Andreas Rhoby

INTERACTIVE INSCRIPTIONS:
BYZANTINE WORKS OF ART AND THEIR BEHOLDERS

The interaction of word and image is an essential part of Byzantine cul-
ture'. Normally word and image, inscription and depiction, do correspond,
and if they do not one has to question why. Was the inscription composed at
a time when it was not yet clear what the object or the depiction would look
like? Was the inscription mistakenly attached to an object or painted on the
wrong wall? There may be several interpretations for the lack or inaccurate
interaction of word and image’, but as long as only a few details about the
interaction of the patron, the author of the inscription and the members of a
certain workshop® are known it is difficult to answer these questions.

Within the field of Byzantine studies the value of inscriptions has long
been underestimated although it is well known that epigraphy contributes a
lot to other fields. It does not only help to learn more details about the object
which they are attached to but also about the literary skills of the author or
the craftsman who is responsible for attaching the letters. One such example
are the peculiarities of the inscriptions found in the cave churches of Cappa-
docia®. A careful analysis of the linguistical value of these inscriptions
would help us to learn more about the spoken language of this area in the
middle Byzantine period.

! James L. (ed.) Art and Text in Byzantine Culture. Cambridge, 2007.

2 Maguire H. Tmage and Imagination: The Byzantine Epigram as Evidence for Viewer Re-
sponse. Toronto, 1996.

Cf. e.g. Panayotidi M. Village Painting and the Question of Local “Workshops” // Les Vil-
lages dans ’Empire byzantin (IV°*-XV°® siécle) / Ed. J. Lefort, C. Morrisson, J.-P. Sodini.
Paris, 2005, p. 193-212.
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A subcategory within the genre of inscriptions is formed by the metrical
inscriptions, which are normally called epigrams. However, the definition of
the Byzantine epigram differs considerably from the interpretation of an an-
cient or a late antique epigram or what is considered today by the modern
term “epigram”. In contrast to the ancient epigram, shortness and pun are no
criteria for the Byzantine epigram. According to Marc Lauxtermann the
Byzantine epigram is defined by its real or potential inscriptional use’. There
are some Byzantine epigrams of considerable length, such as the long epi-
grams on the outer facade and inside the naos of the chapel of the Pam-
makaristos church in Constantinople® or the now lost epigram of forty verses
on the Messina sarcophagus (see below, p. 323f). Another example is the
famous epigram on the outer west fagade of the Skripou church (9" ¢.) in
Orchomenos with which Amy Papalexandrou has dealt recently in detail
(fig. 1). This epigram is also exceptional insofar, as it is written in the hex-
ameter — in a metre which is hardly used for the Byzantine epigram. The
main metre — and that refers to almost all literary as well as inscriptional
epigrams — is the Byzantine dodecasyllable, derived from the ancient iam-
bic trimeter: a metre which is defined by the constant number of twelve syl-
lables — as the name states — and a regular stress on the paenultimate®.

The importance of inscriptions on Byzantine works of art was already
recognized by the Byzantine scholar Maximos Planudes at the end of the 13"
century. In an epigram written in the name of the patron Theodora (Kanta-
kuzene) Rhaulina (Palaiologina Komnene), niece of the emperor Michael VIII
Palaiologos, Planudes states the following: “Inscriptions (émypadai) [or ti-
tles]’ reveal the representations of things and persons in pictures”'’. This epi-
gram refers (among other things) to the erection of a church for to the so-
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1999, p. 75-90: p. 77.
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called Hagios Andreas év Tfj kpioet — monastery in Constantinople''. One can
easily imagine that the whole epigram of Planudes was preserved on one of
the church walls. The epigram’s third verse, which follows the two already
mentioned ones, tells the following: “With the inscription I (Theodora
Rhaulina) offer to learn who I am and from whom I descend and what is my
fortune”'?. In the following verses Rhaulina provides us with many details of
her family. On the whole the epigram consists of 35 verses and one might ask
whether it could have been possible to find all verses inscribed on one of the
church walls — it certainly is.

As Alexei Lidov has already stated in many of his studies' an object of
art can never be considered as a flat surface; it always has to be interpreted
within its context and its role within the performance of beholder and their
surroundings has to be analysed. The purpose of inscriptions is manifold:
First, inscriptions are bearers of information — about the foundation proc-
ess, the patron and his family or of a spiritual message. Thus, they are creat-
ing a dialogue with the beholder. Another purpose of inscriptions is the
decorative function of words which must also be kept in mind. How could
one explain inscriptions inscribed at places where they were hard to be read
even for the literate — for example inscriptions on scrolls of saints in the
dome of a church?"

In the following, some appropriate examples of inscriptional epigrams'
through which the role of the (literate) beholders is displayed, will be pre-
sented; answering questions such as how the beholder is integrated into the
performance will be attempted.

The already mentioned epigram of Skripou starts with an unmistakable
hint for the reader: “Neither envy nor time eternal will obscure the works of

' On the monastery, situated in the south-western part of Constantinople, not too far from the
Peribleptos monastery, see Kidonopoulos V. Bauten in Konstantinopel 1204-1328. Verfall
und Zerstérung, Restaurierung, Umbau und Neubau von Profan- und Sakralbauten. Wies-
baden, 1994, p. 9f.

12 Lampros, op. cit. (n. 10), p. 416 (no. 2, vv. 3—4): émypadf didwu kéye paveavery / Tic kai
Tivwv mépuka Kai Tivog TUXNG.

3 E. g. Lidov A. Hierotopy. The Creation of Sacred Spaces as a Form of Creativity and as a
Subject of Cultural History // Hierotopy. The Creation of Sacred Spaces in Byzantium and
Medieval Russia / Ed. A. Lidov. Moscow, 2006, p. 32-58; Lidov A. The Creator of Sacred
Space as a Phenomenon of Byzantine Culture // The Artist in Byzantium / Ed. M. Bacci.
Pisa, 2006.

"E. g. the epigrams on the scrolls of several prophets in the dome of the katholikon of the
Maria Peribleptos monastery, Mistra (14" ¢.), ed. Rhoby, op. cit. (n. 4), no. 159—170.

'S The material is taken from Rhoby, op. cit. (n. 4), Rhoby A. Byzantinische Epigramme auf
Ikonen und Objekten der Kleinkunst (= Byzantinische Epigramme in inschriftlicher
Uberlieferung, vol. 2). Vienna, 2010, and Rhoby A. Byzantinische Epigramme auf Stein
(= Byzantinische Epigramme in inschriftlicher Uberlieferung, vol. 3). Vienna (forth-
coming).
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your efforts, most wonderful one, in the vast depths of oblivion™'®. The signal
words with which the reader is confronted at the very beginning of the inscrip-
tions are envy ($p06vog) and time (xpdvog). The combination of these two ele-
ments is very common in the Byzantine literature: One well-known example is
Michael Choniates and his laments about Athens at the end of the 12" century:
Choniates states that envy and time raged more against Athens as did Nebu-
kadnezar against Jerusalem'’. Thus, the literate who could have been familiar
with this topos was informed right at the beginning of the inscription about
what was going on: Neither envy nor time — the personifications of destruc-
tion — will obscure his (i. e. the founder Leon’s) efforts. There are dozens of
Byzantine inscriptions using the same topos with different words, but one has
to wonder why the hexameter was used for the Skripou inscription. This metre
was certainly not to be understood by the majority of the readers, not even by
many literates. Two things have to be said: First, the $06vog — xpovog com-
bination made it quite clear what was meant even for those who were not able
to understand every word of the inscription. Second, using the hexameter is a
sign of self-representation, of wealth and high social status. These elements
were to count more than the attempt to make the text comprehensible for eve-
rybody. Besides, the information about the foundation process under Leon is
also documented in three other inscriptions attached to the church'®; they are
composed in prose without any literary claims and therefore were easily to be
understood by the average literate.

In the case of the Skripou church the signal for the beholder is only given
by the text. But of course it can also be stressed by both the text and the depic-
tion. One appropriate example is the depiction of the archangel Michael next
to the entrance of a church (fig. 2). His function as guardian of the church is
clearly underlined both by the text on his scroll and his appearance. The text
on his scroll states that he — the soldier of God — will raise his sword against
those who are entering the church with bad heart'®. This statement corresponds
with the depiction: the raising of the sword is clearly shown.

In some inscriptions the beholder is addressed directly; they are unmis-
takably called to take part in the performance.

If the beholder is addressed directly they are sometimes literally called
“beholder” (Oeatng). One representative example is the beginning of a long
epigram which is incised on the back and the side panels of a small reli-

16 Oikonomides, op. cit. (n. 7), p. 483f.: OV $pO6voc 0VdE XpOVOC TEPIUNKETOG EPYat KOADYEL /
oV KAUATwV, Tavapiote, PuB@ morvyavdér (morvyavdel Oikonomides) AnOng.

'7.Cf. Rhoby A. Reminiszenzen an antike Stitten in der mittel- und spétbyzantinischen Litera-
tur. Gottingen, 2003, p. 66.

'8 Oikonomidés, op. cit. (n. 7), p. 481-483.

1 Rhoby, op. cit. (n. 4), no. 91: Oeod oTpatnydc i v omadnv dépw’ / Teivw mpog Byog:
EkdoP® Oeod GpOPw: / katadpovnTag Exdixdlw oLUVTOUWG.
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quary of Saint Marina (10™ / 11™ ¢.) kept in the Museo Correr at Venice

(fig. 3). The epigram starts with Znteic, Osatd, Tivog i} xeip Tuyxdaver (“You
ask beholder, whose that hand?”). In the following verses one is informed
that the relic belongs to Saint Marina®®. Why was this information in-
scribed on the object? The object was not displayed in the public but was
in private hands. It was rather worn as encolpion, as is proven by the ring
at the top. Thus, the inscription was only read by the owner of the reliquary
themselves and people around them. The owner of the reliquary was well
aware that it bore the relic of Saint Marina. So why the inscription? The
explanation is that one should not search for a practical use of the inscrip-
tion. Here again the inscription functions as adornment and sign of high
social status. Since the dodecasyllables of this epigram are of good quality
one knows that it was a professional poet who was commissioned to com-
pose nice verses on the subject of Saint Marina. That the poet knew his
profession is also proven by the fact that one has to study the inscription
very carefully to discover that the owner of the reliquary was a lady proba-
bly also called Marina. The text has to be read carefully insofar as the fe-
male owner of the object is only indicated by the use of a female participle
(Cnroboa) later in the inscription.

Opening an inscription — primarily a metrical one — with the direct
address Cntei¢ (“you ask™) is a fairly well attested fopos. There is a metrical
donor inscription in the church of St. Barnabas (12" ¢.) near Preveza which
starts with a similar statement: Znteic padeiv, avOpwmne, Tig dvrep Prémeic /
oentov 00uov TETevxev €€ abthdv Padpwv (“You ask to learn, man, who
commissioned to erect the sacred church which you see from its founda-
tions?”)*". The whole epigram consists of five verses and at first seems not
to be of high literary value. However, when looking at the form of the epi-
gram one soon discovers that its main information is given in the middle,
precisely in verse 3: the name of the patron, of the one who erected the
church: Konstantinos Maniakes.

A similar structure is to be found in an epigram which was once written on
a tower (13" ¢.) in Dyrrachion (Durres), but does not exist any more: Ma®cv,
Oeatd, Tic 6 TEag €k Pabpwv / TOV mopyov, Oviep kabopdc, krioua EEvov, /
Bavpale Tovtov TNy dpiotofoviiav (“‘Learning, beholder, who erected the tower
from its foundations, [the tower] which you see, this wonderful building, admire

2 Rhoby, op. cit. (n. 15), no. Me 81; The Glory of Byzantium. Art and Culture of the
Middle Byzantine Era A.D. 843-1261. New York, 1997, no. 332: Znteig, 6eatd, Tivog
f]rxsip TuyXGver; / udptupog fide Mapivng Thg dyiag / fig TO kpdTog EBAaoe dpdrovro<g>
KOpog.

2 Mamaloukos B. IMapatnpnoeic oe pia PulavTiviy KkTITOPIKN emypadn amo tnv ‘Hmeipo //
Deltion tes Christianikes Archaiologikes Hetaireias, IV 18, 1995, p. 195-200: p. 196.
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the excellent decision” [i. e. the excellent decision to build this tower])*. This
metrical founder’s inscription consists of three parts: in the first three verses the
beholder is addressed directly, the middle of the epigram (verses 4-8) is devoted
to the presentation and the praise of the founder / patron, the end of the epigram
is devoted to the date which is given in verse shape™. As a result, this epigram
must have been composed by a very skilled author, as can also be seen by the
distinguished vocabulary (&piotofouvhia in v. 3, Bplapdxelp in v. 8, etc.). Unfor-
tunately it is not known where the inscription was originally attached. Could it
really be read by a Osatg as is stated at the beginning?

A similar inscription, but unfortunately one preserved only in fragments, is
attached to a tower of the castle of Skopje: Néav moMv, dvOpwme, Bovualeg
BAEmwY / kol TepTVOV wpdioud... (“You admire the new town, man, seeing the
lovely adornment...”)**. The beholder — i.e. the public, addressed as &GvOpew-
noc® — is in this case not asked to admire the achievement; in this case one
would expect the imperative Oavuale. It is already a matter of fact: the one look-
ing at the tower is admiring it. At the beginning of v. 3, which is not fully pre-
served since the rest of the inscription is entirely missing, the familiar rhetorical
question is posed: {nteig 8¢ Ti¢ fiye[ipe... (“You ask who erected...”).

The direct address to the beholder is not restricted to architecture or ob-
jects of minor arts; for instance they can also be found in metrical legends on
seals. A such example is preserved on a seal (11" ¢.) of the Shumen collec-
tion: Znteic podeiv, avBpwne, ofuavtpov® tivog (“You ask to learn, man,
whose this seal?””)?’.

22 Ed. Katsaros B. Aoyia otoeior oty €mypoadiki 700 «AeomoTérouy. AdyIor Koid S1ovooUpEvol
kota TOv 130 ai. omv "Hmepo pe Paon tic Euuetpeg émypadég tob xwpov // Praktika
Diethnous Symposiou gia to Despotato tes Epeirou. Arta, 1992, p. 517-544: p. 525.

B obv Toic EkaTOV EMTASIKOIC EYKUKAOIC, / TPImAfj Oekédi kod pOvOmAf Tpiédt /
Tprokoudekatng ivdikTidvog dpopov. Only rarely we encounter epigrams in which the date
is given in verse shape: for some more examples cf. Rhoby A. The structure of inscrip-
tional dedicatory epigrams in Byzantium // La poesia tardoantica e medievale. Atti del IV
Convegno Internazionale di Studi, Perugia, 15-17 novembre 2007 / Ed. C. Burini De
Lorenzi, M. De Gaetano. Alessandria, 2010, p. 309-332.

2 Ed. Miljukov P. Christianskija drevnosti zapadnoj Makedonii // Izvestija Russkago
Archeologiceskago Instituta v Konstantinopol’e, 4, 1899, p. 21-151: p. 127f.

% GvBpwmog as address of the beholder is sometimes used besides Oeatiic and &voc. The latter
normally means “stranger”, but is also used as reference to the pilgrim, cf. Horandner W. Zur
Beschreibung von Kunstwerken in der byzantinischen Dichtung — am Beispiel des Gedichts
auf das Pantokratorkloster in Konstantinopel // Die poetische Ekphrasis von Kunstwerken. Ei-
ne literarische Tradition der Grofidichtung in Antike, Mittelalter und frither Neuzeit / Ed. Chr.
Ratkowitsch. Vienna, 2006, p. 203-219: p. 209f.

% On onfuavrpov as a term for seals cf. Seibt W. Die byzantinischen Bleisiegel in Osterreich.
1. Teil: Kaiserhof. Vienna, 1978, p. 317.

2 Jordanov ., Zhekova Z. Catalogue of Medieval Seals at the Regional Historical Museum of
Shumen. Shumen, 2007, no. 528.
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Especially in inscriptions attached to tomb stones the beholder becomes
an essential part of the interaction and of the performance respectively: They
are invited to stop and look at the tomb. However, of course the tomb stone is
not the object to be looked at but it is the buried person who has to be noticed.
One such example is a verse inscription on a sarcophagus (13" c.) from Ber-
roia: ‘Opdte, Ovntoi, Tovtovi ye TOV TOUBOV' / &v TOUTW KEITOn JOUECTIKOG
éketvog / Gmep KAfjoig pév vmfipxev Twavvng / ktA. (“Look, mortals, at this
tomb. Here lies the domestikos, who is called Ioannes” etc.)zg.

The order to stop and direct one’s gaze to the tomb is even better ex-
pressed in another tomb epigram (14" ¢.), which is only partly preserved in a
museum of Berroia: "AvOpwre, debpo othib1 kai okomel Tade / Kol ToD Piov
Oaduooe tag petaforac / koi TNV Kat ExOpldv ThHC Yuxfic edavdpiov / KTA.
(“Man, stop here and look at this and admire the changes of life and the
braveness of the soul against the enemies”).” Interestingly enough, similar
expressions are also to be found in Medieval Latin tomb inscriptions as Sta
viator or Siste gradum, viator ...>° A comparative study of Latin and Greek
tomb inscriptions is highly desirable, because there are more consistencies
and similarities than one thinks®".

A similar epigram from Messina, which unfortunately is not preserved
any more, once consisted of forty verses inscribed on a sarcophagus (12" c.).
This epigram is also equipped with the same structure. Right at the begin-
ning, the beholder, who is called EEvog, i.e. the visitor or pilgrim who is com-
ing to the church and the tomb, is directly addressed. The performance is de-
termined not only by the tomb stone, the buried and the beholder, but also by
the church where the sarcophagus is displayed. The surroundings of the
tomb are part of this interaction, too, as is clearly stated by the first three
verses of the tomb inscription: Tov vaov 0oTig TobTOV €ioielg, E€ve / debpo
pOoeNDe, TOVOE TOV TAPOV okOTEL / Gvdpi yap Evdov oD KAEOC péEya dEpel
(“Whoever enters this church [= reference to the church], stranger, come
here and look at this tomb; it [i.e. the tomb] does not provide big fame for

28 Papazotos Th 'H Bépoa kai oi vooi g (11og — 180¢ ai.). Athens 1994, no. 8.

% Papazotos, op. cit. (n. 28), no. 10; cf. also Rhoby A. Eine Inschrift auf einem Sarkophagde-
ckel aus Beroia in der Chronik des Georgios Sphrantzes // Byzantion, 77, 2007, p. 394-398.

30 Cf. Rhoby A. Zur Uberlieferung von inschriftlich angebrachten byzantinischen Epigram-
men. Ein Beitrag zur Untersuchung von Wort und Bild in Byzanz // Fragmente. Der Um-
gang mit liickenhafter Quelleniiberlieferung in der Mittelalterforschung. Akten des interna-
tionalen Symposions des Zentrums Mittelalterforschung der Osterreichischen Akademie
der Wissenschaften Wien, 18-21. Mérz 2009 / Ed. Chr. Gastgeber et al. Vienna, 2010,
p. 225-238.

31 Cf. Sevéenko I Inscriptions East and West in the First Millennium: The Common Heritage
and the Parting of the Ways // Essays in Honor of Roman Szporluk. Cultures and Nations
of Central and Eastern Europe (= Harvard Ukrainian Studies, 22, 1998). Cambridge, Mass.,
2000, p. 527-537.
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the [buried] man™)**. The third verse of the epigram clearly expresses the in-
tention of the inscription: it is not the outer facade but the man inside who is
worth being praised. The following verses are devoted to the praise of the
dead with great details. However, the inscription differs from similar ones
insofar as the visiting beholder is addressed again in v. 28: X0 & 0oTig €i ko
TOVOE TOV Tadov BAEmelg / TO TOD Piov udrotov Evla uavBavwv (“You, who-
ever you are and who looks at the tomb / learning here the vanity of life”).
Again, the last verses of the epigram are devoted to the date (see above).
Forty verses is a considerable length for a tomb inscription: Could one really
expect the whole inscription to be read? Would the beholder / reader have
been able to come to v. 28 where they are addressed again? It is not known
where and how the inscription was attached to the tomb. But is it possible
that the position of v. 28 was closer to the beholder than the beginning of the
inscription?

As was shown by the last example, although the beholder is asked or
even required to look at a building, a work of art or a tomb stone, it is not the
object which they are asked to admire but the inner value — with respect to
tombs, the buried person. A very good example which strengthens this ob-
servation is preserved on a cross reliquary (12" ¢. ?) which is kept in Saint
Peter, Rome. At the end of each cross arm a round badge is attached bearing
an inscription, which runs as follows: “Opa ti kovov Oadua kod Eévny xaptv /
Xpuoov ugv EEw Xpiotov Ev<dov> de okomel (“Look, which new miracle and
wonderful grace; behold the gold outside but Christ inside”)”. What is the
purpose of this address? The beholder is required not to look at the fading
outer matter, although it is golden; Christ, who is represented with a particle
of the True Cross inside, is the real value of the object and that is more than
gold; one should also note the pun between xpvoov and Xpiotév. There are
two more details in the first two verses of this epigram which should be
noted: Two different verbs for “to behold” are used, namely dpa (beginning
of v. 1) and oxomet (end of v. 2). And it is certainly not at random that the
first verb is used to the beginning of v. 1 and the second verb at the end of
v. 2. Also the back sides of the four badges are adorned with inscriptions:
They can only be read when the cross is taken out of its reliquary. The in-
scription on the back — two more verses — inform about the purpose of the
foundation: 0 kai TéTevyev ék mPoOLUOL Kapdiag / Twdhvvng AOTpwotv ait®dv
oporuatwy (“loannes produces that with his distinguished heart asking for

32 Guillou A. Recueil des inscriptions grecques médiévales d’Italie. Rome, 1996, no. 192. The
verses remind us on a passage of a tomb epigram of Manuel Philes, ed. Miller E. Manuelis
Philae carmina. Paris, 1855 (Reprint Amsterdam, 1967), p. 279,21-280,22 (no. XCVII):
“Oortig G ¢, GvBpwe, TOV TAdOV oKkoOTEL, / KOd TOD Biov udvOave v dumiotioy.

33 Rhoby, op. cit. (n. 15), no. Me110; Guillou, op. cit. (n. 32), no. 55.
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forgiveness of the sins”). For whom was the information on the back side?
Who else but the patron was allowed to take out the cross and to read the in-
scription? It is interesting to observe the difference of the literary quality of
the two parts of the epigram: Whereas the visible inscription is of high spiri-
tual meaning the other part is merely a standardized statement of the purpose
of the donation of the cross.

Normally the signal words addressing the beholder are positioned at
the beginning of the inscription. However, in an epigram (13" ¢.) incised in
the ciborium in the abbey of Santa Maria di Cervate near Lecce the be-
holder is not addressed straight at the beginning of the epigram (fig. 4) but
in v. 4**. However, it is not known if this is only by accident or intention-
ally, the address to the beholder — 6p@v, Oeatd, doEav byiotw véue (“look-
ing at that, beholder, distribute your glory to the Highest [i.e. God]”) — is
more or less in the middle of the whole performance, and that way the cen-
tral message of the inscription was perhaps easier to read for the literate
beholder than it would have been, had it been placed at the beginning.

Some of the most popular Byzantine verses of inscriptional epigrams
are the ones preserved on the scroll of or next to John the Baptist. They
refer to his beheading ordered by Herodes Antipas and to the madness of
this ruler. The basic structure is relatively stable. The epigram normally
consists of four verses with some shorter and longer variants. All these
epigrams preserved on many frescoes and icons from both the Byzantine
and the post-Byzantine period start with ‘Opgg — “you see”, for example:
‘OpGc oia maoxovovy, ® Ogod Adye / ol mTaouGTWY EAEyXol TOV
BdervkTéwv (“You see what they suffer, oh Word of God, those who re-
prove the abominable crimes”). With the direct address 6pdg, the be-
holder, who in this case is Christ himself, is confronted with the disaster
which happened to John the Baptist right at the beginning of the epigram.
‘Opdc is more than simply “You see”, it is rather “You are forced to see”
or “You cannot escape, you have to see”. In a similar example preserved
in the church of Sveti Nikita (FYROM) (fig. 5) the text on the scroll of
John the Baptist (depiction: 15™ ¢.) starts with ‘Opac, Osatd, THv pavioy
‘Hp&dov (“You see, beholder, the madness of Herodes”).>> Right above
the scroll one can see the cut head of John the Forerunner. The first three
words are the signal words: 6pgg, Osatd and poviav.

So far, only the literate beholder and their chance to become part of
the performance have been treated. But what about the illiterate? Which
role did inscriptions play for them? Were they of any significance for
them at all? As was briefly mentioned before (p. 319), one should not un-

3 Guillou, op. cit. (n. 32), no. 171.
35 Rhoby, op. cit. (n. 4), no. 8.
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derestimate and forget the decorative and the magic function of the in-
scriptional word.

What about the illiterate or semi-literate beholder of inscriptions and
works of art? What about the one who is not able to understand Znrteic
Oeatd... (“You ask, beholder...”)? Were there any inscriptional conventions
they were familiar with? So called acronyms, the combination of some let-
ters — normally accompanying a cross — probably formed the entrance of
the illiterate to the inscriptional performance. Due to the studies of Christo-
pher Walter at least fifteen different formulae are known of. The best known
and most common one being of course IC XC NI KA (= Incovg Xpi1o1o¢
vikd)*®. For some acronyms the solution is not certain, there are more possi-
bilities. And perhaps it was a challenge for the beholder to decipher the cryp-
togram. But can it be assumed that people were familiar with all these signs?
For instance, what about the letters at the end of the famous inscription
above the depiction of the Maria orans (14" c.) in the narthex of the Panagia
Asinou church on the island of Cyprus (fig. 6)? This epigram®’ is one of best
known examples for the non accurate interaction of word and image: the
epigram states that Mary is holding Christ with her arms (Bpedokpareiror)
but in fact her arms are raised up. Already the first editors”® of the inscription
tried to find solutions for this strange combination of letters, but none are
satisfying. What can be learned is that the letters were not put there at ran-
dom — as one encounters sometimes, simply in order to fill left space with
decorative letters; but on the contrary, the letters following the two verses of
the epigram do fulfil a certain purpose. One has to notice the subtle combi-
nation of dots and star-like signs between the letters. In all likelihood, no one
will ever be able to decipher this part of the inscriptions successfully. But
was the medieval beholder able to do it (both the literate and the illiterate)?*’

In conclusion: What can be learned from these examples? Word and im-
age form an important symbiosis. However, also the beholder is actively
urged to become a partner of this performance, both the literate and the illit-
erate. The Byzantine beholder is not only attracted by the actual content of
the inscription but also by the magic power of the inscriptional word in gen-
eral. Inscriptions form the connection between the beholder and the dead

38 Walter Chr. The Apotropaic Function of the Victorious Cross // Revue des Etudes Byzan-
tines, 55, 1997, p. 193-220.

37 Rhoby, op. cit. (n. 4), no. 233.

38 Peristianes I. K. Movoypadia Tiic apxaiog morewe kod gkkhnaiac thic ‘Aaivng [viv "Acivouc].
Leukosia, 1922, p. 10; Buckler W. H. The Church of Asinou, Cyprus, and its Frescoes //
Archaeologia or Miscellaneous Tracts Relating to Antiquity 83, 1933, p. 327-350: p. 336.

3% A new attempt to read the cryptogram is given by Moutafov E., Rhoby A. New ideas about
the deciphering of the cryptic inscription in the narthex of the Panagia Asinou (Phor-
biotissa) church (Cyprus) // Medioevo Greco, 12,2012, in print.
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matter and that way the matter / the mere object becomes a live part of the
interaction. A significant example for this interpretation, also quoted by
Amy Papalexandrou in her article about eloquent monuments and the Byzan-
tine beholder™, is a funerary epigram of Arethas of Caesarea on his sister’s
death, preserved in book XV of the Greek Anthology (no. 339): The last
verses run as follows: Ilavrwv yap oadthic ovdaude Adbot otéua / KOAOV
dbepovong vovBétnua @ Piw: / €i & obv, AaAnoel kai ypodr TAVTwY TAEOV /
abtn moap” avtov Tov Tadov tebeuévn (“For the mouths of all can by no
means forget her who have so good an admonition by her life. But if they do,
this inscription placed beside her tomb shall speak more than all”)*'.

Angpeac Pobu

Austrian Academy of Sciences, Institute for Byzantine Studies, Wien

MHTEPAKTUBHBIE HAAIINCU:
BU3AHTUNCKUE ITPOMU3BEAEHNA NCKYCCTBA 11 X 3PUTEJIN

[lInpoko M3BECTHO, YTO B3aWMOJCHUCTBHE CJIOBa M O00pa3a B BH3aHTHI-
CKOW KyJBType Be3zecylie. 3a MocieTHIE TOJbl TOMY acleKTy TOCBSIIEH
psa myONMMKaIii, B YaCTHOCTH, HelaBHee uccienoBanue: Art and Text in
Byzantine Culture / Ed. L. James. Cambridge, 2007. Ena nmu cymiecTByeT
WKOHA, 00BEKT TPUKIIAIHOTO UCKYCCTBA, MEYaTh, MOHETA MM U300pakeHue
CBSITOTO B IIEPKBH 0€3 COMPOBOXKICHUS TEKCTa — KaK MUHHMYM, HECKOJIb-
Kux OykB. B OONbIIMHCTBE ciiydaeB 00pa3 M COMPOBOXKIAIOIINAE €ro CIOBa
COOTHOCSITCSI MEXAYy COOOH, a eclii HeT, CTOMT 3aJaTh BOMPOC, MOYEMY.
Bo03M0kHO, 3TO 3aBUCUT OT B3aMMOOTHOIIICHUIN MEXIY XyI0KHUKOM, aBTO-
POM COIPOBOXKIAIOIIETO TEKCTa (€CIH pedb UAET O Y4eM-TO OOJbIIeM, YeM
nomen sacrum) ¥ JOHATOPOM.

llenHoCTh HaAMUCEH UISI MHTEPIIPETAIMH OOpPA30B JIOJITO HEIOOLCHH-
Bajach, B OCHOBHOM M3-3a TOTO, YTO TaKas JUCIUILINHA, KAK BH3aHTUHCKas
snurpaduKa, BCe eIe 0CTaeTCs B pas3jiesie «BCIIOMOTAaTeIbHBIX AUCITUTLTHHY,
HECMOTpS Ha ee BKJIAJ B Jpyrue o0JacTh 3HAHUS: Mpocomnorpaduio, JeKCu-
Korpaguto, IMHTBUCTUKY U JPYTHE.

Oco0yro MOIKATErOpuI0 B JKaHPE HAIMKCEH COCTABISIOT METPHUECKUE
HaAmHUCH (AMHUTPAMMBI). DTMHUTPaMMBI — OOJIbIIIe, YeM IPOCTO TEKCT, COMPO-
BOKZIAIOINI NPOU3BEIeHNE UCKYCCTBA MM 00pa3. TekcT snurpamMm obiagaet
CaMOCTOSITENIbHOM 1IEHHOCTBIO. DNUTPaMMBI, B MIEPBYIO OYepeb HalMCaHHbIE
BHU3aHTHHCKAM JIOJEKACH/UTA0OMYECKHM CTHXOM, CIEAYIOT OIpeIesIeHHbIM

* Papalexandrou, op. cit. (no. 7), p. 283.
! Beckby H. Anthologia Graeca. Buch XII-XVI. Munich, 1958, IV, p. 283f.
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MpaBUJIaM MPOCOIHH, C YYETOM MPABUIILHOTO YUCIIA CIIOTOB, C PUTOPHYECKH-
MH QUTYypamMH U T. 1. TakuM 00pa3zoM, aBTopam SMUIPaMM, KOTOPbIE JOJKHBI
ObUIM OBITH HAIMCAHBI HA TPOU3BEICHUAX HUCKYCCTBA, CJEIOBAJO OOpaiarh
BHUMaHHE Ha J1Ba TPeOOBAHWS: BO-TIEPBBIX, OHU JOJDKHBI OBLTH COONONATH
YHOMSIHYThIE KOHKPETHBIC MpPaBWIA JMUTPAMMBI; BO-BTOPBIX, B HJCale OHH
JIOJDKHBI OBUTH YYUTHIBAaTh (DOPMY HOCHUTEINS SITUTPaMMBI, Ha KOTOPO ee co-
Ompauch HaIKCAaTh.

BuzanTuiickue mpou3BeleHUs HCKYyCCTBA MPEACTABIAIOT co00l HE Mpo-
CTO pe3yJIbTaT B3aMMOJICHCTBUS clloBa M 0Opa3a. Bo MHOTHX ciydasx cyuie-
CTBEHHYIO POJIb MTpan W 3putenb. [Ipon3BeneHuss HCKyCcCTBa CO3/1aBaJIHCh,
9TOOBI «yIOBIETBOPATEY 3PHUTEINISI — U CIIOHCOPA, M MIMPOKYIO ayJUTOPHIO,
€CITH OHO BBICTaBJICHO Ha BceoOlnee 0003peHue, WIM U TeX U Apyrux. Bo
MHOTHX HAJITUCIX, OCOOCHHO B 3MUTpaMMaXx, 3PUTENb HAMPAMYIO BKIHOYa-
eTcs B MpeAcTaBieHue: OyKBaJIIbHO OH HasbiBaeTcs Ogathic (3pumens), HO B
Goree mpocTOM cMEIce GvOpwmog (uwernosek), OvNTog (cmepmusiii), EEvog
(eocmuv/uyancou) u T. A. B anurpaMmMe Ha pesIMKBapuUu CBITOM MapHHBI 3pH-
Tenb Ha3BaH: Znteig, Oeatd, Tivog 1 xeip toyxaver (Tvr cnpawueaews, 3pu-
menv, ybs Imo pyka?). B mociaemyomux cThxax 3pUTENI0 COOOIAIOT U O
PENMKBHUH PYKH CBSITOH, M 00 aKTe AapeHHs penukBapus. MeTpudeckas Ha-
MUCh OT UMEHHU JOHATOpa B LIEPKBH B DMHPE HAUNHAETCS CO CXOMXKETO BCTYII-
nenust: Znteic pobelv, GvOpwre, tic Ovriep PAEmEIC / oemTOV dOUOV TETEVXEY EE
ovT®V BaBpwv (Ter npocuuts coobuume mebe, 4enr06eK, KMO PACHOPAOULCS
60308UCHYMb MY CEAMYI0 YEPKOBb, KOMOPYIO Myl GUOUUbL C ee OCHO8A-
nHua?). Kak ¥ B HaAmMcH Ha PeNUKBApUHU CBITON MapHHBI, B CIEIYIOIIUX
CTHXaX 3pUTENI0 coolmanm o aoHartope. Bompoc, oOpamieHHbIH K 3puTe-
JI0, — 93TO PUTOpPHYECKas YBEpPTIOpa K OCHOBHOMY TEKCTY HAIMWCH, a
UMEHHO — K YIIOMHUHAHUIO TOHATOpa. Ero mms cocramisieT riaBHOE coaep-
JKaHWE MMHUTPaMMBI, OHO COICPKHUTCS B CEPEIUHE HAIIITUCH, B TPEThEH CTPO-
(e u3 mTw.

[Ipsimoe oOpareHre K 3pUTEN0 BCTpEYaeTcs HE TONBKO Ha 0OBEKTax
MIPHUKIIAHOTO MCKYCCTBA WM OOIIECTBEHHBIX 31aHMsIX. [logo0HBIE MeTpH-
YecKHe HaAMKUCH MOKHO BCTPETUTH W Ha IeYaTH, HapuMmep: Znteig Hodelv,
avOpwre, onuavtpov Tivog (Tvl xouewv ysnams, uenosek, uvs [smo] ne-
yamsv?). 3pUTENs MPUTTAIMAIOT B3TJISHYTh HE TOJBKO HAa BHENIHUN OOJHMK
npeaMeTa, HO M HMCCIEeNOBaTh €ro BHYTPEHHIOW, HEBHIMMYIO IIEHHOCTb.
IIpencraBUTENBHBIN NpUMEP — BU3AHTUNHCKUM KPECT, KOTOPBIM XpaHUTCS B
cobope cBsartoro Iletpa B Pume. CTux 2 mpHU3BIBACT 3pUTENS: XPLUOOV UEV EEW
Xp1otov Ev<dov> d¢ okOmel (B3easHu Ha 3010M0 CHAPYICU, HO HA Xpucma
enympu!). 3omoTast 06010YKa — TIICHHAS BEIIb, & PEATbHOMN IIEHHOCTHIO 00-
JamaeT KpecT XpHUcTa BHYTPH PEIUKBapHs, TO €cTh (parmMeHTHl YecTHOTO
Kpecra BHyTpH JparoneHHOTO KpecTa BU3AHTUHCKOW paOOTHI.
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B HEKOTOpBIX HAAMHUCAX K 3PUTEIIO HE OOpaIlaroTCs HAMPSIMYIO Kak K
Oeatic, dvOpwmog u T. m. EcTe Apyrue cioBa-yka3aTend, M0 KOTOPBIM Ipa-
MOTHBIH 3pHUTENTh MOT TIOHATH, YTO €0 HMPUTIIANIAIOT OBITh AKTHBHBIM y4acT-
HUKOM Hajnucu-nencrea. [Ipumep — 3HaMEHHUTHIN TEKCT Ha CBUTKE MoaHHa
[IpenTeun, NpuUCyTCTBYIOMIMYA HA MHOTHX BHU3aHTUHCKUX U OCOOCHHO IOCT-
BHU3aHTUHCKUX WKOHAaX M (ppeckax, MOCBANICHHBIX 00e3riiaBinuBanui0 Moan-
Ha Hpomom. O oTkpsiBacTcsi cioBamu: ‘OpQ¢ oia maoyovoiv, & O(€0)d
Aoye / oi mranoudrwy Eleyxol TV PIEAVKTEWY (Buduws nocmpadasuiux 3a
Cnoso ['ocnodne, mex, Kmo 0cCyxHcOal Omep3umenbHble NPecmynieHus).
CrnoBo-ykazateiabr — ‘OpQ¢. OTO BHUAHO IO €ro 0coOOMy MeCTy B Hadale
TEKCTa, Ha KOTOpoe o0paliaeT BHUMaHHE KaXKAbIi, KTO CMOTPHT Ha 3Ty CIie-
Hy 1 moHnMaet 0e3ymue Mpona, obesrmaBusmiero Moanna [Ipenreuy.

IlepBocTenennas 3amada mpeiaraeMoil paboTel — TMOMYEPKHYTh BaK-
HOCTh HaJIMCeH, 0COOCHHO HAAMUCEH-3MUTIPaMM, JJIsl HHTEPIIPETallui BU3aH-
TUHCKUX MpPOU3BEICHUM HCKyccTBa. Bcmomuum BbickasbiBanue K. Mawro,
cnenanHoe B 1972 1. (The Art of the Byzantine Empire 312—1453. Sources and
Documents, 182): «Onn (T. €. STIUTPaMMBI) TalOT U300WIHLHBIA U TIOYTH HE HC-
CJICZIOBAaHHBIN UCTOYHUK MH(OPMAIIMH JIJIsl UICTOPUKOB HCKYCCTBAY.

Bo-BTophIX, naHHas paboTa aKIEeHTHPYeT BHUMaHHE Ha MHOTOMEPHOM
MIPEICTaBIIEHUH TIPOU3BEICHNH NCKYCCTBA: 3pUTENh — HE MACCHBHBIN TOCTD,
KOTOPBIA MPOCTO «CMOTPUT» Ha MPEAMET WIM U300pakeHUe, MOTOMY YTO
YK€ uepe3 HECKOJIbKO MTHOBEHHI OH HEM30S)KHO MPEeBpaIlaeTcs B aKTUBHO-
T0 yJacTHHKA TieppopMaHca.
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1.> Church of Skripou, Orchomenos, hexameter inscription:
after Oikonomides N. Pour une nouvelle lecture des inscriptions de Skripou
en Béotie // Travaux et Mémoires, 12, 1994, p. 479-493: tab. IV

2. Church Hagios Georgios tou Bounou, Késtoria: after Rhoby A. Byzantinische
Epigramme auf Fresken und Mosaiken. Vienna, 2009, fig. XXVII
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3. Reliquary of St. Marina, Museo Correr, Venice: after Guillou A. Recueil des
inscriptions grecques médiévales d’Italie. Rome, 1996, tab. 75 (no. 79a)

' -

4. Ciborium, abbey of Santa Maria di Cervate, near Lecce: after Guillou A. Recueil
des inscriptions grecques médiévales d’Italie. Rome, 1996, tab. 164 (no. 171)
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5. John the Baptist, church Sveti Nikita, Banjane: after Rhoby A. Byzantinische
Epigramme auf Fresken und Mosaiken. Vienna, 2009, fig. VII, p. 441
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6. Mother of God, church Panagia Asinou, Cyprus: after Rhoby A. Byzantinische
Epigramme auf Fresken und Mosaiken. Vienna, 2009, fig. 87




<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /None
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Error
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJDFFile false
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /ColorConversionStrategy /LeaveColorUnchanged
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 100
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveEPSInfo true
  /PreserveHalftoneInfo false
  /PreserveOPIComments false
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 300
  /ColorImageDepth -1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 300
  /GrayImageDepth -1
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile ()
  /PDFXOutputCondition ()
  /PDFXRegistryName (http://www.color.org)
  /PDFXTrapped /Unknown

  /Description <<
    /ENU (Use these settings to create PDF documents with higher image resolution for high quality pre-press printing. The PDF documents can be opened with Acrobat and Reader 5.0 and later. These settings require font embedding.)
    /JPN <FEFF3053306e8a2d5b9a306f30019ad889e350cf5ea6753b50cf3092542b308030d730ea30d730ec30b9537052377528306e00200050004400460020658766f830924f5c62103059308b3068304d306b4f7f75283057307e305930023053306e8a2d5b9a30674f5c62103057305f00200050004400460020658766f8306f0020004100630072006f0062006100740020304a30883073002000520065006100640065007200200035002e003000204ee5964d30678868793a3067304d307e305930023053306e8a2d5b9a306b306f30d530a930f330c8306e57cb30818fbc307f304c5fc59808306730593002>
    /FRA <>
    /DEU <>
    /PTB <>
    /DAN <>
    /NLD <>
    /ESP <>
    /SUO <>
    /ITA <>
    /NOR <>
    /SVE <>
  >>
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice


