Thomas Dale

FROM “ICONS IN SPACE” TO SPACE IN ICONS:
PICTORIAL MODELS FOR PUBLIC AND PRIVATE
RITUAL IN THE THIRTEENTH-CENTURY MOSAICS

OF SAN MARCO IN VENICE

In his seminal book, Byzantine Mosaic Decoration, Otto Demus argued
that in the aftermath of iconoclasm a new “classical system” of church deco-
ration was designed for the more intimate spaces of monastic churches such
as the Katholikon of Hosios Lukas near Delphi and the Monastery of the Ko-
imesis at Daphni near Athens'. Holy images were displayed within an ideal
hierarchy of space and time, descending from the Pantokrator at the apex of
the dome, through the prophets, the narratives of the incarnation at the base
of the dome and finally to the saints on the vaults and intradoses of the lower
level. Although the images themselves were represented against a transcen-
dent gold ground with minimal suggestion of physical space, Demus con-
tended that their careful placement within the architectural setting trans-
formed them into what he termed “icons in space” — images which took
advantage of curving surfaces of squinches, domes and arches to present the
figures as interacting with the beholder across the real space of the viewer
within the church building®. The same system, he suggested, was adapted to
churches in Western Europe such as the basilica of San Marco in Venice. Al-
though the iconographic program had to be extended to accommodate five
domes in this case, the essential iconic style and hierarchy of images in
space were maintained.

What Demus didn’t explain was precisely how the medieval beholder
would have interacted with, or used the monumental mosaics and how their
function was transformed over time. Critiquing Demus’ model, Thomas

! Demus O. Byzantine Mosaic Decoration. Aspects of Monumental Art in Byzantium. Lon-
don, 1948; rpt. New Rochelle, 1993.
2 Ibid., p. 13-14.



140 Thomas Dale

Mathews has addressed the problem of how the “icon in space” functioned
by interpreting the Pantokrator in the dome of Middle Byzantine churches as
the site of transformation. Using the analogy of the eucharist itself, Mathews
has argued that the beholder who enters the space beneath the dome is trans-
formed into the image of Christ, assimilated to the body of Christ, by virtue
of the presence in the image’. Charles Barber, in turn, questions Mathews’
eucharistic analogy of transformation, noting that post-Iconoclastic sources
were careful to separate images from worship, and they distinguished the
real presence of Christ in the eucharist and the essential absence of Christ
from a material image*. Nonetheless, he still argues that the monumental im-
ages of the Pantokrator serve as sites of “desire” — non-representational,
pictorial spaces in which the beholder can visualise and project the ideal
realtionship bewteen the absent and the present, the holy and the human. Set-
ting aside the questions of presence and transformation, Staale Sinding-
Larsen and Alexei Lidov offer a more dynamic model for the interaction of
images, beholders and space. Sinding-Larsen uses the notion of “media in-
terplay” to suggest ways in which the space of San Marco is activated
through ritual, portable images and monumental images that evoke the ritual
significance and “conceptual space” beyond the physical, architectural set-
ting of sacred space’. Similarly, Lidov’s notion of “hierotopy” or sacred
space is that of an ongoing creative process, which encompasses ritual per-
formance and the choreography of movement over time and within space as
well as the images and architecture themselves®. It is within this more elastic
framework that I propose to analyse two narratives that were added to the
original mosaic program of San Marco in Venice in the thirteenth-century:
The Agony in the Garden and the Miracle of the Apparitio or reappearance
of the relics of Saint Mark. Both compositions can certainly be connected to
specific feasts, the former to the universal liturgical commemoration of
Maundy Thursday, the latter to a more local miracle celebrated only in the
Venetian calendar. But these two images are remarkable from the standpoint
of their formal language in that they break from the self-contained, relatively
two-dimensional Byzantine feast icons to present different phases of the

Mathews T. The Transformation Symbolism in Byzantine Architecture and the Meaning of
the Pantokrator in the Dome // Church and People in Byzantium / Ed. R. Morris. Birming-
ham, 1990, p. 191-214.

Barber C. From Transformation to Desire: Art and Worship after Byzantine Iconoclasm //
Art Bulletin 75 (1993), p. 7-16.

Sinding-Larsen S. The Burden of the Ceremony Master. Image and Action in San Marco,
Venice, and in an Islamic Mosque. Rome, 2000, esp. p. 57-104, 191-205.

Lidov A. Hierotopy. The Creation of Sacred Space as a form of Creativity and Subject of
Cultural History // Hierotopy. Studies in the making of Sacred Spaces / Ed. Alexei Lidov.
Abstracts of International Symposium. Moscow, 2004, p. 32-33.



Pictorial models for public and private ritual in the mosaics of San Marco 141

same narrative which involve concrete ritual actions that transpire within be-
lievable exterior or interior architectural space. The key to their interpreta-
tion lies, I believe, not so much in the artificial notion of stylistic change for
the purposes of illusionism itself, but rather in a new synthesis of sacred
space and representational space in which images serve as powerful models
for behaviour. The images on the walls, I suggest, thus contribute to the con-
stant refashioning or recreation of sacred space in Venice.

The mosaic of the Agony in the Garden (fig. 1), dating from the 1220s
depicts an unusually expansive narrative of Christ praying in an unprecedented
series of six distinctive moments, spread out in an illusionistic landscape set-
ting that draws the viewer into the solitary prayer of Christ before his Passion’.
The larger narrative is broken down into three acts. Proceeding from left to
right, we first encounter Christ prostrate in prayer on a rocky outcrop in the
Garden of Gethsemane, while his disciples slumber below. Christ appears a
second time standing to the right of the same group of disciples to reprimand
Peter. In the middle scene, Christ appears a second time in prayer, but in this
case, Christ is shown kneeling and he raises his head to behold the arc of
heaven. To the right, Christ descends again to confront Peter, who now ap-
pears alone in pensive pose, leaning his head on one arm. Finally, in the third
part, Christ appears in yet another attitude of prayer: here, he kneels with his
upper body fully upright and is connected directly to the arc of heaven by rays
of light; behind him an angel appears with outstretched arms. To the right,
Christ addresses Peter a third time, and the apostle raises himself up from the
ground in response to his master’s warning that his betrayer is approaching.
Finally, the theme of prayer that is so strongly emphasized by the three sepa-
rate prayer gestures of Christ is underlined by the inscription, which reads in
translation: “While the king kneels in prayer, his disciples slumber; to them he
draws near and rebukes them for this®,

The essential iconography of the mosaic is based on Middle Byzantine
models’. In the mid-eleventh-century Gospel Lectionary from the Dionysiou
monastery on Mount Athos, for example, Christ appears three times within the
framed miniature and a fourth time within the text of John’s gospel below'’.
At the top of the mount of Olives, he prays in the prostrate pose of the first

" Demus O. The Mosaics of San Marco in Venice. 2 vols. Chicago, 1984, II, p. 6-21.

¥ DUMMODO REX ORAT SUPPLEX SUA TURBA SOPORAT AD QUOS MOX TEN-
DIT ET EOS SUPER HOC REPREHENDIT. Transcribed by Demus, idem, p. 6.

% For a survey of the iconography of Gethsemane, see: Schiller G. Iconography of Christian
Art / Trans. by Janet Seligman. 2 vols. Greenwich, Conn., New York Graphic Society,
1971, p. 48-51.

10 Dionysiou, Cod. 587m., fol. 66r. See: Pelekanides S. M., Christou P. C., Tsioumis Ch. &
Kadas S. N. The Treasures of Mount Athos. Illuminated Manuscripts / Trans. by Philip
Sherrard. Athens, 1974, vol. 1, p. 185, pl. 226, pp. 439—440.
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figure at San Marco, as an angel appears behind to comfort him. Further down
the slope to the left, he prays a second time, standing. At the lower right, he
admonishes Peter, seated in the same pensive pose as the middle figure at San
Marco, at the head of slumbering disciples. Finally, Christ appears a fourth
time in the historiated initial of the text to admonish his disciples to pray and
be vigilant. While individual elements are anticipated here, however, even this
extensive cycle does not account for the six-part narrative of the Venetian mo-
saic, and its provision of distinct landscape settings for three separate moments
of Christ’s prayer on the Mount of Olives. This is all the more remarkable
when we compare the Venetian mosaic with examples in monumental cycles.
In the late twelfth-century mosaic of Monreale Cathedral, for example, only a
single moment of prayer is shown, coinciding with the left third of the San
Marco mosaic: Christ kneels in prayer atop the mount, while his disciples
slumber in the lower foreground''.

The unusually complete narrative at San Marco may be explained in
part by the increasing emphasis, in the course of the thirteenth century, on
the Agony in the Garden as a model of prayer and meditation, and further as
a focal point within the liturgy of Maundy Thursday'’. Although many pa-
tristic sources consider Christ as a model for prayer, it is only at the end of
the twelfth century that corporeal gestures of prayer are translated into visual
models for devotional practice.

A remarkable, illustrated text composed by the Parisian canon, Peter the
Chanter (1130-1197), De oratione et speciebus illius, outlines seven varia-
tions on three essential postures for prayer — standing, kneeling and prostra-
tion'®. This text, was widely disseminated in the following two centuries and
manuscript copies of the text were produced both at Padua and Venice early
in the thirteenth century. Although Peter’s text is not necessarily the specific
source for the more detailed images of prayer gestures at San Marco, it does
provide a useful conceptual framework for the use of visual images as mod-
els for corporeal attitudes of prayer around the turn of the thirteenth century.
As Richard Trexler has shown, Peter saw the text of the Bible as the primary
source of models of prayer for the clergy, and pictorial images, in turn, as
models for the laity'*. What is more, these outward poses or “gestures” of
prayer were understood as outward manifestations on inner, spiritual states.

1 Schiller, Iconography of Christian Art, II, pl. 147.

12 See Hamburger J. Nuns as Artists. The Visual Culture of a Medieval Convent. Berkeley
and Los Angeles, 1997, p. 80-94, who focuses on German examples.

'3 Trexler R. C. The Christian at prayer: an illustrated prayer manual attributed to Peter the
Chanter (d. 1197). Binghamton, N.Y., 1987; and idem, Legitimating Prayer Gestures in the
Twelfth Century: The De penitentia of Peter the Chanter // History and Anthropology 1.
1984, p. 97-126.

' Trexler. The Christian at Prayer, p. 49—53.
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According to Peter, “the gesture of the body argues for and proves one’s
mental devotion. For the state of the exterior man tells us about the humility
and affect of the interior man”'’. Thus, Peter associates his fifth mode, in
which the supplicant prostrates himself with face to the ground, with those
who are not worthy to raise their eyes to heaven on account of their wicked-
ness. Citing as his authority the text of Psalm 43:25: “For our soul is humili-
ated in the dust, our belly adheres to the ground”, Peter goes on to argue that
the soul, in this passage, stands for the body, that the sinner knows himself to
be but dust and ashes, and that he thus embraces the earth with his body in
order to lament his sins'®. Although Peter explicitly identifies this pose with
one of Christ’s gestures in Gethsemane, the specific variation shown at San
Marco at far left coincides with Peter’s seventh mode in which knees and el-
bows touch the ground, as shown in the Venetian and Paduan manuscripts of
his text (figs. 2, 3). The choice of this variation of prostration by the mo-
saicist would seem to have been dictated by a number of factors. Most im-
portant, perhaps, the pose in the Venetian mosaic more closely resembles the
Byzantine pose of penitence known as proskynesis, and thus represents the
continuing fidelity of Venetian art to Byzantine models'’. It is also has par-
ticular associations with penitence in public art of the west, including the
celebrated figure of Eve analysed so aptly by Werckmeister'.

The second and third praying figures of Christ at San Marco are shown in
a kneeling pose. This was the primary attitude of prayer recommended in the
setting of the church, and Peter frequently condemns those able-bodied per-
sons who sit rather than kneeling. He also specifies how one should or should
not kneel. He thus denounces the use of kneelers, which he calls “artificial
feet” and advocates that one should kneel with one’s knees and toes at the
same level'. It is also significant that in describing this mode of prayer, the

"% Peter the Chanter. De oratione et speciebus illius, 1I. 1395-1396 / Ed. Trexler // The Chri-
stian at Prayer, p. 39 and 208: “Gestus vero corporis est argumentum et probatio mentalis
devotionis. Status autem exterioris hominis instruit nos de humilitate et affectu interioris”.

' Peter the Chanter. Ibid., 11. 630-666 / Ed. Trexler, p. 188.

17 A key example is the mosaic over the Imperial Doorway of Hagia Sophia in Constantinople,
showing a Byzantine emperor (often identified with Leo VI) in proskynesis before the en-
throned Christ. For its penitential connotations as well as its liturgical functions, see: Barber.
Art and Worship, p. 11-16; Cormack R. Interpreting the Mosaics of S. Sophia at Istanbul //
Art History 4 (1981), p. 131-149; Gavrilovi¢ Z. The Humiliation of Leo VI the Wise (The
Mosaic of the Narthex at Saint Sophia, Istanbul) / Cahiers archéologiques 28 (1979), p. 87—
94; and Oikonomides N. Leo VI and the Narthex Mosaic of Hagia Sophia // DOP 22 (1968),
p. 151-166.

'8 Werckmeister O. K. The Lintel Fragment representing Eve from Saint-Lazare, Autun //
Journal of the Warburg and Courtauld Institutes 35 (1972), p. 1-30.

' Peter the Chanter. De oratione et speciebus illius, 11. 2261-2276, 2313-2322 / Ed. Trexler.
p. 42,231-233.
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fourth in his system, again evokes the example of Christ’s Agony in the Gar-
den, in this case, as recounted in Luke 22:42: “And getting down on his knees,
(Christ) prayed, saying: ‘Father, if it be your will, take this chalice from me”*.
The fact that the mosaic differentiates the third pose from the second by show-
ing Christ’s torso upright is also significant. Seen as a series, these three poses
suggest a progression from humiliation and penitence to a more upright pose
of spiritual revelation. Similarly, in describing the practice of prayer at the end
of his treatise, Peter appears to advocate a sequence of prayers and related cor-
poreal actions as the supplicant enters the church. Just inside the door of a
church, one is first to throw oneself flat on the pavement... on his face, then
later in the same location, to “put his knees to the earth”. Only after many
“genuflections” and shedding of tears, is it appropriate for the supplicant to
stand up and proceed into church assuming an upright mode of prayer with
hands over head”'.

Besides providing specific corporeal attitudes of prayer for the worshipper
on a daily basis, the mosaic of the Agony in the Garden in San Marco would
have been activated more specifically as a focus for prayerful meditation dur-
ing Holy Week. As the celebrated text of the Meditations on the Life of Christ
reveals, it was common by the end of the thirteenth century to use the episode
of Gethsemane as a primary focus for meditating on the Passion™. In addition
to texts on meditation and prayer, the liturgy itself helped bring alive the most
poignant episodes of Christ’s Passion. At San Marco in Venice, the different
phases of the Passion narrative on Maundy Thursday were dramatised by li-
turgical performance. The Washing of the Feet was re-enacted with the Doge
himself playing the role of Christ, and it is perhaps not mere coincidence that
the mosaic of the same episode is placed on the south barrel vault of the cross-
ing facing the porphyry pulpit known as the bigonzo, whence the Doge at-
tended festal masses™. Christ’s evening prayers in the garden of Gethsemane,
were likewise re-enacted orally at the evening service in the selected versicles

20 Peter the Chanter. De oratione et speciebus illius, 1. 596-597 / Ed. Trexler, p. 187.

2! bid., p. 46 and 227-228, 11. 2120-2159. A similar emphasis on the dynamics of praying in
a sequence of distinct poses is found later in the thirteenth century in the nine modes of
prayer of Saint Dominic. See: Schmitt J.-C. Between text and image: The prayer gestures of
Saint Dominic // History and Anthropology 1 (1984), p. 127-162.

22 For the text and illustrations of the Meditations, see: Meditations on the Life of Christ / Ed.
R. Green, 1. Ragusa. Princeton, 1961. For the role of Gethsemane as a model for Franciscan
prayer and obedience, see: Johnson T.J. The Soul in Ascent. Bonaventure on Poverty,
Prayer and Union with God. Quincy University, 2000, p. 58—65. I thank Amy Neff for this
reference.

2 For the Maundy Thursday ritual see: Sinding-Larsen S. Christ in the Council Hall. Studies
in the Religious Iconography of the Venetian Republic // Acta ad archaeologiam et artium
historiam pertinentia, V. Rome, 1974, p. 200 and n. 5; and Cattin G. Musica e Liturgia a
San Marco. Venice, 1990, II, p. 76-77, and 111, p. 43—45.
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and responses excerpted from the biblical narrative. In the fourteenth-century
antiphonary of San Marco, the narrative of the Agony is interspersed through-
out the evening liturgy**. At the first nocturn, we find the following sequence
of responses and versicles: “(18v—19r) Resp. On the Mount of Olives he
prayed to the Father; Vers. Truly not as I wish but according to your will.
Resp. My soul is sad even unto death. (19v) Vers. Watch and pray... Now you
shall see the betrayer cometh”. Again in the third nocturn, a further part of the
Gethsemane narrative is acted out in Christ’s words: “(23v) Resp. You could
not wait one hour to watch over me. Vers. Sleep then and be still”. Finally, a
vespers antiphon refers to Christ accepting the chalice of the Passion.

This sequence of responses reveals an emphasis on prayer comparable
to that of the mosaic. I would also argue that the formal presentation of the
narrative within a more detailed landscape, setting out three distinct mo-
ments and places, provides a visual equivalent to this liturgical re-
enactment within the space of the church. Although I have no direct evi-
dence that the specific gestures of prayer found in the mosaic were imitated
in the oral representation of the Agony in the Garden, the sixteenth-century
Ritum Cerimoniale of San Marco, a compendium of both contemporaneous
and earlier medieval practices, does specify gestures of prayer in the vicin-
ity of the mosaic at different points during Holy Week”. On Maundy
Thursday, before the removal of relics of the Passion from the sanctuary of
the treasury and their procession through the south aisle beneath the Geth-
semane mosaic, all those present were to kneel while reciting appropriate
antiphons®®. On Good Friday, the cantors again kneel during the veneration
of the cross relic by the Doge from his throne in the Cappella San
Clemente, but in this instance the congregation is required to assume a
prostrate pose’’. At the end of the same day after compline, the procession
of the Doge and Clergy, returning from the Ducal palace, pauses in the
south aisle of the church, beneath the Gethsemane mosaic where all kneel,

24 For the following versicles and responses, see: Cattin. Musica e Liturgia, II, p. 76-77.

% Ritum Cerimoniale, Venice, Biblioteca Nazionale Marciana, MS Lat. III. CLXXII (2276).
The manuscript is partially transcribed in: Sinding-Larsen. The Burden of the Ceremony
Master, p. 255-323 (fols. 1-21 of the 16™ century manuscript); and in: Cattin. Musica e Li-
turgia, III (excerpts for major feasts interspersed throughout commentary).

28 Ritum Cerimoniale, fol. 8r; Sinding-Larsen. Burden of the Ceremony Master, 291 (8/4): ...vel
antequem leventur reliquie de sanctuario, quatuor cantores flexis genibus incipiunt cantare
aliquid in laudem salvatoris nostris quod tamen pertineat ad passionem sicque ceter qui adsunt
genua flectunt. Postea surgens omnes et proceditur de sanctuaruio ad pulpitum ex quo
ostenduntur reliquiae ut dictum est”.

7 Ritum Cerimoniale, 9r; Sinding-Larsen. Burden of the Ceremony Master, 292-293 (9/1): “De-
tegit tabellam in qua insertum est lignum crucis, et elevatus brachia quantum potest, vertit se
circumcirca ad partem cathedrae Domini Ducis, et cantores flexis genibus prosequuntur can-
tando, in quo salus mundi pependit, etc., et omnes in Ecclesia sunt prostrati in terra”.
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then continues to the end of the aisle where all kneel again before the mar-
ble relief icon of the Deesis™.

The role of pictorial models for ritual action in San Marco is strengthened
in the mosaics of the Apparitio miracle added in the 1250s to the adjacent wall
of the south transept”. According to thirteenth-century liturgical texts, the Ve-
netians no longer knew the location of Mark’s relics when they completed the
rebuilding of the church in 1094. After fasting and praying for three days,
however, the relics were miraculously revealed by the saint himself within the
hollow pier to the right of the present sanctuary, immediately opposite the mo-
saics. The Preghiera mosaic (fig. 4) shows the Venetian citizens, led by the
Patriarch of Venice and the Doge, praying for the recovery of the lost relics of
Saint Mark. The miracle itself is shown to the right witnessed by the Patriarch,
the Doge and Venetian patricians and their families (fig. 5).

What is striking about these new mosaics is the concrete representation of
ritual action within the actual basilica of San Marco. In contrast to the sym-
bolic architecture of the twelfth-century mosaics of Saint Mark’s translation to
Venice, both compositions represent interior views of the church, which to-
gether present a complete image of the most significant architectural features
and liturgical furnishings of the church on the two main axes. The Preghiera
mosaic (fig. 4) shows an interior, east-west cross section of the basilica, detail-
ing the arcade with its marble revetment, the barrel-vaulted gallery with its
new thirteenth-century balustrades, the five domes, here rearranged on a single
axis for the sake of visibility, and finally the eastern apse. It also includes in
the background the newly installed, double tiered pulpit, complete with cu-
pola, modeled on, and perhaps appropriating spolia from, the ambo of Hagia
Sophia®®. Echoing the models of prayer in the Gethsemane mosaic, the Ve-
netian citizens here display variations of three modes of prayer, including
proskynesis by the clergy, kneeling or genuflection, by some of the laity, and

2 Ritum Cerimoniale, 10v; Sinding-Larsen. Burden of the Ceremony Master, 297 (10/4-5):
“postea flectimus ad parietem capellae baptismi et procedimus usque ad tres sanctos (Tre
Santi: relief with Christ, the Virign and John the Baptist, in the south aisle, near the en-
trance). Inde flectimur ad dexteram usque ad portam magnam Ecclesiae, et ibi vertimur
recta versus chorum per medium Ecclesiae”.

» On the Apparitio mosaic and its textual sources see: Demus. Mosaics of San Marco, 11,
p. 27-44; Muraro M. 11 pilastro del miracolo e il secondo programma dei mosaici marciani
/I Arte Veneta 29 (1975), p. 60; and Dale T. Inventing a Sacred Past: Pictorial Narratives of
St. Mark the Evangelist in Aquileia and Venice, ca. 1000-1300 // DOP 48 (1994), p. 53—
104, esp. 85-88.

3% On the two “pulpits” assembled in the thirteenth century from spolia, see: Minguzzi S. Ele-
menti di Scultura tardoantica a Venezia: Gli Amboni di San Marco // Felix Ravenna 141—
42 (1991-1992) [appeared ca. 1997?], p. 7-79; and Lorenzoni G. Le vie del porfido a
Venezia. Gli amboni di San Marco / Ed. Arturo Carlo Quintavalle // Le vie del Medioevo,
Atti del Convegno internazionale di studi. Parma, 28 settembre — 1 ottobre 1998, 1
convegni di Parma, 1. Milano, Electa, 2000, p. 125-129.
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the standing pose with head bowed, by the primicerius, the Doge and his
councillors. At the same time there is a recognizable hierarchy in the disposi-
tion of figures within sacred space: The Doge, who alone is labeled with his
generic title, appears in the company of his councillors, immediately behind
the patriarch at the high altar in the elevated sanctuary, while the rest of the
laity are confined to the nave and transept.

The miracle scene to the right (fig. 5) is represented on the north-south
axis of the transept with the central dome overlapping two subsidiary domes to
suggest the intersection with the east-west axis at the crossing. In this case, we
also see part of the north branch of the narthex to the left, and immediately be-
hind the Doge appears the porphyry pulpit known as the bigonzo, which
served as an elevated platform for his throne on major feast days including
Easter and all those festivals dedicated to Mark. Here it is as if we are witness-
ing, not so much the original miracle, but rather a commemorative procession,
headed by the patriarch and clergy, and followed closely by the Doge and his
councillors with arms outstretched in prayer toward the open pier. Women and
children, including an elegantly attired prince®' in the foreground, are shown
still moving from the vestibule at the northwest corner of the transept. The
main event itself, the rediscovery of the relics is depicted only indirectly. The
pier opens up but the relics are no longer revealed inside, because when the
mosaic was made, they had already been removed and placed in the crypt.

The empty pier itself — a marble-clad pier marked by a protective icon of
the Archangel Michael — became the focus of ritual attention in commemo-
rative ritual, because it was associated with Mark’s original tomb in Venice —
a holy receptacle or sacred space in its own right (fig. 6)**. The annual com-
memoration of the miracle on June 25 included a high mass with nine lessons
recounting the Passio of Mark, the translation of his relics, the miracle of the
Apparitio, and subsequent miracles in the crypt, which confirmed the reloca-
tion of the relics there®. At vespers, the pilastro del miracolo itself was censed

3! This figure is sometimes identified as Philippe de Courtenay, son of Baldwin II, Latin Em-
peror of Constantinople. Baldwin II (1237-1261) gave him to Venetian nobles as security for
a substantial loan and he lived in Venice from ca. 1248 to 1261. See: Demus. Mosaics of San
Marco, 11, p. 30.

32 See: Muraro. 1l pilastro del miracolo..; Dale T. Stolen Property: St Mark’s first Venetian tomb
and the Politics of Communal Memory // Memory and the Medieval Tomb / Ed. Elizabeth
Valdez del Alamo. Aldershot, 2000, p. 205-225; Idem. Cronn-penukBapuii cB. Mapka. [Tonu-
THKa 4YyZleC M MKOHOTrpaduueckue mporpaMmbl B cpeqHeBekoBoil Benenun // UynorBopHas
ukoHa B Buzantuu u [pesueit Pycu / Pen.-coct. A. M. JIupos. M., 1996, c. 96-116 (= The
Reliquary-Column of Saint Mark in Venice: The Politics of Miracles and Images in Medieval
Venice (in Russian) // Miracle-Working Icons in Byzantium and Mediaeval Russia / Ed.
Alexei Lidov. Moscow, 1996, p. 96-116).

33 For the antiphonary texts on the feast of the Apparitio, see: Cattin. Musica e Liturgia a San
Marco, II, p. 98-99.
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after the censing of the high altar’*. And, as early as the 1270s, Martino da Ca-
nal records a public procession in the Piazza San Marco®>. The usual route of
this procession as on other feast days, moved from the sanctuary, past the pilas-
tro del miracolo through the porta media of the South transept out to the pi-
azzetta and then piazza San Marco, returning through the narthex and into the
nave of the church®®. We can imagine this ceremony for the thirteenth century
by looking at the mosaic over the Porta di Sant” Alippio which depicts the pro-
cession of the relics into the narthex from the piazza on the feast of dedication
of the church (fig. 7)*”. Here again we see a remarkably accurate portrait of San
Marco as it looked not in 1094 when the miracle happened and the church was
rededicated, but in the thirteenth century, complete with the spoils of Constan-
tiniople — the marble revetment, precious columns and the bronze horses.

Although the mosaics of the Apparitio miracle are not a straightforward
illustration of the ritual, they do allude to it directly. The preghiera mosaic is
not a simple prayer service but a mass, for the altar is set with lit candles, a
chalice and paten. The text on the book is taken from the mass on the Ap-
paritio feast: “we exalt you O Lord to hear the supplications of thy people”.
Likewise, the second episode of the miracle itself would seem to re-enact the
procession as it returns to the Pilastro del Miracolo following the circum-
ambulation of the piazza. Indeed the mosaic depicts families with children
still entering the south transept of San Marco from what appears to be the
north branch of the atrium.

To conclude, I suggest that the mosaics of the Agony in the Garden and
the Miracle of the Apparitio reflect a new function for pictorial narrative in
Western Europe, which goes beyond Demus’ more static notion of “icons in
space”. Ultimately, both of these mosaics suggest a fundamental transforma-
tion of the Byzantine model of “icons in space”. Rather than projecting the
sacred narrative from the abstract space of the mosaic into the space of the
viewer, these thirteenth-century mosaics sacralise the space of San Marco by

3 Ritum cerimoniale, 47v, transcribed in: Cattin. Musica e Liturgia, p. 127: “Et in primis
Vesperis, post incensationem altaris magni, altaris Sacramenti et columni apparitionis
sancti Marci...”

35 Martino da Canal. Les Estoires de Venise, LIX, 1. 10-14 / Ed. Alberto Limentani // Civilta
Veneziana, Fonti e Testi, XII, Seria Terza, 3. Florence, 1972, p. 216-218: “Et la feste de
monsignor saint Marc, que est el mois de jugnet, fu chantée la messe de monsignor saint
Marc, aprés ce que ils ont fait la procession devant 1’iglise de li Evangeliste. Et sachés que
cele feste font les Veneciens por une bele miracle que il virent jadis, que monsignor saint
Marec fist voiant iaus...”

36 The processions on the festivals of Saint Mark, Christ and Mary are described already in
Martino da Canal’s text, Estoires de Venise, LXXXVII-CI / Ed. Limentani, p. 246-263.
For the processional order and routes taken in the sixteenth century, see: Ritum Cerimoni-
ale. k 52—66; and Muir E. Civic Ritual in Renaissance Venice. Princeton, 1981, p. 185-211.

37 For the interpretation of this mosaic see: Dale. Inventing a Sacred Past.., p. 91-93.
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representing palpable models for the rituals of church and state that regularly
took place within its walls. The visualisation of such concrete actions and
spaces in pictorial images may be understood ultimately within the broader
context of a changing attitude towards vision and embodiment in the thir-
teenth century. The physical sense of sight was increasingly understood dur-
ing this period as being intimately connected with spiritual seeing, and the
new scientists of vision sought to construct a convincing geometry of “per-
spectiva” or looking through, which mapped out the path of rays of light
from object to the eye and ultimately the mind®®. In the aftermath of the
Fourth Lateran Council of 1215, and the proclamation of the doctrine of
transubstantiation, there was also an increasing desire to make visible the
most significant ritual of Christianity — the transformation of bread and
wine into the flesh and blood of Christ. This was accomplished by the theat-
rical, highly visible act of elevating the host, and later by the display and
procession of the consecrated host as a relic of the Corpus Christi”’. It was
visible ritual actions that consecrated sacred space both within the church
and in civic space; and it was pictorial narratives, I believe, that came to pre-
sent tangible models for the ongoing re-creation of sacred space. This modi-
fied view of the role of pictorial narrative is clearly enunciated by Saint
Bonaventure around the middle of the thirteenth century. After repeating
Gregory the Great’s dictum that visual narratives serve as reminders of sa-
cred history for those who cannot read, Bonaventure emphasizes a different
rationale: “(pictures) were introduced ...so that men who are not aroused to
devotion when they hear with the ear about those things which Christ has
done for us, will at the least be inspired when they see the same things in
figures present, as it were to their bodily eyes”*. It is this more engaged de-
votional use of pictorial narrative that emerges in the mosaics of San Marco
in the thirteenth century.

3¥ On the changes in understanding of vision and its implication for the visual arts in the thir-
teenth and fourteenth centuries, see: Camille M. Before the Gaze: The Internal Sense and
Late Medieval Practices of Seeing // Visuality before and beyond the Renaissance / Ed.
Robert Nelson. Cambridge, 2000, p. 197-223; Hahn C. Visio Dei: Changes in Medieval
Visuality // Visuality before and beyond the Renaissance. Cambridge, 2000, p. 169—-196;
Biernoff' S. Sight and Embodiment in the Middle Ages. New York, 2002.

¥ See Mayer A. L. Die heilbringende Schau in Sitte und Kult // Heilige Ueberlieferung.
Festschrift Idefons Herwegen / Ed. Odo Casel. Miinster, 1938, p. 234-262; Dumoutet E. Le
desir du voir ’Hostie et les origines de la dévotion au Saint-Sacrament. Paris, 1924;
Rubin M. Corpus Christi. The Eucharist in Late Medieval Culture. New York, 1991; and
Snoek G. J. C. Medieval Piety from Relics to the Eucharist: A process of mutual interac-
tion. Leiden, 1995, esp. p. 54—64, 277-293.

0 See: Duggan L. G. Was art really the ‘book of the illiterate’? // Word and Image 5 (1989),
p. 227-251, esp. 232,233, n. 32.
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OT «<MMKOH B I[TIPOCTPAHCTBE» K IIPOCTPAHCTBY B IKOHAX:
NKOHOIPAOMYECKHNE OBPA3IIbI OBINECTBEHHDbIX 1 YACTHDBIX
OBPANOB B MO3AMKAX XIII B. BBEHEIIMAHCKOM CAH MAPKO

Ott1o Jlemyc B cBoeii kaure «Mo3anku BU3AaHTHHCKUX LIEPKBE» yCTaHO-
BWJI OCHOBHBIE NPUHLIMIIBI HKOHOTpaduu, BEIOOpa CcueH U (GOpMalbHBIX OCO-
OEHHOCTEH BU3aHTHICKUX MO3aWK B CAKPAJILHOM IPOCTPAHCTBE CPETHEBU3AH-
THiickux 1epkBed. OH yTBep)kKIgall, 9To Iocie MoOeapl WKOHOTIOYHTAHUS B
HOBOW «KJIACCHYECKOM CHCTEME» JIEKOpaIllii BU3AaHTUHCKOHN IIEpKBH M300pa-
JKEHUS paclojiarajiich B COTJIaCHU C UACATBHOU MepapXued MpOCTPaHCTBA U
BpPEMEHH, CHIKaACh OT [IaHTOKpaTopa B cBOZE KyIOJia K CBSTHIM Ha CBOJAX U
BHYTPEHHUX IOBEPXHOCTAX apok. Jlanee [lemyc nokaselBajl, 4To, XOTS CaMu
00pa3bl OBUTH BHIIOJHEHB! HA YCIIOBHOM 30JI0TOM (DOHE, ITOYTH HUKAK HE CBSI-
3aHHOM C MaTepUaibHBIM MHUPOM, IPOAYMAaHHOE pPa3MELICHUE B apXUTEKTYp-
HOM MHTEpbepe MPEBPAIAI0 UX B «MKOHBI B IPOCTPAHCTBE)» — H300pakeHUs,
HCIOJIB3YIOIINE BO3MOXXHOCTH M30THYTBIX IIOBEPXHOCTEH TPOMIIOB, KYIIOJIOB
U apoK, TMPEICTaBIsLT (QHUTYphl B3aUMOACHCTBYIOIIMMH B PEATEHOM IIPO-
CTPAHCTBE 3PUTENS], HAXOASIIEr0Cs B LIEPKBH.

«Knaccuueckass cuctemay ObUla OCHOBaHA Ha aHaJM3€ MO3AaMK Tpex
MOHACTBIpCKUX LepkBeil — Hea Monu Ha Xuoce, Ycnenus B Jaduu nox
Adunamu u Cssaroro JIlyku B @okume, HO [leMyc Takxke yTBEpIKIad, 9TO
OoHa Oblya MpUHATA Jaxke 3a TpaHulaMu Buzantuiickoi umnepuu. Ha mpu-
Mepe MATHKynonbHOW 0a3wnuku Can Mapko B Benenun [lemyc nokasbi-
BaJl, YTO OPUTHHAJIbHAS CUCTEMa €€ MO3aMK, CJIOKUBILIASICS Ha MPOTKE-
aun XII B., ObUTa amanTanue CpeaHEBU3AHTUUCKON CHCTEMBI JAEKOpaIliy
1nepkBu CBATbIX AnocTosioB B KoHcTaHTHHOMOJE, TONOJHEHHON CroXkeTa-
MU W3 XU3HUA CB. Mapka M W300paKEHUSMU MECTHBIX CBSTHIX-ITOKPOBH-
TeJei, MeIpi0 KOTOpoi OBUTO BOCTIPOM3BENCHNE B I[E€JIOM COBEPIIEHHO ay-
TEHTUYHOW BU3AHTUICKONH MoJenu. B TakoM ciydae mnocTpoiika NsTH
KYIOJIOB YCJIOXKHSAJIA CUCTEMY M Bella K 0OJbIEMY CIOKETHOMY pPa3sHO00-
pasuto, HO JlemMyc cuuTaj, 4yTO MO KpalHed Mepe Ha LEHTpalbHOU ocu
LIEpKBH, BKIIIOYAIONIEH KyNOJIbHbIE KOMIO3UIIMK OMMaHywia, Bo3necenus
u [laruaecaTHupl, ObUTH COOMIOACHBI OCHOBHBIC Hepapxuueckue u ¢op-
MaJbHBIC TPUHIUIIE BU3aHTHICKOW cucteMmbl. U Haobopot, korga emyc
paccMmarpuBan aBe HOBBIX Mo3amku XIII B., m3obpaxaromme MojeHue o
Jaiie U 9ya0 Apparitio, OH TPEATIONIOXKUI, YTO OHU OBUIH J0OaBICHBI, Ja-
OBI 3aMOIHUTH MPOOENBl B OOJNBIIOM IMOBECTBOBATEIHLHOM IUKIE, U OBLIH
BeITTOTHEHE ad hoc 0e3 kakoro-mubo Oosiee TiryOokoro cwmpicia. Tak,
«MouieHne 0 yale» BOCIPUHUMAETCS KaK IIPOJOJDKEHUE CroxkeTa Benuko-
ro YeTsepra, pacmnoiokeHHOT0 Ha COCEIHEM 3alagHOM CBOJE, a Appartio
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(uyno oOpeteHus molieil cB. Mapka) — Kak JONOJHEHHE K HappaTUBHBIM
LMKJIaM B aJTapHBIX Kameiax.

JemMyc He 00OpaTWi BHUMaHUS Ha CBOCOOpa3HBIN IOBECTBOBATEIILHEIIN
CTHJIH HOBBIX MO3aWK M Ha POJIb UX CIOJKETOB KaK MOJENICH PUTYaIbHOTO T10-
BEJICHUS B CAaKpaJIbHOM MPOCTPAHCTRE.

B nHacrosmieli cratbe yTBEpIKIaeTCs, 9TO 00€ MO3aMKH OTPaKatOT HOBBIN
CHUHTE3 PHUTYyaJbHOIO U H300pa3sUTENILHOIO MPOCTPAHCTBA, CHEHU(DUICCKOES
3amajiHoe OTHOINEHWE K oOpa3zaM W ux wucnoib3oBanue B XIII B. Mozauka
«MorneHus o yamie», natupyemas 1220-Mu IT., nepenaeT MOJIUTBEHHbIC ABU-
KEHHUS, KOTOpbIe JOJDKeH ObUT COBEpIIaTh BOIIEANINHA B CaKpajJbHOE MpPO-
cTpaHcTBO cobopa Can Mapko. B opuruHaabHON KOMIIO3UIIUK U3 HIECTH CIICH
Ha (hOHE WILTIO30PHOTO TIel3aka pa3BEpPHYTO MOBECTBOBAHHE O MOJICHUH
Xpucra. HecmoTpst Ha TO, YTO MHOTHE OTILIBI IIEPKBU pacCMaTpUBAIM XPHUCTa
B Ka4eCTBE BBICIIETO 00pa3ila MOJHUTBBI KaK TYXOBHOHN MPAaKTHKH, TOJIHKO B
koHie XII B. ero ¢pusuueckue mo3sl U JABUKECHUS BO BPEMsSI MOJHUTBBHI CTAIH
BOCTIPHHUMATHCS KaK 00pa3Ifbl PeajbHOTO TIOBEICHHUS B PEIUTHO3HOM JKU3HH,
HampuMep, B HacTaBlieHHSIX Thtia De oratione et speciebus illius Tlutepa me
[TanTepa.

Mo3zanka B F0)KHOM TpaHCeNTe, H300paxaromas 9yao Apparitio, 3aBep-
merHas B 1270-X IT., Takke MOKa3bIBaeT pa3HOOOpa3HbIE MOJTUTBEHHBIC T10-
3bI, HO 37IECh OHU BKIIFOUEHBI B KOHTEKCT OOIIECTBEHHOTO PUTyaia, IIPH CO-
BEpIICHUH KOTOPOTO CaKpaJbHOE MPOCTPAHCTBO IIEPKBU HCIIOJIH30BAIOCH
UL TIOMUTHYCCKUX TIielied. B creHe d9yaecHOTOo OOpeTeHWs pEeTMKBHMA
cB. Mapka B ctonbe 6a3uinku, n3BecTHOTO Kak [lumnsctpo mens Mupakoro,
4yJI0 HE TOJHKO M300paKCHO KaK MCTOPUYECKHH (DakT, HO, CKopee, Hpej-
CTaBJICHO KaK «TPYIIIOBON MOpTpeT» BeHenmaHcko# pecmyOiarKu o mpe-
BOJMTENBCTBOM JOXa B y3HaBaeMoOM «moptpeTre» cobopa Can Mapko,
BKJIFOYAIOIIEM XOPOIIO PA3IMYUMBIC TTOMOCTBI, TIOCTPOCHHBIE M3 MaTepHa-
JIOB, HE3aJI0JIT0 JO ATOr0 MOXUUICHHBIX BO BpeMsi UeTBepTOro KpecToBOIO
noxona u3 KoncrantuHomosns. [[Be Mo03auku, pacnoJiO)KEHHBIE HAIpOTUB
COOCTBEHHO «9yJOTBOPHOTO CTOJIIIAY, CIIYKIJIM 00pa3aMu JIJIsl €XKETOTHOTO
o0psia mpa3HOBaHMs THS CB. Mapka U €ro MOKpOBHTEIbCTBA BeHeruu Ha
MECTe, CUHMTABIIEMCS MECTOM €ro NepBOTO MOTpeOSHHs] B 3TOM TOpPOZE.
[Ipa3nuuk Apparitio, COBIagaBIIMii ¢ TOMOBIIMHAMHU BaXKHBIX BOCHHBIX IO-
0en Beneruu, oTMedancsi ¢ OrpOMHOMN MOMITOM KaXKIIbIi OKTSAOPb U BKITOYAIT
pUTyalbHOE KaXKJCHWE CTON0a, OOIIyI0 MOJMTBY O Onare BenenmaHckoii
pecIyOIMKN 1 MPOIECCHIO C YYaCTHUEM JO0Ka, TyXOBEHCTBA M TOPOXKaH BO-
kpyr mwromaau Can Mapko.

B memom o0e 3TM MO3aMKH CBHUIECTENBCTBYIOT O (yHIaMEHTAIBHOM
TpaHcopManuy BU3AaHTUHCKON MOJENN «HKOH B MPOCTPAHCTBE». DTH MO-
3auku XIII B. ocBsmarT mpocTpancTBo cobopa Can Mapko u Ciykar 00-
pasliaMH IEPKOBHBIX U TOCYIHApCTBEHHBIX IIEPEMOHUHN, PETYJSIPHO MPOXO-
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JTUBIIMX B 3TUX CTEHAaX, a HE MPOCTO MPOEIHPYIOT CaKpalbHbIE CIOXKETHI U3
a0CTPaKTHOTO MPOCTPAHCTBA MO3aMKH B MPOCTPAHCTBO 3pHUTENi. B smoxy,
Koraa Oosblliee BHUMAHHUE CTall0 YAEIATHCS (DU3UOIOTUHU 3PEHUS U €€ CBS3H
C JYyXOBHBIM BHICHHEM, CaMH HKOHBI CTaHOBSTCS MPOCTPAHCTBEHHBIMH,
YTOOBI IPEJOCTABUTH 3PUTEI0 00pa3lbl PUTYyaJbHOIO NOBEACHUS U JyXOB-
HOTO 3pEHUsI.
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valdo Boehm, after Sergio Bettini, Mosaici antichi di San Marco a Venezia.
Bergamo, 1944, pl. LXXVIII).
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dela Misericordia in Valverde) MS b. 1 (after Richard Trexler, The Christian
at Prayer. Binghamton, 1987, MODE 7, between pp. 133-167)
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3. Agony in the Garden, mosaic, San Marco in Venice: detail of first figure of Christ
praying (Photo: Photo Archives, National Gallery of Art, Washington, D. C.)

4. Preghiera (Prayer for the Recovery of the Relics of Saint Mark), mosaic, San Marco
in Venice, ca. 1253—1266 (Photo: Photo Archives, National Gallery of Art)
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5. Apparitio (Miraculous Reappearance of the Relics of Saint Mark), mosaic,
San Marco in Venice, ca. 1253—1266 (Photo: Photo Archives, National Gal-
lery of Art, Washington, D. C.)

6. Pilastro del Miracolo, including 12th century marble revetment and icon of
the Archangel Michael, San Marco, Venice (Photo: author)
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7. Translation of Relics and Rededication of San Marco, mosaic, ca. 1260, Porta
di Sant’Alippio San Marco, Venice



