because of the Niphon’s removal from the patriarchal throne. The mosaic decoration was badly dam-
aged during the conversion of the church into a mosque between 1520 and 1530, when the gold
tesserae were removed and the mosaics were covered over with plaster. However, the surviving frag-
ments are enough to appreciate the highest quality of mosaics and their very picturesque style.

The stylistic similarities with the mosaics in Kariye Camii (1316-1321) prompted some scholars
to suggest that the mosaics in the church of the Holy Apostles had been executed by the metropoli-
tan workshop that subsequently worked in the Chora Monastery, or with the assistance of Constan-
tinopolitan masters. Some iconographical details of the mosaics reveal close connections with Con-
stantinople (a form of the Pantocrator’s left hand (in the dome), the Holy Vernicle, etc.).

At the same time, the mosaic decoration in the church of the Holy Apostles has a number of specific
features. These include, firstly, a free drawing and more picturesque rendering of forms in comparison
with Constantinopolitan monuments of the first quarter of the 14th century that gives to the mosa-
ics of the church of the Holy Apostles an expressed Hellenistic character. The second feature is a widely
used silver-gray color, which makes a number of images, such as figures of prophets, almost mono-
chrome, thereby they call ancient statues to mind. Thirdly, the approach to the ornamentation of the
church of the Holy Apostles differs significantly from the decorative principles used in Kariye Camii.
In our opinion, these features may indicate that the mosaics in the church of the Holy Apostles could
be executed by local Thessalonian masters.

bo6posa Haranba HukonaeBna
Tocyoapcmeennuiti Pycckuti myseit, Poccust

IIpo6nema nkoHorpadpuu 60ropogUIHBIX 06pa3oB
c Hagmiucero «H IIEPIBAEIITOC»

Ot XIV B. COXpaHMIOCh HECKOIBKO BU3AHTUIICKUX 00pa3oB boropomuiisl, nmenoiux Ha mosue
Hagmuch «H ITEPIBAEITTOC. IIpencrasnenne o HuX, OTpakeHHOE B MICCIE0BATEIbCKO TUTepa-
Type, IPOTUBOpPe4NBO. KOMIIIEKCHO 1 ITOAPOOHO 9T NaMATHUKY He aHA/IM3UPOBaNUCh. TepMuH
«[lepuBrenTa» 3a4acTyo ynorpe6iseTcs B 3HAUEHMM VIKOHOIPaMYeCKOro TUIIA, a He SIUTETa,
XOTSI IPUMEHSIETCS] B OTHOIIEHVY COBEPIIEHHO Pa3HBIX 110 MKOHOTpaduy nmamMsaTHUKoB. OueByuHA
HeOoOXOMMOCTb yTO4YHeHus fepuuunym «Ilepusienta» y ycTpaHeHMs CBSI3aHHBIX C Heil IPOTH-
BOpEYNIL.

[unoresa o Ilepusnente kak oco6oM mkoHorpaduyeckoMm tuie, Bapuante Ogurntpun, Opiia
BbIckasaHa M. Tatna-Ixypuyu. CormacHo ee kmaccudukanyy 60ropogaHor MKoHorpaduu, onpe-
IENAIINM IpU3HaKoM [lepuBenTsl ABNAETCA NETKMil HAKIOH ronoBbl boromarepn k Maneniy.
ITo MHeHUIO MCCIeOBaTeNbHUIIBI, IIPOMCXOXKEHNE 3TOTO TUIIA CBA3AHO C YTPAaue€HHOI XpaMOBOIi
VIKOHOJ KOHCTaHTMHOIIONbCKOTO MOHAcThIps Ilepusientsl, ocHoBaHHOro Pomanowm III Aprupom
(1028-1034).

AHanm3 MaMATHUKOB He MOATBepKAaeT Knaccuukanyio M. Tarwy-J[>Kypud 1 Mo3BoIsAeT CheaTh
BBIBOJ] O TOM, YTO Bce 06pa3sl, nmetoniue Haamuch «H [IEPIBAEIITOCy, npuHagiexxaT K pasHbIM
VIKOHOTpa(U4ecKyM THUIIAM, CPefyl KOTOPBIX He TOJIbKO pasiM4yHble BapuaHThl OQUruTpun, Ho U 00-
passl Immkoduaycel. B HacTosAIeM MccnefoBaHNM K KaKIO 13 VIKOH ¢ Hajnuceio «[lepuienTar
Hali/leHbl MKOHOTpapUIecKye aHaIOTUY — NaMATHUKY TUIIOIOTMYECK) CXOZIHbIe, HO HEe OTMEeYeH-
Hble TI0f00HOIT Hagmcho. OHM 00pa3yloT HECKOIBKO TPYIIIL

CoxpaHuBIIeCS VKOHBI ¥ aHAa/IN3 VICTOYHVKOB He IAI0T IIPOYHBIX OCHOBAHUII I/l PeKOHCTPYK-
Uy uKoHorpadum 60ropofgnIHOro 06pasa 13 KOHCTAHTMHOIIOIBCKOTO MOHACTBIps [lepuBrientsr.
B masieonoroBckuit nepyof MOHACTBIPY C TAKMM Ha3BaHMEM PAacIpPOCTPAHUINCh BO MHOTUX Peruo-
HaxX MMIIEpUY, HO HET CBEEHNI O TOM, KaKMMU OBUIM MX XpaMOBble 00pas3sl (3a MCK/II0YEHEM OX-
PUJICKOTO), @ IPOUCXOXK/eHIe TUIIOTIOTMYEeCKY pa3HbIX MKOH, nMetonux Haamnuch «H ITEPIBAEIT-
TOC», n3 [ByX OGHOMMEHHBIX MOHACThIpel (B Oxpuje 1 B Bepun) ocTaBisfeT BOIPOC OTKPBITHIM.
B nanHOM cydae Mbl IMeeM He BIIOJIHE TUIIMYHYIO CUTYalMI0, KOTJja TOIOHUM II0 CAMOMY CBOEMY
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3HAQYCHUIO ABACTCA MUTETOM, IIEPEBOJ KOTOPOIrO, K TOMY JK€, HEOTHO3HAYCH U Tpe6yeT VHTEP-
npeTanunn.

Natalia Bobrova
State Russian Museum, Russia

THE PROBLEM OF THE ICONOGRAPHY OF THE VIRGIN’S IMAGES
wITH THE INscriPTION “H ITIEPIBAEIITOC”

Several Byzantine images of the Virgin with the inscription “H ITEPIBAEIITOC” survive from the
14th century. The view on the images of the Virgin Peribleptos, reflected in the research literature,
is contradictory. There is no detailed and comprehensive analysis of these artworks. The term “Peri-
bleptos” is often used as an iconographic type, not an epithet, but it applies to the artworks very dif-
ferent in iconography. Obviously, it is necessary to clarify the definition “Peribleptos” and to elimi-
nate the contradictions connected with it.

It was M. Tatic-Djuric who supposed that Peribleptos is a specific iconographic type, a variant
of Hodegetria. According to her classification of the Virgin's iconography, the defining characteristic
of the Peribleptos is a slight bend of the Virgin's head towards the Child. In Tatic-Djuric’s view, this
type is connected with the lost icon of the Constantinopolitan Peribleptos monastery founded by Ro-
manos IIT Argyros (1028-1034).

The analysis of surviving monuments does not confirm the classification proposed by M. Tat-
ic-Djuric and leads to the conclusion that all the images with the inscription “H ITEPIBAEIITOC”
belong to different iconographic types, including not only the various types of Hodegetria, but also
of Glykofilousa. In the present paper the iconographic analogies for each of the icons with the inscrip-
tion “H I[TEPIBAEIITOC” will be demonstrated. These are typologically similar monuments, which
are not marked by such an inscription. These monuments form several groups.

The extant icons and analysis of the sources do not provide solid grounds for the reconstruction
of the iconography of the Virgin's image from the Constantinopolitan Peribleptos monastery. In Palaeo-
logean period monasteries with the same name existed in different regions of the Empire, but there
is no information on the iconography of the Virgins icons venerated in these monasteries (except
Ohrid). The origin of typologically different icons with the inscription “H IIEPIBAEIITOC” from
two monasteries of the same name (in Ohrid and in Veria) leaves the question open. We have here
not quite a standard situation, when the toponym is an epithet, the translation of which, moreover,
is ambiguous and requires further interpretation.

Jenny Albani
Hellenic Ministry of Culture, Education and Religious Affairs; Hellenic Open University,
Athens, Greece

PAINTED DECORATION OF THE PALAEOLOGAN RENAISSANCE IN CRETE:
THE WALL PAINTINGS OF THE PANAGIA IN SKLAVOPOULA

Palaeologan Renaissance, the flourishing in art and the letters in the Byzantine Empire under the
Palaeologan dynasty, can be also attested in Venetian Crete. The small church of the Panagia in the
village of Sklavopoula, diocese of Selino, western Crete, is decorated with wall paintings which can
be related to an elegant stylistic trend deriving from Constantinople and dated to around 1400.

The church in question, dedicated to the Virgin, is a single-nave building, measuring 7.66 x 5.33 m,
with a semi-circular apse projecting on the east. It is covered by a pointed barrel-vault and divided
by a transverse strainer arch in two bays. Its south wall, which is pierced by a window, is supported
by two buttresses. The entrance door is set in the west wall.
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