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CHANGE AND CONTINUITY IN POST-BYZANTINE CHURCH PAINTING

Anne-Mette Gravgaard

Ever since A. Didron in 1845 in Paris published a French translation of
the painter's manual of Dionysius of Fourna (written probably between
1730 and 1734) it has been widely held that this manual constituted the
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key to the Mediaeval tradition, the very recipe for Byzantine painting .

This opinion was strengthened when the first Greek edition appeared in
Athens in 1853. The edition was based on a 19th century manuscript, which
seems rather unreliable: It is provided with a front page according to
which the manuscript was made in 1458. At the same time it contains a
chapter on heliogravure, a gravure technique based on photography, which
was not invented until 1838. The rest of the manuscript, however, seems
to constitute a reliable copy of an 18th century manuscript. And in 1885
it was reprinted in Athens by A. Konstantinides ~ with the omission of

the dubious chapter on heliogtavurez.

In 1900 and 1909 a better Greek edition appeared in St. Petersburg,
published by A. Papadopoulos-Kerameus on the basis of another copy of
the manua13. Both editions are still in use as textbooks for modern icon
painters, and they are still generally seen as authentic reproductions

of the Mediaeval ttaditiona.

But is it right to consider the work of Dionysius a simple codification
of the existing tradition? To answer this question I have compared Dio-
nysius' text with five older, fragmentary manuscripts which Papadopoulos
-Kerameus included in his 1909 edition under the title "Inyal tfis "Epun-
velag Avovuolou 1ol ¢& 'Aypdowv". The result of this comparison was that
Dionysius in fact systematized and elaborated the tradition of Orthodox
church decoration to a degree where it would be appropriate to talk of

"change" as well as of "continuity"s.

There is, however, another painter's manual from the 18th century which,
according to my studies, is much closer to the "znyo(" than Dionysius'
work. As no author is mentioned in any of the manuscripts it may be
called the "Anonymous Manual”. It has not yet been published and conse-
quently this manual is little known, despite the fact that it probably
is a more genuine expression of the tradition than Dionysius’ workﬁ.

If so, maybe it is the Anonymous Manual that represents the "canon of
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Byzantine painting” which Didron was looking for and thought he had

found in Dionysius' Manual?7 Certainly not without modification.

It must be borne in mind that Byzantine art actually developed conside-
rably from the final defeat of Iconoclasm in 843 to the fall of Constan-
tinople in 1453. The Turkish conquest hampered this development, but it

is wrong to assume that no changes at all took place afterwards. This be-
comes clear if one compares the art of the Palaeologian period with Cretan
art; and Cretan-influenced art at Mount Athos, from the 16th and 17th
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centuries .

In comparison with the vivid and pictoresque Palaeologian style the Cretan
~Athonite style is characterized by its sharper contours, slim silhou-
ettes, linear draperies, and restrained movementsg. It is at the same time
more bright and more dry. A typical representative of this "school"” is
Frangos Katellanos, a 16th century painter born at Thebes, who emigrated to

Crete and later decorated churches at Athos1o.

A closer analysis of the manuals shows that it is this Cretan-Athonite
style which is reproduced in the Anonymous Manual - and by and large
also in Dionysius' manual, This is indicated in the manuals themselvesll,
and they explicitly refer to painters such as Frangos Katellanos and
Theophanes, an Athonite painter from the 15th century. The oldest paint-
er referred to in the manuals is Panselinos, who decorated churches on
Mount Athos in the l4th centurylz. It has not proven possible to find

earlier sources than these.

My conclusion is that even if the Post-Byzantine art has close links back
to the art of the Palaeologian period it is primarily the Athonite art of
the 16th - 18th centuries and similar church decoration from other parts
of Ottoman occupied Greece which is reproduced in the Anonymous Manual and

further elaborated in Dionysius' Manual.

Another interesting aspect is that Post-Byzantine church decoration seems
to have been fixed to a degree previously unknown in Byzantine art. Thus,
one effect of the Ottoman conquest seems to have been the development of a

more strict "iconographic orthodoxy".

There are several reasons for this development: First of all, secular in-
fluence on church matters almost ceased - no rich benefactors were left.

And within the clergy, the monasteries, particularly those at Mount Athos,
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became the most influential group.

Secondly, the fall of Constantinople in 1453 meant the failure of the Uni-
onist Policy,the aim of which was to get help from the West through a
church union with Rome. This policy had never been accepted by the lower
clergy and the monks, and it stopped totally when the anti-Unionist and
strictly Orthodox Gennadius Scholarius was elevated to the patriarchal
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throne in 1454 .

The third, and in my view, most important reason is that after the dis-
appearance of the Byzantine state, the Orthodox Greek community needed
other ways of national identification, and a strict continuation of Ortho-

dox tradition seemed a natural way to meet this need.

Strange enough this Orthodox identity was never threatened by the Turks

— they rather favoured it,as a barrier against the West. It was the West
that was the preeminent menace to Orthodox identity. And Western influence
was strong in those parts of the past Empire which were now under Venetian
rule. However, the situation was not the same all over the scattered Ve-

netian possessions.

In Crete the traditional Greek element still had a strong position. Here,
there were still Greek noblemen and merchants who were rich enough to act
as sponsors for icon painting15. A particular kind of "diglossia" de-
veloped where Greek painters might operate in a traditional or Italianized

style according to who paid for the paintings'a.

In the Ionian Islands, and in Cyprus after the direct Venetian take-over
in 1489, the situation was different. Here, religious art became almost

totally Westernized17.

Of course the Catholic Church did not stop its pressure on the Orthodox.

And it found new ways of influence.

Because Greek schools were now lacking, the Jesuits exploited the situa-
tion to establish schools of their own within the Ottoman Empire. Thus

Jesuit schools were founded at Pera and Smyrna, and even at Mount Athos.
They made many converts to the Catholic faith and gave rise to a renewal

of the Unionist movement within the Orthodox Church‘s.

In the 16th century another religious force appeared in the West: Prote-

stantism. At the outset an alliance between Protestants and Orthodox
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seemed natural: they were both enemies of Rome. But when the Lutherans
and Melanchton took the initiative to find a common denominator for both
churches as a basis for unification, the Greek Church felt very embarras-
sed and in the end had to maintain that in a number of questions it had
to oppose Protestant views just as strongly as it had to oppose Catholic
doctrines19. A reconciliation turned out to be impossible, and in some
places, e.g. in Transylvania, Protestants even tried to make converts
among the Orchodoxzo. Thus, particularly in the 17th century, the Ortho-

dox Church came under double fire from the West.

Also in the artistic field the West was on the offensive. The most signi-
ficant example is the Greek Doxaras in Venetian-occupied Zante (Zakynthos),
who founded a painter's school where he propagated a totally Italianized
icon painting on canvas, and translated the painter's manual by Leonardo
da Vinci into Greek21. Italian- influenced painting even spread to Tur-

kish-occupied territory in Epiruszz.

The development of the Orthodox painter's manuals can be seen as a counter-
move against this trend23. But in my opinion, the two 18th century manuals
differ in their tactics: The Anonymous Manual merely tries to record tra-
dition as it was, whereas the Dionysian one represents a more "offensive"
approach; it systematizes and regularizes church art, and even includes
motives of Western origin, but executed in the traditional Byzantine style.
Thus Lutheran woodcuts of the Apocalypse have inspired Dionysius' descrip-—
tion of the Great Whore carrying the Papal mitre24. In this way elements

of Lutheran iconographic polemics against Rome were adopted by the "offi-

cial" Orthodox art.

It is likely that the painter's manualshad a stabilizing effect on Ortho-
dox church art within Ottoman territory. But it would be difficult to
ascertain which of the manuals was the most influential, as the two manu-

als in many respects are very similar to each otherzs.

In the 19th century, however, Western influence increased, particularly in
the liberated Hellenic kingdom. The Ottoman subjugation, which had tied
the suppressed Orthodox people together, had been removed. A new state had
appeared as a focus of national identification. In addition to this the
new government was dominated by people from the West who preferred another

sty1e26.
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Officially sponsored church art was now influenced by Classicism, Roman-
ticism, Naturalism and similar styles typical of Western art of the peri-
od27. But in general the monastic centres did not accept new trends,

and tradition was upheld at the ecclesiastical painter's schools.

The appearance of the printed editions in Greek of Dionysius™ Manual must,
in my view, be seen as a consequence of this conservative, monastic envi-
ronment which had an interest in keeping and futhering the Orthodox tra-
ditionzs. The Russian translation of Dionysius' Manual from 1868 should
probably serve the same function29 (even in Russia traditional art in the
Russo-Byzantine style was pressed by Western-influenced art and in fact
only survived in some villagesso). But what was the reason for the French,

the German, and the English translation331?

One reason undoubtedly was the increased interest in the Middle Ages, one
of the side-effects of Romanticism. Besides, there was a scholarly inte-
rest among the art historians. But also outside ecclesiastical and scho-
larly circles an interest in the Byzantine tradition developed. For the
first time since the Middle Ages Western artists started to imitate By-
zantine art32. It was particularly the brilliant mosaics of the Justinian
period which in the first instance attracted Western attention, and their
style was copied, e.g. in William II's Germany33. But the decorative
style of the mosaics further had an influence on "1'art nouveau"-artists
like the Austrian Gustav Klimt34- In the West the attitude towards the
religious image was gradually changing from a wish to depict the holy
persons as normal human beings in naturalistic surroundings - so to
speak, to get heaven down to earth - to a longing for ascending into the
heavenly sphere, for bringing Man to God instead of the opposite. Here the
icons represented a fascinating tradition for the transgression of -the
material world - the icon as a channel to God35. And on the artistic level
their unworldly appearance corresponded well with the new trends within
painting and design,which too were characterized by the departure from
Naturalism and the development of more symbolic and abstract ways of ex-

pression.

This Eastern influence was not limited to the artistic sphere, but led
also to an increasing interest in the Orthodox Church, which even began
to win proselytes among Christians of other denominations. Schools of i-

con painting in the traditional style appeared , and to most of the ap-
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prentices icon painting became not just a means of artistic expression,
but was primarily made to serve a religious purpose. To-day schools of
icon painting are found in several countries - often based on one of the
Western translations of Dionysius' Manual. Very active groups of Western

icon painters are found, e.g. in Finland and the United Statesae.

In this connection tensions have at times arisen among the icon painters
concerning the right way of painting. Most modern icon painters strongly
disapprove of any Western element. The painting has to be truly Byzan-

tine, and the source for this is primarily Dionysius of Fourna37. A mo-

dern manual in icon painting thus explicitly tells the artist how to

avoid Naturalism38.

Thus the old battle between change and continuity in Orthodox ecclesi-

astical art goes on even to-day, a token of the close relationship be-

tween art and religion in the Orthodox wor1d39.

A. Didron, Manuel d'iconographie chrétienne grecque et latine, avec une
introduction et des notes .. traduit du manuscrit byzantin, Le Guide de
la Peinture par Dr Paul Durand, Paris 1845 (reprinted New York, 1963).
The translation is based on a manuscript made especially for Didron
at Mount Athos in 1843, because the monks were unwilling to sell him
their own copies of the manual, cf. the preface, pp. XXIII-XXVI, This
manuscript is now in the Bibliotéque Nationale in Paris (Suppl.Grec.1301).
About the dating of the manual, see Paul Hetherington's translation,
The "Painter's Manual" of Dionysius of Fourna, London 1974, p. II.

‘Epunvela THv Zwypdpwv,ws wpds Tiiv ExxinoLaoTLniiv zwypaglav, VRS ALovu-
glou 10U tepouovdyov xal fwypdgou 100 En douvpva Tiv Aypdowv (ouyypapel-
oa &v "ASwvL TP 1458). NOv 13 medtov ténoLg &. Kapauntvi xal K. Bdga,
1853. Reprinted in Athens in 1885 "U15 10D txbétov 'Av€oTn KwvotavTuvi-
sou, &roBaAdvros £x 100 ueLpévou udvov T3 nept AAvotunlas xegdiaLov ToD
Yeudo-'Iepodéou”.

The manuscript in question was sold by the forger Konstantinos Simo-
nides to Paul Durand in 1847. It became part of the collections of the
Library of Chartres (No. 1755) and was burnt in 1944 -during an air raid,
cf. Catalogue Général des Manuscrits des Biblioth&ques Publiques de
France, Départements, Tome XI, Chartres 1889.

About the falsifications of Simonides see Papadopoulos-Kerameus, 1909
(cf. note 3b below), pp. €'-n' and v6'-xe' - and Vasile Grecu, Byzanti-
nische Handbiicher der Kirchenmalerei, in: Byzantion 9, 1934, pp. 681-
682, note.

a) Dionysius of Fourna: 'Epunvela 1fis ZwypagLxfis téxung €n xelpoypdoou
oY un' aldvag énbofetoa xatd 16 MpwrdTUTOV adThc reluevov Uro A, llanado-
novAou-Kepop€uws, Telxog nplitov €éxtutwdév dandvy 1ol panapltov Gr. Th.
Tchlitschev, St. Petersburg, 1900; »' + 128 pp.

b) Dionysius of Fourna: 'Epunvela Tfg Lwypaguxfis TEXVNS nal al wdpural ad-
tfic avérbotor mnyal, Eusuéoudvn uetd npordyou vidv 18 mp®tov mArdpng natd
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16 mpwrdtumov alrtfis xeluevov Omo A. Manadomodrou-Kepapdws, St. Peters-
burg, 1909, va' + 351 pp.

The only difference between the 1900 and the 1909 edition is the in-
clusion into the latter of five "mnyal", cf. below, note 5.

The Dionysius-manuscript on which Athanasius Papadopoulos-Kerameus has
based his transscription and edition is from the 18th century and is kept
in the Saltykov-Shchedrin State Public Library in Leningrad as Cod. Gr.
708. It is the same manuscript as Paul Hetherington has used for his
translation of the manual into English (cf. note 1).

Cf. for instance a standardwork on Byzantine art such as D. Talbot Rice,
"Byzantine Art", Pelican Books, 4th edition revised and expanded, 1968,
p. 321: "But even at a later date good work was at times still produced,
thanks to a great extent to the soundness of rules handed down originally
by tradition and subsequently in the form of a written work called the
Painter's Guide. This was compiled by a monk named Dionysius of Fourna
who appears to have lived at the end of the fourteenth century, though it
is quite probable that it was founded on an earlier original."

The contents of the five "Inyal tfis 'Epuevelas Avovuolau tob & "Ayvpdpwv"

are as follows (according to Papadopoulos—Kerameus, 1909, p.353):

A' napdptnua: 'Epunvelo thc twypagurfis Téxvng, mepuéxouca td Te pérpa xal
xpéuata toU NavoeAdvou,éuolus nal Tol vatoupdre, xal Ta goprduate 100
Beopdvous xal dAla TLvd xpnoupedovta els Thv adriiv TyVny

B' mapdptnua: "Epunvela tHis ZwypagpLufis To® Tolxou, MToL mepl ToD wBS Vi
Lotoplzps elg tdv tolxov

I' napdptnua: "Epunvelo nept Thg mpdtng lotoplug Ths énuinolas xab mept
oxnudtav nal Ervypappdtwy 100 SAou Eviautol éx TOAARVY talal@v dylwy £x-
nAnoL@iv LoTopLopévwv cuirex9eloa

A' mapdptnua: BuBAlov THg ZwypapLufis Téxvng, mepuéyov Tds toptdc ToU Xpu-
010l xal tng Beotdrou, £t 8& wol 18 Svduota TBV mpopnT@V HAl TE Un'
alT@v tpognteudEvta xal T@V GT00TSAwv Kal THV AoLRBY &yCwv Tdc MALKCas
nat 18 elén v wpoocdnuy adtdv xat T@v TPLXWV, s 86T ypdgeLv aldtodg,
nal €repa mtretota dvayrato THs CwypapLxfic TExvNS xal GeéAiLia

E' napaptnua: 'Iotopla 10D vaob

These five fragmentary manuals were all edited in Russian in 1867 trans—

lated after a Greek copy (Len. Cod. Gr. 255) made by the archimandrite

Porfyrij Uspenskij in Jerusalem in 1850:

P. Uspenskij:

a) EpMEHWA MW HECTEB/IBHWE B MMBOMMCHOM KCHYCCTBE, HBMMCAHHOE, HEW3BEeCTHO
HeM, Bcuope nocne 1566 ropa, In: Tpygs Huesecxon JyxoeHci Ananemvu, 1867
111, pp. 136-192

b) Huura o wuBOMMCHOM wcHyccTee JflaHvena cBAweHHWHa 1674 ropa. In: Tpymel

_ Huescko# [lyxosHol AWanemum, 1867, IV, pp. 463-508

Of the original manuscripts only Cod. Hag. Taph. 214 including A and E and

dated 1674 is still to be found in Jerusalem, According to Papadopoulos-

Kerameus, 1909, p. 353, A, B and T were copied from manuscripts from the

end of the 16th century.

The Rumanian scholar Vasile Grecu described and named the "Anonymous Manu-

al", and he edited parts of some Greek and Rumanian manuscripts belonging

to the "Anonymous" family in the following articles:

Vasile Grecu: Versiunile rom8nesti ale Erminiilor de pictura bizantini.
In: Codrul Cosminului 1, 1924, pp. 105-174

Vasile Grecu: Contributii la studiul izvoarelor manualului de pictura
bizantind. In: Inchinare lui N. Iorga cu prilejul Tmplinirii vArstei
de 60 ani, Cluj 1931, pp. 189-195
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Vasile Grecu: Byzantinische Handbiicher der Kirchemmalerei. In: Byzanti-
on 9, 1934, pp. 675-701

1 have made an edition of the entire "Anonymous Manual", based on three

Athenian manuscripts from the 18th—19th century (Benaki 35, 40 and 173),

which I hope to publish soon together with a discussion of the genuine-

ness of the tradition. The first dated manuscript of the manual is from

1735 (now at the National Museum in Budapest).

On Didron's ideas of Dionysius giving the very canon for Byzantine art
and the original background for Western art see his introduction (especi-
ally pp. XLII-XLIV) to "Manuel d'iconographie chrétienne" (cf. note 1).

On Late-Byzantine art in Crete see Klaus Gallas, Kreta, Koln 1985, p. 74.
On Cretan—influenced art on Mount Athos see Sotiris Kadas, Mount Athos,
Athens 1980, p. 162, and for a valuation of the same, see Heinrich Brock-
haus, Die Kunst in den Athos-Klostern, Leipzig 1924, p. 165.

For examples of Late-Byzantine church decorations on Mount Athos see
Gabriel Millet, Monuments de 1'Athos 1, Les Peintures (Monuments de 1'Art
Byzantin V), Paris 1927.

On the "Cretan-Athonite" style see Manolis Chatzidakis, Etudes sur la
peinture postbyzantine, London 1976, ch. I, p. 12.

On Frangos Katellanos see A. Xyngopoulos, IxebéCacua lLotopfoag thg 9pno-
neuTLaRS Lwypoguutis uetd THv dAwouv, Athens 1957, pp. 113-126 and passim,

Examples of references to Cretan art in the manuals:

In Dionysius' Manual: NIig vd SouleUng Kontiund, Papadopoulos-Kerameus,
1909, p. 34

In the Anonymous Manual: €tépa épunvela els TC ®pLTLnbv els 1d adtd
pétpa toU avPpdinov, Benaki 35, p. 147

There is a reference to Frangos Katellanos in the dedication inscription
for churches indicated in the Anonymous Manual, e.g. in Benaki 35, p. 71.

Panselinos is mentioned alone in the preface of Dionysius' Manual (cf.
Papadopoulos-Kerameus, 1909, p. 3), while both Panselinos and Theophanes
are mentioned as models in the Anonymous Manual (e.g. Benaki 35, p. 1).

Panselinos is said to have decorated the church of Protaton on Mount
Athos in the early l4th century; Theophanes has decorated the katholikon
of Megale Laura (1535) and of Stauronikita (1546), and Frangos Katella-
nos the chapel of St. Nicholas in Laura, on Mount Athos.

There is a so-called painter's manual from the 1lth century written by

a man named Elpius — now in Bibliot&que Nationale, Paris, Fonds Coislin
298, ff. 68-71v, and edited by Manolis Chatzidakis, "éx t@v "EAmniov 10D
Pwpalou”, in: ‘Etairpelos Bugavtiviv Imoudiv, £tog A', 'ASfival 1939 (Ma-
nuel de paintres ou portraits physiques d'Adam 3 Nicéphore de Constanti-
nople). But Elpius' manual only deals with the facial appearance of some
holy persons, their measures and ages.

In Vita St. Pancratii from the 8th century we hear about two apostles
who were sent out as missionaries together with a bible and a manual on
how to decorate the churches with scenes from the New and the Old Testa-
ment, but no trace of this manual (if it has ever existed) is left. Cf.
Cyril Mango, The Art of the Byzantine Empire 312-1453, New Jersey 1972,
Sources and Documents, p. 137.
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For Gennadius see Steven Runciman, The Great Church in Captivity, Cam-
bridge 1968, p. 168£f.

Manolis Chatzidakis, op.cit., ch. I, p. 12

About the "diglossia" in Cretan art see Manolis Chatzdakis, op. eit.,
ch. 1V, p. 197ff.

On the Westernization of Ionian art see Manolis Chatzidakis, op. ett.,
ch. I, p. 1l4f.

On the Westernization of Cypriotic art see David Talbot Rice, The
Icons of Cyprus, London 1937, pp. 43-59.

About the Jesuit movement and its achievements in the Balkans see Ste-
ven Runciman, op. eit., p. 230ff,

On the relations between Protestants and the Orthodox Church see Ste-
ven Runciman, op. eit., pp. 238-258.

For the situation in Transsilvania, see Marius Porumb, Pictura Rom8nes-
cd din Transsilvania (Die ruminische Malerei in Siebenbirgen), I, Cluj-
Napoca 1981, pp. 147-152.

For Doxaras see Andreas Xyngopoulos, op. eit. (note 10), pp. 344-346;
for his manual in Greek see Maria Theocharis, lepl véag npaypatelags Thg
uetaBufavtiviis téxvng, in: Mpantind The "Anabnulas "A9nviv, Athens 1973.

Italian-influenced art in Epirus is mentioned in Manolis Chatzidakis,
op. ett., ch. I, p. 24.

It is too limited to see Dionysius' manual as a counteract to Doxaras'
treatize only - such as the Italian art historian Sergio Bettini does
in his article on the manual, Per un' edizione critica del manual del
monte Athos di Dionisio da Furna, in: Atti del Reale Istituto Veneto

de Scienze, Lettere ed Arti 1940-41, p. 187. The Westernizing trend was
much broader, just like the reaction against it. (Bettini's point is
generally that all Post-Byzantine art goes back to the art of the Ital-
ian Renaissance and does not follow an unbroken Byzantine tradition.)

On this specific motive see P. Hetherington, op. e¢it. (note 1), p. 48,
note 6. - For the application of the Lutheran woodcuts of the Apocalypse
in Post-Byzantine art see Ludwig Heydenreich, Der Apokalypsen-Zyklus im
Athosgebiet und seine Beziehungen zur Bibelillustration der Reformation,
in: Zeitschrift fir Kunstgeschichte 8 (1939), pp. 1-40 (particularly

p. 23).

The motives of the Anonymous Manual are also found in the more elaborate
manual of Dionysius. Thus, it is only possible with certainty to ascribe
a church decoration to Dionysius' Manual in the cases where the decora-
tion contains motives which are not found in the Anonymous one.

The first king of the new Hellenic state, Otto (1833-1862), was a Ger-
man, the son of King Ludwig I of Bavaria. The second king, George I
(1863-1913), was a Dane, the son of King Christian IX of Denmark.

For instance the Metropolis Church in Athens, an eclectic style mixture
built 1843~1862 by the Danish Architect Theophilus Hansen with the
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assistance of his elder brother Christian.

The forger Simonides (cf. note 2) actually visited Mount Athos and no-
ticed the increasing interest in keeping the traditiom.

Porfyrij Uspenskij: EpMeHWA uM HacTaBABHWE B MMBOMMCHOM WCHycCTBe CO-
CTABAEHHOB WEPOMOHAEXOM M HWBOMWcUeM JMoH1cHeM hypHoarpagHToM 1701-1733
roa, Kiev 1868, 250 pp. (also appeared in Tpynd HuescHon [LyxosBHoh AHane-
muM, 1868, in vol. I, II and IV).

For the relation between Byzantine and Western—influenced icon painting
in Russia during the 17th century, see John Stuart, The Flowering of
Moscow 1460-1700, in: Art Treasures in Russia, London 1370, p. '79-80;
for the survival of original Russian-Byzantine icon techniques in the
villages see Tamara Talbot Rice, Russian Icons, New York *1966, p. 25 ff.

French translation: A, Didron, Manuel d'iconographie etc. (cf. note 1),
Paris 1845

German translation: G. Schifer: 'Epunvela tfis fwypaguufis. Das Handbuch
der Malerei vom Berge Athos aus dem handschriftlichen neugriechischen
Urtext iibersetzt mit Anmerkungen von Didron d. A. und eigenen von Go-
deh. Schafer, Trier 1855 (reprinted 1960 without the annotations)

English translation: A. Didron, Christian Iconography; or, the History
of Christian Art in the Middle Ages. Translated from the French by
E. J. Millington, and completed with additions and appendices by
Margaret Stokes, London 1886 (two volumes)

From 1898 to 1903 an Austrian artist, K. Jobst, even decorated a Rumani-
an church in typical Byzantine style using the Dionysian Manual, cf. Va-
sile Grecu, Darstellungen alt-heidnischer Denker und Schriftsteller in
der Kirchenmalerei des Morgenlandes, in: Bulletin de la Section Histo-
rique, tome XI, Bucarest 1924, p. 66.

For instance the mosaics of the Kaiser-Wilhelm-Gedachtniskirche in Ber-—
lin, executed in the 1890s, which are reminiscent of the imperial mosa-
ics of San Vitale in Ravenna.

See for instance the frieze in the dining room of the Palais Stocklet,
Bruxelles, made by Klimt in 1904 after a visit to Ravenna in 1903.

Cf. St. Paul's Letter to the Romans, 1.20: "ever since the creation of
the world, his invisible nature, namely his eternal power and deity,
has been clearly perceived in the things that have been made".

E.g. the St. John of Damascus Association of Orthodox Iconographers,
Iconologists and Architects, in California.

According to the scholar John R. Barns of the St. John of Damascus
Association.

Robert de Caluwé, Ikonenmalerei (ubersetzt von Hans Balfer), Rosenheim
1984

A good example of modern Orthodox painting is the illustrated painter's
manual "Exgpaois This O0pPobdEou eluovoypagplas Und dwtlou KovtouylroD,
tduog A' ~ B', Athens 1978.



