologos and her children in it, in the
Fig. 10 Byzant'ine marble slab with griffin, now in the beginning of 14th century,!9 became a

Metropolitan Museum of New York (MET) prominent art center.20 Although Eirene
C1. 10 Busantujcka mepmepra mioua ca rpudorom,  stayed in Thessaloniki for 14 years, re-
cana y Merponomiren mysejy y tbyjopky (MET) - gearch does not attribute any contribu-
tions to the architecture or art of the
city,2! while after her death her fortune was used by Andronikos for repairs
to Hagia Sophia in Constantinople. We do not know if Irene’s installation in
Thessaloniki, along with members of her court, was connected with the arrival
of artists from Constantinople, who could introduce new trends in her art. Irene
also seems to have donated works of art to the monasteries of Mt Athos, such as
manuscript A111 of Megisti Lavra, from which he chose - while it was still in
Thessaloniki - the motifs of his manuscripts the Thessalonian scribe and illumi-

nator Theodoros Hagiopetritis (active from 1277/1278 to 1307/1308).22

19 D. M. Nicol, The Byzantine Lady: Ten Portraits, 1250-1500, Cambridge 1994.

20 On issues of donors of early Palaiologan Art in Constantinople and Thessaloniki
and related bibliography see Nelson, Palaeologan Illuminated Ornament, 127-145.

21 This view was supported mainly by M. Rautman: Aspects of Monastic Patron-
age in Palaeologan Macedonia, in: S. Cur¢ié-D. Mouriki (ed.), The Twilight of Byzantium,
Princeton 1991, 64, which was shared by Nelson (Nelson, Palaeologan Illuminated Orna-
ment, 139).

22 See Nelson, Palaeologan Illuminated Ornament, 47-51, 126. Also E. Lamberz, Bi-
Plioypagor kai fifflioypogixa epyactipio aro Ayrov Opog kata v exoxn twv [lalaioloywv,
B’ Aebvég Zoundoio yia ) Mokedovio. H Moxedovia katd tnv enoyf tov [loiatordywv,
Thessaloniki 14-20 December 1992, Thessaloniki 2002, 143-172, in particular 146; Idem,
Néa. ororyeio oyetina pe tov Ocooolovikéo ypopéa kot O10K0oUNTH YEPOYPaPLY Ocddwpo
Ayromerpitn, B” Aiebvég Zoumocto Bulavtivi) Maxedovia. Aikaio, @goloyia, Dhoroyia, 26-
28 Nogpppiov 1999, Thessaloniki 2003, 91-92.
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Fig. 11 Katholikon of the
Monastery of Chilandar
in Mt Athos. Lintel of the | ™
entrance to the naos with 8
champlevé technique, |
detail (P. Androudis) F

Ca. 11 Karonuxox
MaHacTupa Xuiianaapa Ha
Cgeroj I'opu. HagsparHuk

yna3a y Haoc, gerass (I1.
Amnppoynuc)

The workshops of Thessaloniki had a significant production of works of
art of high artistic value, widely disseminated in the Balkans.23 In addition, mer-
chants were active and traveled to the city,24 where apart from Slavic languages
and Latin, Turkish, Mongol and Arabic were also spoken. These facts promoted
the introduction of new elements and works in the city, such as Mongolian ce-
ramics of the Golden Horde2> and Andalusian ceramics of the Pula type.26

The end of the 13th century and especially the 14th century are marked
by a special preference of the Byzantine world for artistic productions and the
way of clothing of the East.27 In the palace of Constantinople and the circles
of the court (despots, caesars, sebastocrators) a series of oriental garments,
bore names such as lapatza, granatza, skaranikon.?8 In the middle of 14th c.
Pseudo-Kodinos gave a historical explanation of the origins of certain oriental
garments (granatza, lapatzas) in the byzantine Court: « ... "Ent kai &ro /i 1@V

23 Loverdou-Tsigarida, Thessalonique, centre de production, 241-254, fig. 1-24. See
also: A. Antonaras, Arts, Crafts and Trade in Ancient and Byzantine Thessaloniki. Archaeo-
logical, Literary and Epigraphic Evidence, Mainz 2016.

24 See D. Jacoby, Foreigners and the Urban Economy in Thessalonike, ca. 1150—ca.
1450, DOP 57 (2003), 85-132.

25 See H. Philon, Thessaloniki, Andalusia and the Golden Horde, Balkan Studies 26.2
(1985), 299-319; P. Androudis, Un unknown 14th century Golden Horde bowl (piyala) from the
monastery of Vatopedi, Mount Athos Greece, Ni§ and Byzantium XVI (2017), 209- 216.

26 Philon, Thessaloniki, Andalusia, 299-319; K. Tsouris, A bowl embedded in the wall
of the chapel of the Hagioi Anargyroi in Vatopedi monastery, Balkan Studies 39.1 (1998),
5-16; P. Androudis, A. Yangaki, 4 Fragment of the “Pula type” of lustreware immured at
the exonarthex of the Katholikon of the Monastery of Hilandari (Mount Athos peninsula),
Zbornik Matice Srpske za Likovne Umetnosti 42 (Novi Sad 2014), 51-60.

27 See R. Shukurov, The Byzantine Turks. 1204-1461, Leiden 2016. Also E. Zachari-
adou, H xalvmtpa tov Metoyity kot ot apafixol apifuol oty Movy te Xapog, 180 Zoundcio
Bulovtiviig kon Metafulavtiviig Apyanoroyiag kat Téyvng, Athens, May 1998, Abstracts, 25-27.

28 See A. Grabar, Pseudo-Codinos et les cérémonies de la Cour byzantine au XIVe
siecle, in: Art et Société a Byzance sous les Paléologues, Venise 1971, 193-221; E. Piltz, Le
costume officiel des dignitaires byzantins a l’époque Paléologue, Uppsala 1994; M. Parani,
Reconstructing the Reality of Images: Byzantine Material Culture and Religious Iconogra-
phy (11th -15th Centuries), Leiden-Boston 2003. For these vestments and their names: B.
Cvetkovi¢, IIPHJIOI IIPOYYABARBY BU3AHTHJCKOI" JBOPCKOI" KOCTHMA-I'PA-
NATZA, AATTATZAZ, ZRVI 34 (1995), 143-156.



378 Paschalis Androudis

Fig. 12 Veroia, late
byzantine marble
font, formerly in the
Church of St. George
(P. Androudis)

Ci. 12 Bepja,
KaCHOBH3aHTH]jCKU
MepMepHH (OHT,
HEKaJla y LPKBH
Cseror hopha (I1.
AHapoymuc)

Acvpiowv Pacileiog kotildé T pdpeua
UEXPL Kal T@V VIV Baociléwv, ypavario Ae-
YOUEVOY, Omep Kol popel 0 Pacileds dvep
{edvng, 00 KpeuGueVa T& HaviKio. OUjKkovol
HEYPL Kal Gotpaydlwv. 6 o1 popeuo. Kol
7OV dpyoviwv Exactor Eovory én’ ddeiag
popelv, ANy €wouévov, TV uavikiov
EumennypEVLY 8vTv mpog Ty {ovyy Omi-
00ev, kai 8 uév 0 Pooileds popel, kaleital
ypavaria, Wg eipnTal, T0 08 TOV &PYovIwY
! Aamarlog. Onwg 0¢, &onlov éom,. kol oi
Fig. 13 Veroia, Collection of sculptures. Late byzan- Hev aML,Og e, Xo\v ng: ovT. TOU [ SVM?D ot

tine slab with roundel (P. Androudis, 1999) dopeotixov kal avtof Tobro popodvrog
&waouévov kot tovg &Alovg, 10 uev v
@V 00 1010070V Aamario puavikiowv évi
EUTETNYUEVOY, TO 0¢ ETEPOV KPEUOTAL TI-
uiic éveka, émel 100 foaciiéws kol dupo-
epa, w¢ gipnrol, kpéuavror ... .29 N. Grigoras (14th c.) refers, bitterly, to the
introduction of many foreign elements in the Byzantine costume of his time:
... oUte yap Iepowxi] tig drpotog 1 atods] yéyovev 1jon Pwuaiois, olte Aotiviky
tedéwg, olite uijv tic otBikn kabarol, ovte & tig Tpiforldv kai duo Mooy
kol [loiévawv: GAL’ ék Tao@v 0 1k ooV ginelv Tijg HOVOIKTS EKeiVIIG dpuoviag
Kol &PeTiG €Tl TV UETEPY GVTETTPOTTAL YPOVQY €G AIaY TOUVOVTIOV UiyUO. Kol
ovupdpnua ... .30

Cx. 13 Bepja, 36upka ckynntypa. KacHoBU3aHTHjCKa
mwio4a ca okpyrioM (I1. Arapoyauc, 1999)

29 Pseudo-Kodinos, Traité des Offices, ed. J. Verpeaux, Paris 1966, 218.29-30 and
219.1-21. See also Pseudo-Kodinos and the Constantinopolitan Court: Offices and Ceremo-
nies, ed. R. Macrides, J.A. Munitiz, D. Angelov, London and N. York 2016, 164-166 and 356.

30 Nicephori Gregorae Byzantina historia, ed. L. Schopen, I. Bekker, t. I, Bonn 1829,
555.14-17. See comments on this text: E. Zachariadou, The Presents of the Emirs, in: L.
Droulia (ed.), Cultural and Commercial Exchanges between the Orient and the Greek World,
Athens 1991, 80; M. Parani, Cultural Identity and Dress: Byzantine Ceremonial Costume,
JOB 57 (2007), 95-134.
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In Byzantine art we also find an
eastern type of hat, the Turkish-Mongol
saraghiich.3! Characteristic is the male
figure (third from right) wearing a hat
of the type at the “noblemen’s” banquet,
part of the scene of the Ladder of the
Divine Ascent (Heavenly Ladder of Saint
John Klimax) in the outer narthex of the
katholikon of Vatopedi, Mt Athos.32 It is
also worth noting the representation of
two noblemen with Mongolian charac-
teristics, together with Greek noblemen
and other foreigners in the same sympo- e ot |
sium.33 A Mongol caftan with the “cloud %%
collar motif” is encountered in the portrait Fig. 14 Veroia, Collection of sculptures. Late byzan-
of sebastocrator Ioannis Liverios in the tine slab with geometric and vegetal decoration (P.
narthex of the katholikon of the monas- Androudis, 1999)
tery of Lesnovo (fig. 7).34 Ca1. 14 Bepoua, 36upka CKy/mTypa.

In addition to the garments and KacHoBH3aHTHjCKa II0Ya Ca FEOMETPHjCKOM U
designs we also observe the presence of ~ OumHOM nexopatjom (I1. Annpoynuc, 1999)
eastern symbols in the Byzantine court.

The two-headed eagle, symbol in the pre-Islamic Turkish Religion, was a sym-
bol of the Seljuk sultan Alaeddin I Kaykobad (1219-1237), while it is also en-
countered in the repertoire of 13th c. Seljuk art.35 As Pseudo-Kodinos informs
us, the double-headed eagle was widely used in the Byzantine court. Its use
was not a direct Seljuk influence on Byzantine art. Many scholars mistakenly
considered the double-headed eagle as a loan from the time of the Komnenoi.
This view cannot be true, as it would be inconceivable for two neighboring and
competing states to use the same symbol at the same time. What happened is
the adoption of the symbol of the double-headed eagle by Byzantium long after
the defeat of the Seljuks in 1243 by the Mongols and their consequent vassal-
age. Byzantium used the Roman one-headed eagle as a symbol of power of

31 See Shukurov, The Byzantine Turks, 320, 323 (fig. 24).

32 E. Tsigaridas, Ta yngidwta kot ot folovtivés toryoypagieg, in: Tepd Meyiotn Movn
Boronawiov. [apddoon-Iotopia-Téyvn, t. 11, Mt Athos 1996, 263, 269, 275 (fig. 231), 339
(notes 71-74).

33 Op. cit, 275 (fig. 231) and 339 (note 71). See also Parani, Reconstructing the Real-
ity of Images, 91-93; Androudis, Apafovpynuatixés diaxoounoeig, 771- 793, esp. 778.

34 For this costume see V. Aleksi¢, M. Gasparini, The “Mongol” Cloud Collar of the
Serbian Despot John Oliver: An Historical and Iconographic Investigation, The Journal of
Transcultural Studies, vol. 12, no 1 (2021), 1-30, with previous bibliography.

35 See A.U. Peker, The double-headed eagle of the Seljuks. A historical study, MA
Thesis, Bogazi¢i University, Istanbul 1989; Idem, The origins of the Seljukid double-headed
eagle as a cosmological symbol, in: Art Turc/Turkish Art: Proceedings of the 10th Interna-
tional Congress of Turkish Art (Geneva 17-23, 1995), Geneva 1999, 559-566; P. Androudis,
Origines et symbolique de [’aigle bicéphale des Turcs Seldjoukides et Artugides de I’Asie
Mineure (Anatolie), Bulavtioka 19 (1999), 309-345, with bibliography.
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the emperor and moreover entered — rudi-
mentarily — the world of Western heraldry,
although it never adopted heraldry in the
“Western” concept of the term.36 Byzantine
two-headed eagles are not depicted accord-
ing to Eastern or Seljuk models. However,
in areas adjacent to the Seljuk territory,
such as Armenia, the Crimea of the Golden
Horde Khanate (Altin Ordu), even on the
slab from the fortification of Pourtzios
(1324) in the walls of Trebizond, immured
into the church of the Transfiguration in
Kalamaria, Thessaloniki,37 the double-
headed eagle copied with high fidelity the
Seljuk model.38
A strong argument in favor of the
h claboration of older and modern arabesque
designs by the artists of the Palaiologan
era is the coexistence, in the same work, of
different styles, a “traditional byzantine”
and a more “oriental” one, which reflects
an “eclecticism” of the Byzantine art, also

Fio. 15 Ohrid. Church lfH - Soohia. Th mentioned by the sources.
ig. rid, Church of Hagia Sophia. The upper .
part of the construction of the “ambo” in the naos In our study of the late Byzantine

(K. Petrov) sculpture in Mt Pelion, Thessaly, we re-
corded works with arabesque ornaments
with coexistence of different techniques
of carving (champlevé, low relief, etc.).39
The champlevé works with wax mastic in-
lay and “oriental” decoration features in Macedonia and Thessaly have been
systematically recorded by many researchers, including the author of the pres-
ent study. Theocharis Pazaras even attributed these works dating back to about
1275 (reliefs of the Dormition of the Virgin in Episkopi Ano Volos,40 of the

Cn. 15 Oxpun, upksa Cs. Coduja. ['opwu neo
KOHCTpyKnuje ,,amBoHa™ y Haocy (K. ITerpos)

36 D. Cernovodeanu, Contributions a l’étude de I’héraldique byzantine et post-by-
zantine, XVle C.LLE.B., Wien 1981, Akten II /2, in: J.O.B. 32/2, 409-422; Idem, Contribu-
tions a l’étude des origines lointaines de [’héraldique (Moyen Orient) et son développement
du Xlle au XVe siecles a Byzance et dans le Sud-Est Européen (Recueil du XIVe Congres
International des Sciences Généalogique et Héraldique, Copenhague 1980), Genealogica et
Heraldica, Copenhagen 1982, 339-358; Idem, L apparition des armoiries dans le sud-est
européen, in: Les origines des armoiries (Actes du Ille Colloque International d’Héraldique,
Bressanone/Brixen 5-9. X. 1981), Paris 1983, 49-54.

37 See P. Androudis, Dalle avec aigle bicéphale en provenance de [’enceinte byzan-
tine de Trébizonde, AXAE, per. A’, t. AA" (2013), 67-78.

38 Androudis, Dalle avec aigle bicéphale.

39 Idem, Iapaztnprioeis atov votepofolavtivé yivrrd didkooo, 299-319.

40 Idem, O voog e Emokonng Avw Botov, 85-98, with previous bibliogra-
phy; Idem, Sur les fragments d’une chaire épiscopale, 143-168.
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Fig. 16 Ohrid, Hagia Sophia, detail of the Fig. 17: Ohrid, Hagia Sophia, Exonarthex,
“ambo”, capital with champlevé technique (A. upper gallery. Capital with champlevé

Grabar) technique (P. Androudis)
Ca. 16 Oxpun, Cs. Coduja, nerasm ,,ampona“,  cn. 17 Oxpua, Aja Coduja, Ersonaprexkc,
kanuren (A. I'paBupame) ropma ranepuja. Karmmran I1. Argpoynuc)

Monastery of Oxeia Episkepsis in Makrinitsa, Pelion,#! prismatic lid of the sar-
cophagus of Georgios Kapandritis from Thessaloniki,#? slab in the floor of the
Church of Panagia Paliophoritissa in Veroia) until 1310-1317 (doorframes and
sculptures of the katholikon of the Monastery of Chilandar, Mt Athos [fig. 11],43
“ambo” of the Old Metropolis of Veroia,** “ambo” of Hagia Sophia in Ohrid
[1317, fig. 15, 16],45 capitals in the two-lobed openings in the first floor of the

41 M. Kontogiannopoulou, Ta fvlovriva yrored te Koiunong tne Gcotérkov kot tov
Ayiov ABovaaiov otn Moxpiviteo I[InAiov, MA Thesis, Department of History and Archaeolo-
gy, Aristotle University, Thessaloniki 2000; Androudis, [lapatyprioeic atov vatepofoiaviivo
yAOTTO d1dKoCLO.

42 For this lid, now in the monastery of Vlatadon see A. Xyngopoulos, To xdlvuuo
¢ aapropayov tov I ewpyiov Kamavipitov, EEBZ 11 (1935), 346-360; Idem, To eAleimov
TEUAYIOV €K TOV KOADUUATOS THS dopKopayov tov I ewpyiov Kamovipitov, EEBX 16 (1940),
156-159; Pazaras, Avaylvpes oapropdyor, 35, pl. 25.

43 Pazaras, Ta avdaylvpa Qopauocta, 147-164.

44 Idem, IIpdéraon avamapdaotoong, t. 1,251-254 and t. 11, pl. 136-147.

45 For the ambo, donation of the Greek archbishop Gregorios and its reconstruc-
tion see K. Petrov, Dekorativna plastika na spomenitse od XIV vek vo Makedonia, GodiSen
Zbornik na Filozofskiot Fakultet 15 (1963), 199-286.
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Fig. 18 Stomion,
Thessaly, Monastery of
Hagios Dimitrios, slab
with champlevé decora-
tion (P. Androudis)

Cn. 18 CromuoH,
Tecanuja, MaHacTHp
Cs. lumurpue, mioya
ca gexoparujom (I1.
Amnnpoynuc)

outer narthex of the same church, fig. 17),46 to a marble sculpture workshop
from Thessaloniki that operated in Macedonia and Thrace.47 The view, although
with no solid base, was generally accepted.#8 A marble slab with a griffin, now
in the Metropolitan Museum of New York (fig. 10), although identical in its
main theme with the griffins of the longitudinal slab from the sarcophagus of
Anna Maliassene (fig. 9), was attributed “ ... fo Central Greece or the Balkans

.. 7149 In the sculptural stock with the same artistic repertoire we could also in-
clude the lintel with monograms of Patriarch Niphon of the western doorframe
in Holy Apostles of Thessaloniki,50 the lintel of a doorframe in the Byzantine
Museum of Thessaloniki,5! known and unpublished reliefs from Veroia that
may have belonged to the sculptural decoration of the renovated in 14th c.
Metropolis of Veroia (figs. 13, 14).52 In the narthex of same church we attrib-

46 Personal remark. These sculptures remain unpublished.

47 Pazaras, Reliefs of a sculpture workshop, 159-182. See also Pazaras, H ylomtiki
otn Maxedovia, 478-479.

48 Melvani , Late Byzantine Sculpture.

49 S. Brooks, Relief depicting a Griffin, Byzantium. Faith and Power (1261-1557)
(Exposition Catalogue, Metropolitan Museum, New York, 23 March-5 July 2004), N. York
2004, 112-113 (no 58). The griffin from the slab of MET doesn’t have wings which finish in
dragon heads and the execution of the relief is totally different from the slabs from Episkopi.
In the slab of MET the background presents foliate designs. As for the basket-weave pattern
of the frame, it was suggested that is “ ... likely inspired by textile designs ... ”. It seems
that the griffins in the slabs from Pelion and N. York copied similar prototypes, most prob-
ably textiles, which could have differed in details. Moreover, the execution of the griffins
from Pelion is more elaborated, elegant and probably closest to the prototype. There is no
doubt that the marble slabs from Pelion attest a Greek sculptor of great craftsmanship. See P.
Androudis, Evidence on the role of textiles as a medium of ornament transmission between
Seljuk Anatolian and Late Byzantine Art. The Case study of two marble slabs from Episkopi,
Ano Volos, with double-headed eagles fighting dragons, Ni§ and Byzantium 15 (2018), 245.

50 For this doorframe we are preparing a short article.

51 Unpublished. This work, although sculpted in champlevé, did not receive colored
mastic.

52 Unpublished. For the Old Metropolis of Veroia see: G. Skiadaresis, H ITalouid.
Muyztpomoln g Bépoiag oto mhaioio g fvlovuvic apyrextovikng, Unpublished Doctoral
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uted a square marble basin of holy water with arabesque decoration (fig. 12),53
but adapted to Byzantine aesthetic standards. It is worth noting that the shape
of the basin seems to have its patterns in corresponding works of Romanesque
churches of the 12th c.34 All the above testify to the fertile and assimilative
breath of Byzantine art and to one or more marble sculpture workshops of high
artistic quality. Regarding the time range of works with “arabesque” elements in
Macedonia and Thessaly, we believe that it could have been extended earlier, at
least until 1246-1258, if the dating for the preserved part of the funerary plaque
of loannis Komnenos Kammytzis from Veroia is correct.55 From its champlevé
decoration only its frame, the upright front paw of a lion and a small vegetal
ornament survive.

The terminus ante quem for champlevé marble sculptures in Macedonia
could be set in the middle of the 14th c., if we take into account the works (chan-
cel barriers, see fig. 18, window imposts, capitals) from the katholikon of the
Monastery of Hagios Demetrios in Stomion (former Tsagezi, in Thessaly), at the
southernmost border of the jurisdiction of the Metropolis of Thessaloniki:>6 We
therefore see a particularly long production time range for champlevé works.
Consequently the attribution of all these works to a single marble workshop
could not be valid any more.

Questions also arise from the different reading of some inscriptions and
monograms, as those in the sarcophagus slab on the floor of the church of Panagia
Paliophoritissa in Veroia.57 T. Pazaras read them as “Awkovov KAfuevtog” (=
Deacon Clement),58 while A. Papazotos read “Aovk(o)v An(1)x(6v)” (= Duke

Thesis, Department of History and Archaeology, Aristotle University of Thessaloniki, t. I-II,
Thessaloniki 2016.

53 P. Androudis, A. Semoglou, Mapuépivy Aekavny oyiacuod aro ty Bépoio (unpub-
lished presentation in the Conference of AEM®). For the basin see Papazotos H Aexavny ayia-
ouov, 517-518, fig. 5; G. Pallis, Aibivec piales ko kolvufnbpes ue avaylvpo didkoouo e
Uéang ka1 batepng folovtivig meprodov ard v EALdda, Aektiov TG XpioTlovikng Apyoioro-
ywng Etaupeiag, per. A, t. AT (2012), 121 (fig. 2); Androudis, Apafovpynuorixés diaxoour-
oeig, 782-783, 791; Idem, Téyvy xou Apyitextovixi, 783-784 and 823-824 (figs. 2025-2031).

54 Of the numerous works of this kind that are found in Belgium, France and Eng-
land, we could mention the basins in the churches of Sainte-Gertrude a Gentimes (Brabant,
Belgium), Sainte-Séverine-en-Condroz (Liége, Belgium), Saint-Pierre Montdidier (France).
For the basins of the Romanesque period in Northern Europe see C. Drake, The Romanesque
Fonts of Northern Europe and Scandinavia, Rochester, N.Y. 2002.

55 C. Tsioumi, Mopudprvy folavavi exrypopn omo t Bépoia, KAnpovopia 3 (1973),
331-341; Pazaras Avaylvges oapropdyot, 25, no. 10; A. Papazotos, H Bépoia kai ot vaoi tng
(110¢-180¢ auchvog), Athens 1994, 94-95.

56 V. Sythiakaki-Kritsimali, Ta ylvztd tov kabolikod s Movic Ayiov Anuntpiov
oto 2touio (Todyei), in: S. Gouloulis, S. Sdrolia (ed.), Aytog Anurftprog Zropiov. Iotopia-
Téxvn- Iotopicn Tewypagio Tov povacTtnplov kot g TEPloyng TV ekfordv tov Inveiov,
Larisa 2010, 123-154, where the author proposed their attribution to the Middle Byzantine
period. For our different dating of these sculptures see P. Androudis, / Avzzd ard to vorepo-
Polavrivo kabotiko the Moviig tov Ayiov Aquntpiov oto Xtouo (Toayelt), Ayhiiov TToAg 2
(November 2019), Larisa 2019, 177-196.

57 Length: 1, 81 m, width: 87 cm, thickness: 3 cm. See Pazaras Avaylvgpeg oopropa-
yot, 26, pl. 10B; Papazotos H Bépoia, 103.

58 Pazaras Avaylvpeg oopkogdyot, 26.
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Fig. 19 Monastery

of Dionysiou, Mt
Athos. Late byzantine
i wooden doors from
the old katholikon (P.
Androudis)

Cn. 19 Manactup
Juonucuje,

Csera [opa.
[MTo3HOBU3aHTHjCKA

| IpBeHa Bpara ca
crapor katonukoHa (I1.
Amnnpoynuc)

Lyzikos).>® We agree with the latter reading, since a simple deacon could not
have an elaborate tomb. Papazotos based his reading on 14th c. prosopography
of Veroia. We know Michael Lyzikos, owner of estates in Veroia®0 and Georgios
Lyzikos, who in 1328 handed the acropolis of Thessaloniki to Andronikos 111
Palaiologos and died imprisoned by Serbs in Vodena.6! The Lyzikoi were prob-
ably high officials who accompanied the Seljuk sultan izzeddin II Keykavus
when he fled with his followers to Constantinople and later to Veroia.62 We do
not know anything about the works of art and on their aesthetic preferences
certainly related to their Anatolian origin. The existence of a champlevé slab
with a pointed arch attributed by T. Pazaras to the pulpit of the Old Cathedral
(facade of its pedestal) and the shallow spaces in its upper part,63 could lead
to Islamic models. The cauldron-shaped capitals of the pulpit, also of Islamic

59 Papazotos H Bépoia, 103.

60 E. Zachariadou, O ypiotiavol ardyovor tov I{{ediv Kaixaovs B’ oty Bépoia, Ma-
kedovikd 6 (1964-1965), 73; G. Theocharidis, Mia diabnxn xor wa dikn Pfolovrive;, Thes-
saloniki 1962, 34; G. Chionidis, lotopia tn¢ Bepoiag, t. 11, Thessaloniki 1970; Papazotos, H
Bépoia, 103.

61 See Papazotos, H Bépoia, 1994, 103. For Georgios Lyzikos see also PLP no.
15956; Shukurov, The Byzantine Turks, 170.

62 On the topic see P. Wittek, Yazijioghlu ‘Ali on the Christian Turks of the Dobruja,
BSOAS XIV/3 (1952), 639-668; V. Laurent, Une famille turque au service de Byzance. Les
Meélikes, BZ 49 (1956), 349-368; E. Zachariadou, O: ypiouiavoi arxdyovor, 62-74; R. Shuku-
rov, Cemeticmeo 1133 an-Huua Kaii-Kasyca Il 6 Buzanmuu, VV 67 [92] (2008), 89-116;
Idem, The Oriental Margins of the Byzantine World: A Prosopographical Perspective, in: J.
Herrin, G. Saint-Guillain (ed.), Identities and Allegiances in the Eastern Mediterranean after
1204, Aldershot 2011, 180-190; Idem, The Byzantine Turks, 100-131.

63 Pazaras, [Ipotaon avomopdotaong, t. 1, 253, t. I, pl. 139. 10 and pl. 143. 16.
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Fig. 20 Monastery of
Vatopedi, Mt Athos. [
Detail of the byzan-

tine revetment of a
postbyzantine icon of |&

Christ Pantokrator (P.

Androudis)

Cux. 20 Manactup
Baronen, Cseta ['opa.
Jletass BU3aHTHjCKe
oIIaTe MOCTBU3AHTH]CKE
HUKOHE XpHcTa
[Mantoxparopa (I1.
Amnnpoymuc)

origin,64 are also encountered in the “ambo” of Ohrid (figs. 15, 16)65 and in the
Monastery of Chilandar in Mt Athos.66 In the Islamic world, the same form of
capitals is observed in the Great Mosque in Malatya (Turkey),%7 and in capitals
from Ayyubid Syria and Mamluk Egypt (13th-14th c.).

The presence of “eastern” elements in the late Byzantine sculpture of
Veroia combined with the names of Christianized (?) Seljuk Turks®® in the
wider area, could argue in favor of a charming, but unproven hypothesis, on
the existence of “Seljuk” art forms or similar aesthetic preferences in 14th c.
Byzantine Macedonia.®9

In illuminated manuscripts, the individual “oriental” elements and figures
in the frontispieces and next to them are numerous. We find, for example, a lion,
a dragon and two double-headed eagles in the frontispiece of the Gospel no. 16
that John VI Kantakouzenos donated (in 1340/1341) to Vatopedi (fig. 4).70

64 Op.cit., t. A", 251, t. B", pl. 137.60-6.

65 Grabar, Sculptures byzantines, 149-150, no 156a-c, pl. CXXXVIII,

66 In the katholikon (templon, capitals), in the well of St. Sava, as well as in the
portico of the cemetery church.

67 See R. Arik, O. Arik (ed.), Tiles. Treasures of Anatolian Soil. Tiles of the Seljuk and
Beylik Periods, Istanbul 2008, 65-66, fig. 33, 34.

68 As Rustam Shukurov refers to them. Personally I believe that they were not “Chris-
tianised Turks” (since there is a not a single mention in the sources concerning their supposed
baptism), but rather Turkish-speaking Christians from Cappadocia, like the Karamanlis of
the modern era.

69 Androudis, Apafovpynuotixés dioxoouroeig, 784.

70 E. Lamberz, Neartepeg épevves otig fiffliobikes tov Ayiov Opovg. Amoteléouoro
Kot ooumepdouoza, in: Aiedvég Zuumocio to Ayiov Opog. X0es- onpepo- avplo, Oeccoarovi-
kN 29 OxtoPpiov- 1 NoeuPpiov 1993, Thessaloniki 1996, 157-165; Idem, Bifilioppdgpor kou



386 Paschalis Androudis

Arabesque motifs (particularly in bosses) bear also the late byzantine
metal icon revetments from Mt Athos (see fig. 20) and from icon collection of
the Ohrid Gallery (mainly from the Church of Panagia Perivleptos).”! Knob-
shaped bosses are also found in other works of Palaiologan metalwork,72 as
well as in wooden sculptures, like the 14th c. doors of the ancient katholikon of
the monastery of Dionysiou, Mt Athos (fig. 19).

In the painted decorations (frescoes, manuscripts) we also find the orna-
ment of Seljuk origin with cross shape and eight-pointed tiles (see figs. 3, 5).73
The same type of decoration is found in the inferior decorative zones of the
frescoes of Hagios Nikolaos at Phountoukli, Rhodes.74 Although the tetraconch
church and its frescoes are still attributed to 1497/1498, we strongly believe that
they should be dated to the early 14th c., before the end of the byzantine rule,
since the dignity of Logothetes of its founder Nikolaos Vardoanes does not ex-
ist in the Dodecanese within the realm of the Order of the Knights Hospitaller.

The “loan” of motifs and elements of Seljuk and Islamic art is also ob-
served in Byzantine architecture. A typical example is the angular disepsilon
brick ornament in the ceramic panels of some 13th c. Seljuk buildings, e.g. in
the tiled decoration of the niche of the mihrab in Sir¢cali mescid in Konya),”>
which, could have been transformed into the well-known angular and curved
ceramic disepsilon of the buildings of the Palaiologan period.’6 Also the ce-
ramic phialostomia, long before their appearance in Byzantium, are to be found,
in similar forms, in Seljuk ceramic seals of the 11th-12th centuries from eastern
Iran.77

Arabesque decorations are also attested in 14th and early 15th c. Serbian
art and architecture.’8 Especially in the katholikon of the monastery of Decani

Piprioypapira epyaotipia, 85-105.

71" On the icon revetments from Ohrid see Grabar, Les revétements, 35-41, fig. 26-37,
Trésors médiévaux, 48- 51, 62-63, 74-81, 86-91.

72 Loverdou-Tsigarida, Buolavnivi) Mikpoteyvia, 465, fig. 401, 402.

73 Arik, Arik, Tiles, with many examples of tiles of this type. We also found the same
ornament in an unpublished fresco of the late 13th c. on the ground floor of the tower of St.
George in the Monastery of Chilandar, Mt Athos (personal remark).

74 A. Orlandos, Bolovuva kou Metafolovtive Mvnueio. e Pédov, Apyeiov tov
Bulavtivov Mvnpeiov e EAAGSog VI (1948), 99-106; S. Gerstel, Crossing Borders: The
Ornamental Decoration of St. Nicholas at Phountoukli at Rhodes, in: S. Brodbeck, A. Niko-
laidés, P. Pagés, B. Pitarakis, I. Rapti, E. Yota (eds.), Mélanges Catherine Jolivet-Lévy [TM
20/2 (2016)], 155-169; N. Mastrochristos, O vadg ov Ayiov Nikoddov ato PovvrovkAi Po-
dov, Unpublished Doctoral Thesis, University of Athens, Athens 2019, 194-199.

75 See S. Yetkin, Anadolu da Tiirk Cini Sanatinin Gelismesi, Istanbul 1972, 101-102;
0. Bakarer, Onii¢ ve Ondordiincii Yiizyillarda Anadolu Mihrablari, Ankara 1976, pl. 46, fig.
107, 108; A. Cakmakoglu- Kuru, Ortacag Anadolu Tiirk Mimarisinde Hz. Ali Yazilari, Milli
Folklor 19, s. 74 (2007), 61, fig. 5, plan 5.

76 For these disepsilon see K. Tsouris, O kepouonlaotikds d1GKooLog TV vTEPO-
Polavrivarv pviueiwv g BA EAAddog, Unpublished Doctoral Thesis, Department of History
and Archaeology, Aristotle University, Kavala 1988, 117- 120 and plan 4a, B.

77 See O. Watson, Ceramics from Islamic Lands, London 2004, 149-151.

78 V. Bozinovi¢, Tracing inspiration: A comparative study between motifs in Mora-
van sculptural decoration and Anatolian Art from the Late 14th and early 15th century, Ni$
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we can found an elegant wooden throne with vegetal decorations and lions.79
The same patterns can also be found in the decoration of the wooden coffin
(reliquary) of King Stefan Uros I1I Decanski (ca. 1343), also preserved in the
same monastery.80

Conclusions

The elements of “arabesque” (sometimes even “Seljukid” style) form an
important part of the decorative repertoire in almost all categories of works of
art of the Palaiologan period. In Late Byzantine art, the arabesque ornament
holds a prominent place and is sometimes linked to the garden of Paradise, as
the poet Manuel Philes informs us while referring to the ornaments of an icon:
« ... Xpoary Oswpd v Edéu tijs Eirovog ...».81

It is difficult to understand how the above elements reached Byzantine art
and were incorporated into its repertoire. It has previously been argued that this
“import” was made through the precious silk textiles that arrived in Byzantium
through the Silk Road. We believe that these Palaiologan arabesques are either
evolutions of older motifs from the Komnenian period, or imports and adap-
tations from Islamic (mainly Seljuk) and Mongol art of the East. It is worth
mentioning, of course, that similar decorative trends and aesthetic preferences
characterize works of the Palaiologan art of Constantinople (mainly illuminated
manuscripts), at least since the 1280°s.

The topic has a broad range, with multiple extensions in many works of
Palaiologan art (such as woodcarvings) and certainly is not limited to the pres-
ent work. However, for the better study of arabesque ornaments and designs of
“oriental inspiration” or “oriental origin” in Palaiologan art, it is necessary to
prepare a relevant detailed list. Each work with the above characteristics, apart
from the influences that might have received, has its own special history, wait-
ing to be revealed through the study of its well-hidden elements and secrets
within the arabesque ornament.

and Byzantium XVIII (Ni§ 2020), 371-380.

79 Op.cit., 372, fig. 1.

80 D. Popovié, Shrine of King Stefan Uros III Decanski, in: H.C. Evans (ed.), Byz-
antium. Faith and Power (1261-1557), Exhibition Catalogue, Metropolitan Museum of Art,
Yale University Press 2004, 112-113.

81 See Manuelis Phile Carmina, ed. E. Miller, reprint, Amsterdam 1967, no. CLVI,
p- 65-66.
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Hacxkanuc Anopoyouc
(Apucroren Yuusepsuret y CoyHy)

JEKOPALIMJE CTUJIA ,,APABECKA” Y KACHOBU3AHTHUJCKOJ YMETHOCTHU

»Apabecku* ykpacu y KaCHOBH3AaHTH]CKO] YMETHOCTH (Kpaj 13. - mpBa moiioBHHA
15. Beka) MMajy amcTpakTaH, T€OMETPHjCKH pacropen U cycpehy ce y pyKOIHCHHM
MHHHUjaTypaMa, Ha ()pecakama, CKyJINTypama, TeKCTHITy, CpeOpHUX MKOHa M japyro. Hema
CyMB€ Jla Cy HEKH O OBHX yKpaca MoAu(uKaluje CTapHjuX KOMHHHCKHX Mojena H
npuilarohaBama ecTeTCKuM npedepeHurjama qoo6a naneonora. Jpyru opamMeHTy apadecke
IManeonora onpaxasajy JMPEKTHE yTHIAje UCIAMCKE YMETHOCTH TOT HEPHOJa, Kao IITO je
CITy4aj MepMEpHUX CKYINTypa u3 MakenoHuje.



