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A Byzantine Texton the

Technique of Icon Painting

GEORGI R. PARPULOV
IRINA V. DOLGIKH
PETER COWE

Like other volumes listed as “seors.” in what was
once the library of Ulrich Fugger (1526-1584), the
present Vaticanus Palatinus graecus 209 must have
been bought in Venice or Padua at some point between
ca. 1550 and 1570.! Nothing is known about the earlier
history of this manuscript.? Written on watermarked
paper datable ca. 1355,% it contains an extensive collec-

S¢= The authors thank Vasileios N. Marinis, Audrey Scanlan-Teller,
and Alice-Mary Talbot for their critical reading of the text of this
article. The translation from Armenian is by P. Cowe, the others are
by G. R. Parpulov. The latter is greatly indebted to Marjolijne C.
Janssen and Marc D. Lauxtermann for pointing out to him no fewer
than eight mistakes in his reading of the Greek text. It would not
have been publishable without their help. Parpulov is solely respon-
sible for any remaining errors.

1 P.J. G.Lehmann, Eine Geschichte der alten Fuggerbibliotheken,
2 vols. (Tiibingen, 1956-60), 2:80. About the designation “seors.”
ibid., :140-44.

2 Pagesize 220 X 140 mm; linn. 29-30; ruling 32D1; justification
162 x 83 mm. On the MS: H. Stevenson, Codlices manuscripti Palatini
Graeci Bibliothecae Vaticanae (Rome, 188s), 105-8; E. Mittler, ed.
Bibliotheca Palatina: Ausstellung der Universitit Heidelberg in
Zusammenarbeit mit der Biblioteca Apostolica Vaticana, 2 vols.
(Heidelberg, 1986), Textband: 433 (cat. G 3.6.1); K. Snipes, “An
Unedited Treatise of Michael Psellos on the Iconography of Angels
and on the Religious Festivals Celebrated on Each Day of the Week,”
in Gonimos: Neoplatonic and Byzantine Studies Presented to Leendert
G. Westerink at 75, ed.]. Duffy and J. Peradotto (Buffalo, 1988), 189—
205, esp. 196—98.

3 The volume has 286 folia (numbered 1-222, 223-285). Quires
(signed I3 [see fig. 1]): 2 X 1 (2) [unsigned], 15 x 8 (122), 7 (129) [fol.
126 single, text missing], 6 (135) [unsigned], 6 x 8 (183), 7 (190), 10
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tion of miscellaneous texts. Since many of these start on
a recto, most of folio 284 verso remained at first blank,
and was subsequently filled with a short set of instruc-
tions for painters (fig. 1).* The writing on that page is
smaller, but otherwise the same as elsewhere in the
book. A number of marginal drolleries may be another
sign that the original owner of the Palatinus was inter-
ested in art.’

x 8 (270), 6 (276), 8 (284), 1 (285), 2 (287). Watermarks (numbers in
boldface refer to similar examples in V. A. Mosin and S. M. Tralji¢,
Filigranes des XI1Ie et XIVe ss., 2 vols. [Zagreb, 1957]): s913—Dbifolia
3/10, 6/7, 11/18, 13/16, 14/15, 20/25, 27/3 4, 35/42, 38/39, 43/50, 45/48,
51/58, 53/56, 75/82, 138/141, 139/140, 248/253 (), 250/251 (2); 4276,
4290, etc.—Dbifolia 60/65, 67/74, 70/71, 130/135, 144/151, 146/149,
147/148,169/174,199/206, 200/205, 210/211, 218/219; 1637—bifolia
83/90, 85/88,92/97, 93/96, 99/106, 102/103, 108/113, 115/122, 116/121,
176/183, 177/182, 191/198; 1937-1943, 1952, 1955—Dbifolia 19/26,
224/229,231/238,232/237,239/246, 255/262,257/260; 2664,2683—
bifolia 155/156, 161/166, 193/196, 266/267, 273/274; 2867—Dbifolium
28/33; 229, 253—bifolium 171/172; 7156 (lower half only)—fol.
230; 6789, 6796—Dbifolium 241/244; 6839, 6845, 6856—Dbifolium
280/281; 1122, 1127, 1129—Dbifolium 277/284.

4 Other pages left blank or mostly blank: s8v, 72v, 73r-v, 741r-v,
130r—135V, 196v—198V.

S Wash drawings of unidentified mammal (56r), snail (571), lion
[?] (671), rooster (154r), snail (200r), shell (202r). Pen drawings of a
human-leonine creature (199v), dog (202v), lion (209v), wolf (213v),
nude man fighting two dragons with a spear (224r), tailed dwarf
(224v), nude man riding a monster and holding a falcon (226v),
winged man struggling with two dragons (227v), nude man fighting
adragon with a spear (231r), nude man fighting a dragon with a sword
(231v), nude man shooting at a dragon with a bow (232r), nude man

201
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Vatican City, Biblioteca Apostolica Vaticana, MS Vaticanus Palatinus graecus 209,

fol. 284 verso. © Biblioteca Apostolica Vaticana.
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Yrotimwols Y pwpaTiouod
o ToMov Kol TPOTWTOV

Ei¢ mpaytov mpémhaoua Tod oToMov uetd TS oxkdaal adTd,
ToD dmarvoaTohov T 850y oxevdletan obTwe: wehdvn ShiyY,
Yupdbiov bonitwg, kel mpémhacov. To 8¢ ydpayua—3atby
kol pehdvn. To 88 hdpo—amd 16 Tp@dTOV TPdTALTILL LT
Bhiyov Vippvbiov, kol hapdtioov. T 8¢ Eyyvopua—{@Bawv
41’ a0Tod Tob Adpatos kel whelov Yiupdbiov, xal Eyyvaov.

Tb 0t xatwdbplov—mrolet katd TpOTOY Vippvbiov xal
ueAdyny Aevkiy, kol mpémhacov. Etra pdhe halotprov kal
Vippvbiov, kol wdhy wpdmiagov. T 8¢ TovTo ydpayua—
GxpdTwg, TO 88 Adua—Aatd Tig TPWTYG KATARLYTS TOD
Aalovplov, évivels 88 adT® xal whelov Yiupdbiov, xal
hapatileg. Qoavtwg kol T Eyyropa pet” adTod, TAYY petd
mhelovog Yippuvbiov.

To 8t mpbowmov—eic TO TpHTOV TPSTAATUL EVOVELS
aypav moATieny wetd mpaaivyg § dypa 0t Thelwy kal
bMiyov xvafdp, doudtwe kal Bpayitatoy Vipudbiov, kat
npomhdrTeTal TO Tpdowmov.‘Otay yoiv Sfdoyg adtd ol
xal Tplg el dméaTaany kehy, TéTe TolnoOY dvolyHv- Evwaoy
aypav ToMTIKYY, AANOVIY SMIYMY Kol wekdvny Ay, kal
é&votkov 6 mpéowmov.! Elra mdhv Evirverg dAnBuiviy xal
uehdvny, & Aéyetal kammaddklov, Kol oTepeoi TNV dvoryiy
ooV KTl TéTOVG, Fyouy eig 6dBaluods, eic Té povBodvia
DTOKATR, TO Bkpov T@V YEMéwy kel T Bicpov ToD THYwYog.
Tég 88 kdporg—ratdKkopov perdvn.

‘H 8¢ Tijg oupxds Evwats Exet olitwe dypoy TOATIKYY,
VippvBiov, xvaBop dhiyov, xal Tolel 6 Tpdowmov. A’ od
8¢ Towoelg oTeppedY Katl aUTS, Tolel YAvkaoudy- Tpasivyy
BAlyny kol TG oapids THY dypay Evwaas, BéTe ToDTO £lg TO
uépog 100 ShywtdTov payobrov. Ad’ ob 8¢ xaTaoTYoELS
To7T0, Tolel £Tepoy YAVKATUSY- EVRTOG ATO TOD TPWTOV
TPOTAATUALTOG TOD TPOTWTOV Kol TN dYPUs THg oepKds,
T{0e1 eig TO mAelov puépog Tob payodrov. Eig 8¢ 6 dxpov
10D paryovdov wdAw Tibet 4md T TpdToY TPbTART U Kol
loalov adté. Eig 08 10 dMydTaTov népog Tob payovov,
xath dai—mpacivy vepdty [2]. Elta, petd tov podioudy,
gvedoog VipupvBiov kel amd Tig dypog Tig oapkds, Tibet lg Te
TN uOTNY, el Té pépy Tod paryollov kal eig T Emavwyethov
&y, elg TO LETWTOY Ao ToD uépoug Tiig Tpaaivyg kal eig TOY
mywve. Efta Yipputbiov, kel éyyileig® avté.

1 Cod. mpémamov.
2 Cod. xata del(g).
3 Cod. éyytler.

Instruction for Painting
Garments and Faces

For the garment’s first undercoat after outlining it, the
violet of the outer garment is prepared thus: [add] a little
black, the same quantity of white, and lay an under-
coat. For the dark folds—violet and black. For the flat
surface—some of the initial undercoat pigment with a
little white, and paint the flat parts. For the highlights—
taking some of this surface pigment and more white,
paint the highlights.

For the inner garment, first make grey [out of ] white
and black, and lay an undercoat. Then take blue and
white, and again lay an undercoat. This undercoat, as it
is, is for the dark folds. For the flat surface you take the
initial blue mixture, add more white to it, and paint the
flat parts. [Do] the highlights in the same manner with
this [mixture], but with even more white.

The face: For the first undercoat, you mix Constantin-
opolitan ocher (or more ocher with a little cinnabar) and
green, as well as a tiny bit of white, and the undercoat for
the face is laid [therewith]. After doing this twice or thrice
for a good basis, do the drawing: mix Constantinopolitan
ocher with a little purple and a little black, and draw the
features. Then you mix again purple and black [into] what
is known as Cappadocian pigment, and strengthen your
drawing at spots such as the eyes, the lower part of the
nostrils, the edges of the lips, and the top of the chin. The
pupils [of the eyes are done in] pitch black.

The mixture for the flesh consists of the following:
Constantinopolitan ocher, white, and a little cinnabar.
Paint the face [therewith]. After making it solid as well,
do the tints: mix a little green with the ocher [used] for
the flesh, and lay it on the narrow sides of the checks.
After finishing this, make a second tint: mix the initial
undercoat pigment for the face with the flesh color, and
lay this on the broad sides of the cheeks. At the tops of
the cheeks put some of the initial undercoat pigment and
even it out. On the narrow sides of the cheeks, toward the
edges, [use] watered-down green. After [painting] the
pinks, mix white with some of the flesh color and put this
on the nose, on the sides of the cheeks, above the upper
lip, on the forchead (next to the green), and on the chin.

Then you [take] white, and add the highlights.
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The demotic vocabulary and loose syntax leave
little doubt that the treatise is not a literary composi-
tion but reflects actual workshop practice. Being the
oldest one of its kind (no other Greek text on icono-
graphic technique predates the seventeenth century),
it is, despite its brevity, an important source for study-
ing late Byzantine painting.”

o

The Instruction refers almost certainly to panel
rather than mural painting, since several operations
that it describes make no sense on a plastered surface:
the use of lead white (Ypupd6iov), the repeated applica-
tion of a single color (SBdlewv avTd [T0 Tpdowmov] dig
kol Tpig el OméoTaeony xedv), and the “evening out”

of color (iodlew adT8), which probably means softening

the tonal transitions.®

A figure’s outer garment (4wavoaToriov), inner
garment (katwddplov), and face (mpéowmov) are each
painted on a separately laid and differently colored
undercoat (mpémiaapa). The actual painting process
consists of layering varying shades of a single color or,

fighting a dragon with a spear (233r), human-leonine creatures (233v,
234r), nude man fighting two dragons with a sword (234v), human-
leonine creature with three faces on the human head (23sr), winged
nude man fighting a dragon with a spear (235v), human-leonine crea-
tures fighting dragons with a spear (236v, 237v), two lions (2371), lion
(240r), nude man shooting an arrow at a dragon (243r), nude man
twisting a large branch (244r), winged human-leonine creatures
(247V, 249r), human-leonine creature (257v), male head (258r), lion
(259v), Kufic writing (277r-v), flower blossoms (277v). This dry list-
ing does poor justice to the great imagination and skill with which
the drawings are executed. Their ink is similar to that used by the
scribe; their peculiar style is Gothic rather than Byzantine and sug-
gests a fourteenth-century date.

6 Cf.thelistin G. Kakavas, Dionysios of Fourna: Artistic Creation
and Literary Description (Leiden, 2008), 288-91.

7  In the text above, abbreviations have been resolved without
parentheses and scribal errors are corrected.

8 Cf. Cennino Cennini’s instructions (written ca. 1400): “there
are colors which cannot be used in fresco, such as orpiment, ver-
milion, azurite, red lead, white lead, verdigris, and lac,” and “bear
in mind that the panel needs to be laid in more times than a wall,”
trans. D. V. Thompson, The Crafisman’s Handbook (New Haven,
1933; repr. New York, 1954), 50, 94; see also n. 49 below. On the date,
see most recently E. Skaug, “Eine Einfithrung in das Leben und die
Kunst Cennino Cenninis,” in “Fantasie und Handwerk”: Cennino
Cennini und die Tradition der toskanischen Malerei von Giotto bis
Lorenzo Monaco, ed. W.-D. Léhr and S. Weppelmann (Munich,
2008), 45-55, esp. 46—47.

rarely, laying upon the principal color a different, com-
plementary one.

The modeling of garments is based on three princi-
pal shades: dark folds (ydpayua), flat surface (Adue), and
highlights (¢yyvoue, also spelled ¢yyiopa).’ This tech-
nique is illustrated by a Palaiologan painting available to
us for close examination at the time of writing, viz., the
fourteenth-century icon of Saint Andrew in the Walters
Art Museum, Baltimore.! The dark folds and highlights
of the outer garment, as well as the less differentiated
shading of the inner garment, where the undercoat itself
was left partially visible in the “troughs” of the folds, are
both seen on color photographs of this work.!

The same icon also illustrates, to the extent to
which subtle gradations of color can be separated by
the naked eye, the complex method of painting faces,
in which the Palatinus text distinguishes undercoat
(npémhaopa), drawing (&voryn), principal flesh color
(0dpk), tints (Ylvxaouds), pinks (podiopds), and high-
lights (¢yyiopa).'? Some of these procedures involve
distinct hues: the drawing is strengthened in dark
“Cappadocian,” the pinks are, not surprisingly, pink,
and the highlights are added in white. As part of the
tinting, the shadows at the edges of the cheeks are
painted with a bit of additional green. (Dark outlines,
green shadows, small pink spots, and white highlight
brushstrokes are all seen on the face and neck of Saint
Andrew in the Walters icon.) The rest is done in ocher,
variously mixed with small quantities of green, cinna-
bar, white, purple, or black to obtain at least six differ-
ent color shades.!3

9  On this “three-tone system”™ D. Winfield, “Middle and Later
Byzantine Wall Painting Methods: A Comparative Study,” DOP
22 (1968): 61-140, esp. 114—18 with color fig. A.2. Detailed discus-
sion of the semantics of Mdu(p)e: E. W. Bulatkin, “The Spanish
Word ‘Matiz Its Origin and Semantic Evolution in the Technical
Vocabulary of Medieval Painters,” Traditio 10 (1954): 459—527, esp.
507—1I.

10 Inv. 37.559: M. Acheimastou-Potamianou, ed., Holy Image,
Holy Space: Icons and Frescoes from Greece, exh. cat., The Walters Art
Gallery, Baltimore (Athens, 1988), 183-84 (cat. 19).

11 Ibid., 96; digital photograph at http://art.thewalters.org/
(accessed 20 July 2011).

12 For somewhat different interpretations of some of these terms
cf. M. Restle, “Maltechnik,” in Reallexikon zur byzantinischen
Kunst, ed. K. Wessel and M. Restle (Stuttgart, 1966-), s:1221-74,
esp. 1270-73. On &voryy see Bulatkin, ““Matiz’,” s05-6.

13 Cf. the instruction in the earliest painting treatise known in
English, The Arte of Limming (London, 1573; repr. Ann Arbor, 1932),
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The terms’* used for two of the seven pigments
mentioned in the text point to their origin: the white
(VippdBiov) is lead white, while the cinnabar (kwvvaBép),
i.e., vermilion, is red mercuric sulphide.!® The ocher
comes in two varieties, Constantinopolitan (mokitixn)
and plain, which are most probably reddish and yel-
lowish earth.!® In spite of its name, the &An61v¥ may or
may not be genuine purple. The words peddvn, tpacivy,
8¢9, and halovpiov give no clue about the chemical
composition of the black, green, violet, and blue.!”

fol. 8v: “If you wil make incarnations for visages, or a fleshly color for
Images, first lay on the white, and enew [i.c., shade] it with vermel-
ion, or els take two partes of Vermelion and one of Cereuse, and min-
gle them together, and so laye it on thy worke, and enewe it if thou
wilt, when it is dry with good Vermelion.”

14 On Byzantine color vocabulary cf. L. James, Light and Colour
in Byzantine Art (Oxford, 1996), 72—74, as well as the late Byzantine
medical illustration of the colors of urine in Bologna, Biblioteca
Universitaria MS gr. 3632, fol. sir: F. Nousia, “AvéxdoTo xeluevo
mepl oxevaciag pelaviod, kvvaBdpews, Bapliov, xatuotatod Kot
w8 ang yaeptiod (1506 aw.),” Biffdioaupidoryg 3 (2008) [= N. Tsironi,
ed., To Buffdio o7o Bvldvtio: Bulevtivi xar uerafvlavrivi Bifdiodeaia
(Athens, 2008)], 4362, esp. s0—s1.

15 Cf. the recipe for making cinnabar in Paris, Bibliotheque
nationale MS grec 2327, dated 1478, ed. M. Berthelot, Collection des
anciens alchimistes grecs, 3 vols. (Paris, 1887-88; repr. London, 1963),
3:383—-84.

16  Cennini also distinguishes two varieties of ocher: “take as
much as a bean of well-ground ocher, the dark kind, for there are
two kinds of ocher, light and dark: and if you have none of the dark,
take some of the light,” trans. Thompson, Craftsman’s Handbook
(n. 8 above), 45; see also n. 49 below. On lead white, cinnabar, and
ocher: B. Guineau, Glossaire des matériaux de la couleur et des termes
techniques employés dans les recettes de couleurs anciennes (Turnhout,
7.005), 125—26, 226, SII.

17 For comparison, the pigments of the Walters icon of Saint
Andrew were analyzed in 1985 by the conservator Melanie Gifford
as follows: “Microscopic [dispersion] samples from the blue sash,
the red mantle, the green robe and from a green repaint were exam-
ined by polarized light. The blue is a good grade of natural ultra-
marine. The red is cinnabar, the naturally occurring mineral form
of vermilion, mixed with a little white lead. The paint of the green
robe seems to consist of a carbon black and green earth with small
admixtures of cinnabar. The large blue-green particles that we saw
through the stereomicroscope were specifically sampled and seem to
be an unusually strong-colored green earth. A similar sample from
a repainted area includes the modern green, viridian, as expected.”
(typewritten report in the archives of the Walters Art Museum). See
also N. Chatzidakis, J. Philippon, P. Ausset, J. Chrysoulakis, and A.
Alexopoulou, “Zvufol twv dvarkoy ke peBddwy avalvoms o
LeETN 13 etkdvwy Tov Bulavtivod Movaelov Abnvay,” AXAE, ser. 4,
13 (1985-86): 215—46.
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o

Our next and principal task is to compare the Palatinus
Instruction to similar and possibly related texts on
the same topic. Its earliest parallel, discovered by
Henry Kahane (1902-1992), is a single sentence from
a sermon by Andrew of Crete (d. 740).!® The hom-
ilist extols God’s superhuman creative ability by pos-
ing the rhetorical question: ITotog év utpa {wypddog
elxévag oxioypadel, kol ypwuatovpyel {Hov, kel ypdeg
2v1ibnot, xal ypddet mordtnTag, kel Aappatile paby,
kel yapaxtiipa cvvictnoy (“Which painter [can] in
the womb outline images, color a living creature, lay on
complexions, draw features, paint reliefs, and create a
physiognomy?”).*? It is tempting to see here a descrip-
tion of the consecutive phases of the painting process:
the image is first outlined, then filled with color; next,
the flesh is painted and the features are drawn upon
it; finally, the rounded parts are shaded. However,
Andrew’s homily is not an instruction for painters and
itis uncertain how precise its meaning was meant to be.

When it comes to technical literature properly
speaking, the Palatinus Instruction is paralleled by
the corresponding sections (almost identical between
themselves) of two post-Byzantine Greek painting man-
uals: the Hermeneia of Dionysios of Fourna, composed
ca. 1729-32,2% and another, anonymous text that must
also date from the cighteenth century.?! We quote in
the first place those chapters that mention the painter
Panselinos, to whom one attributed in Dionysios’s time
the wall painting of the Protaton in Karyes and of the
main churches in the Athonite monasteries Vatopedi,

18  Bulatkin, “Matiz’,” s08—9. Andrew’s authorship of this homily
(“On Human Life and the Deceased,” CPG 1892) has to our knowl-
edge never been questioned.

19 PG 97:1276-78; cf. Bulatkin, “Matiz’,” s08.

20  Ed. A. Papadopoulos-Kerameus, Epuyveia 7ijc {wypapixis
Téyvs xal ai xvplar adTijs dvéxdotor whyar (St. Petersburg, 1909),
1-233. On the text’s date of composition and the biography of its
author see Kakavas, Dionysios of Fourna (n. 6 above), 49—56, 61-116.
21  Ed. Papadopoulos-Kerameus, Epuyveta, 237-54 (Appendix 1);
cf. Kakavas, Dionysios of Fourna, 37— 40. The original manuscript of
this text is now lost. Kerameus assigns its composition to the late
sixteenth century on the sole ground that it mentions by name the
Cretan painter Theophanes (fl. 1527-1552). The text, however, is
so similar to Dionysios’s Epuyveiz that it is unlikely to predate it
significantly.
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Chilandari, and Panteleimon.?? The Panteleimon
murals do not survive, but all the remaining ones are
datable between ca. 1290 and ca. 1320. The two texts,
then, show how the Palaiologan technique of icon
painting was understood in the eighteenth century.
The following excerpts from Dionysios, translated
here anew,?? are directly comparable to the Palatinus
Instruction.

§ 16. Preparation of Undercoat. By Panselinos
Take [one] dram of white, [one] dram of ocher,
[one] dram of the green used for murals, and
[one] denk of black. Grind them all together in
amarble [bowl], gather them in an inkwell, and
if you want to paint flesh, lay an undercoat.

Drawing Eyebrows and Other Facial Features
Painted on Icons. By the Same [Panselinos]
Mix black with violet (850) and draw (&vorye)
what you want [to paint], thinly at first and
strengthening it afterward. Do the pupils and
the prominent parts (3vapec) of the eyelids,
eyebrows, and nostrils in pure black. Or, if you
want, take [one] dram of umber, [one] dram of
bole, stir them in a marble [bowl], and having
mixed them, draw (&voi£e) what you want [to
paint]. Strengthen the drawing on the promi-
nent parts (89vapeg) with umber only. In the
pupils of the eyes and the nostrils put black.
This is the Panselinos drawing (&vofypata).

. By the Same: How to Make Flesh Color
(cdpxra)
Take [one] dram of Venetian white or of the
good French white (which [comes] in balls

§17.

22 M. Vasilaki, “Ympke Mavouh TTavoéhvog;” in O Mavovi
Haveé)vos xau y emoysf Tov (Athens, 1999), 395 4, esp. 41; E. Mutafov,
“ITept Mavounh Iavaehivov kot Tov TéAovg ™6 ednBvig Téxvng,”
ibid., 5561, esp. 57. A Russian description of the Panteleimon murals
from 1554 states that “it has been more than two hundred years since
that church was painted by Greek painters of old, and afterward
that man was a great painter in Constantinople and Patriarch”™
O. Bodianskii, ed., “Rozysk ili spisok o bogokhyl’nykh strokakh i
o sumnenii sviatikh chestnykh ikon, diaka Ivana Mikhailova syna
Viskovatogo, vleto 7062,” Chteniia v Obshchestvie istorii i drevnostei
rossiskikh (1858), no. 2, pt. 3, 14; reprinted online at http://starajavera.
narod.ru/soboriss4.html (accessed 20 July 2011).

23 Cf. P. Hetherington, The “Painter’s Manual” of Dionysios of
Fourna: An English Translation, with Commentary, of Cod. Gr. 708
in the Saltykov-Shchedrin State Public Library, Leningrad (London,
1974), 8; Bulatkin, “Matiz’,” 502—4.

.

§19

§ 20.

§ 21,

§ 22.

wrapped in a paper), [one] dram of Venetian
ocher (if there is no Venetian ocher, imitate it
with another one, similar to it), and [one] dram
of cinnabar. ...

Another [Recipe for] Flesh Color by the
Same [Panselinos]

Take [one] dram of white and [one] dram of
yellow-red ocher, grind them together, and
prepare the flesh color (wolet suprapate). If
you do not have yellow-red ocher, take some
other ocher and mix it with a little bole to
make it a bit reddish. Then prepare the flesh
pigment as explained above, but beware not to
make it too red. If your ocher is from Thasos, it
needs no bole.

Preparation of Tints

Put in a shell two parts of flesh pigment and
one part (or less) of undercoat pigment. Mix
them and thus make the tints (tov yhvkaoudv).
Cover with it at first whatever flesh you want to
paint. This is how the tints are done.

How to Paint Flesh

After laying the undercoat and drawing the face
(or whatever else you want [to paint]), cover

it at first with the tints, as described above,
applying them thinly (AewtwvToc) on the tops
(elg T¥¢ &xcpeg) [of the cheeks and chin] so that
they do not stand out (v& ui) ywpily) against the
undercoat. Then put the flesh pigment on the
prominent parts (& 00vayue) [of the face] and
thin it out (Aéwtvve) lictle by little toward the
tints. Pick out (xoptle) with the flesh pigment all
the wrinkles on [the faces of ] old men; on [those
of ] young men, only the eye sockets. Then add
to the same flesh pigment a moderate amount of
white to make it lighter, put this in the central
parts (t& Oepéhar) [of the face] where you want
to place highlights (vé Vippvbioyg), and apply it
very thinly. [Do] the highlights in the same way:
thinly at first, and then strengthening the ones
that are on the prominent parts [of the face].
This is how the Panselinian painting of flesh
(capxopata) is done.

The Pinks
Know that in the case of young saints and the
Virgin, you have to put the pink (16 xoxxvddr)
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§ 24.

As mentioned, the ANONYMOUS GREEK manual dif-

very thinly in the center of the face, mixing
cinnabar with flesh pigment. Apply bole very
thinly in the shadows (ioxiot) and the drawing
of the hands. Apply thin bole also in the deeper
wrinkles of old men, and delineate their other
wrinkles, those above the eyebrows, with tints
pigment, as described above.

How to Color Garments

When you want to color (v& hapationg)
garments with whatever pigment you want, take
at first a bit of pigment and white and make a
pale color (Aevkdv Mdppe), such as to paint over it
the flat parts and the highlights (rp@Tov Mdppe
ol Yipwbiay), and lay an undercoat (mpémhace)
for the garment where you want [to paint it].
Then make a deeper shade of the same pigment,
draw the folds (&voov ad78), and thinly paint
the shadows (Aémtwaoy adTo €ig Tod¢ tokiou).
Then make the pigment whiter than the under-
coat and paint the flat surface (Aappdricov
a07d). Add highlights on the prominent parts
(Vwvbioe Tig Svvapeg); be careful not to put
white in the shadows. This is how natural
coloring (t& pvaid Adupore) is done.**

fers very little from that of Dionysios:

§ 13.

§ 14.

Undercoat. By Panselinos

Take one dram of white, one dram of ocher,
one dram of the green used for murals, and
one denk of black. Grind them all together in a
marble [bowl], gather them in an inkwell, and,
if you want to paint flesh, lay an undercoat.
Then mix black with violet (350) and draw [the
features| (&vorye): make them thin at first and
strengthen them afterward. Do the pupils and
the prominent parts (3vapec) of the eyelids,
eyebrows, and nostrils in pure black.

Drawing Eyebrows [and] Other [Features]
That Are to Be Painted on Icons

Take umber and bole, stir them, grind them
well in a marble [bowl], and, having mixed
them, draw (&vorke) what you want [to paint].
Strengthen the drawing on the prominent

24  Ed. Papadopoulos-Kerameus, Epuyvele, 20-23.

§18.

§ 20.
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parts (89vapec) with umber only. In the pupils
of the eyes and the nostrils put black. This is
the Panselinian drawing (&votypata).

. How to Make Flesh Pigment (cdpxa).

By Panselinos
Take one dram of white [. . ], one dram of
ocher [...], and one dram of cinnabar. . ..

. How to Make Tints for Painting Flesh

Take two parts of that same flesh pigment
and one part (or less) of undercoat pigment.
Mix them in a shell to make the tints (tov
yhvkaopudv). Then paint with them whatever
flesh you want to paint. Thin out the tints in
the transitions (t& Aent@pate) to the flesh
pigment. Then put flesh pigment on the promi-
nent parts (tég Suvdpelg) [of the face], and
thin it out into the tints. Pick out (y@pile) the
wrinkles on [the faces of ] old men; on [those
of ] young men, only the eye sockets. Then add
to the same flesh color a moderate amount of
white to make it lighter and put this in the
central parts (& Oepéhar) [of the face] where
you want to place highlights (vé VipuvBioyng),
applying it very thinly. [Make] also the high-
lights thin at first, and then strengthen the
ones that are on the prominent parts (gig Té¢
Stvapeg) [of the face]. This is how Panselinos’s
painting of flesh (capxdpate) is done.

Where and How to Put the Pinks
Apprentice, know that in the case of young
saints and the Virgin, you have to put the pink
(1 xoxxvddr) in the center of the face, mixing
cinnabar with flesh pigment, and you have

to apply it very thinly. Apply bole very thinly
also in the shadows (ioxtot) and the drawing
of the hands, as well as in the deeper wrinkles
of old men, so that these do not become too
red; if the wrinkles do not stand out (&v 3&v
otéxovy), apply the bole twice or thrice, each
time waiting for it to dry [first] so that you do
not scrape off with your bone stylus (xov36Aiov)
the bole underneath.

How to Color Garments
Apprentice, when you want to color (v&
Aapatioyns) garments like Panselinos, make

[the principal pigment for] them. Then take
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some of this mixture, put it in another shell,
add white, and make a pale undercoat (Aevkdv
Tpomhaoudv), such as to paint over it the surface
and the highlights (gva Mdpa kot tég Yipupvbiec).
Then draw the folds (&voi&é 7o) in indigo and

in red, diluted as much as you can. If you want,
add also some of the pigment for the undercoat,
and then draw the folds (¢£dvoryé to) with the
mixture, deepening the garment and strength-
ening the shadows (todg {oxiovg) with red and
indigo. Then color (hepdtioov) the garment and
put the highlights (Yuui6igov) on it, apply also
diluted white, polish the prominent parts (té¢
Sbvayec) a couple of times with a large bone,
and it turns out quite beautiful. And be careful
with the shadows. Make the other pigments
(Badis) the same way, prepare them with egg,
and mix equal quantities of egg and pigment,
for if you put too much egg the pigments crackle
and run into the varnish (fepovixt), and if you
put too little, they do not hold (yfvovrar mdhwy
4oTepéwTeg).?

The “Panselinian” painting technique is some-
what simpler than the one described in the Palatinus: in
the painting of faces, the initial layer of flesh pigment is
omitted and the tints are laid directly upon the under-
coat. The same omission is found in the description of
the “Cretan technique,” which Dionysios and his anon-
ymous contemporary distinguish from Panselinos’s
older, classical one. As before, we include in the fol-
lowing translation only those passages that are directly
comparable to the Instruction.

[D1ONYSIOS]

§ so. How to Work the Cretan Way
Paint the garments thus: Lay a dark undercoat,
draw [the folds] (&vot£ov), and apply two or
three layers of color (Adppata). Then place the
highlights (Y1pvBioov).

The faces paint thus: Take dark ocher, a
little black, and very little white. Lay an under-
coat, draw [the features] in black [mixed with]
dark red, and paint the prominent parts and
the pupils of the eyes in pure black. Then take

white, a little ocher, and cinnabar in a moderate

25 Ed.ibid., 243-4s.

amount (so that the flesh does not become
yellow but s, rather, reddish white) and paint
the flesh (odpxwoov). Only beware not to fill
out the faces to the edge, but apply the flesh
pigment somewhat thinly only in the central
parts (t& Oepéhar). Then put a bit of whiter flesh
pigment at the prominent parts (& d0vapec),
and thinly [paint] the highlights (t&¢ yipvbiec).
Paint (cdpxwve) the hands and feet in the same
manner. Paint the hair of young persons thus:
lay an undercoat (rpémhaae) of dark violet
(nadp’ 8€0), draw [the hair] (&vorye) with black,
color it (Aappdtile) with undercoat pigment,
and, mixing undercoat pigment with a little
flesh pigment, highlight the prominent parts
(VpdBile tég Svvapec). As for the hairand
beards of old men, color it with grey (Awvév)

over the undercoat, and highlight it with thin
highlights.2¢

[ANONYMOUS GREEK]
§ 23. Cretan—i.e., Theophanes™—Painting of Flesh

Take dark ocher and a bit of black (if you want,
take also a bit of white), and lay an undercoat
for the faces. Draw the features (&voi§ov) with
dark violet (uadpo 6£3), and do the prominent
parts and the pupils of the eyes in black. For the
hair of Christ lay an undercoat of dark violet,
draw the hair with black, color with under-
coat pigment, then add a bit of flesh pigment
to the undercoat pigment and highlight the
prominent parts. Then take a bit of ocher,
some white, and a bit of cinnabar (but in good
measure, so that you do not make the flesh
yellow but it becomes, rather, reddish white).
Apply a bit of [this] flesh pigment in the central
parts (t& Oepédier), without filling out the faces
to the edge. Color (Aapdtile) the beards of old
men with grey (AMvov) over the undercoat, then
put the highlights on them. Color all the other
garments, as well as the hands, dark, and only
in the central parts add a bit of flesh pigment.
This is how they work the Cretan way.?”

Ed. ibid., 34; cf. Hetherington, Painter’s Manual, 12.
Ed. Papadopoulos-Kerameus, Epuyvela, 246.
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The anonymous manual mentions by name the
painter Theophanes, who is known to have worked on
Mount Athos between 1535 and 1545. The Cretan paint-
ing technique can, therefore, be illustrated by a number
of panel icons from that period that are now ascribed
to him and his circle.?® These icons all show smooth,
somewhat dark faces and precise, sharp garment folds.??

The carliest known South Slavic painters’ manual
dates approximately one generation after Theophanes. Its
text survives in a single eighteenth-century Russian copy
under the heading “Rule (Tunnk) Written in the Year
7107 [AD 1599], June 24th, in the Reign of the Pious
and Great Lord, Tsar and Grand Prince Ivan Vasilievich,
Ruler of All Russia, [and] Describing Ecclesiastic and
Mural Painting According to the Greek Customs, by
the Most Sinful and Humble Bishop Nectarius from
the Land of Serbia, from the City of Veles.”*® The author
Nectarius was possibly identical with the master of
the same name who executed in 1557 the murals of an
Orthodox church at Suprasl; no known panel painting
can be attributed to him.3! Here is the section titled
“Rule (Ycraps) for Painting Holy Icons™

§ 28.

Once the [primed] panel is polished, transfer the
model drawing (snamenn o6pase) [by] pressing
it firmly [to the panel] and marking the outlines
in ink. Let the ink be neither too thick, nor too
watery. Having marked the outlines, shade them
with watered-down ink, then fill them with
colors according to your model (mepesoa). Then

28 E.g., A. A. Karakatsanis, ed., Treasures of Mount Athos, exh.
cat., Museum of Byzantine Culture (Thessaloniki, 1997), 106-38
(cat.2.40-2.72).

29  For a comparison of Panselinos’s and Theophanes’ paint-
ing techniques on the example, respectively, of the murals and ico-
nostasis icons of the Protaton church: I. Ch. Vranos, H zeyvixif ti¢
ayroypapias (Thessaloniki?, 19842), 131-41, 176-97.

30 N.L Petrov, “Tipik’ o tserkovnom i 0 nastennom pis'me ep.
Nekrariia iz serbskogo grada Velesa, 1599 g. i znachenie ego v isto-
rii russkoi ikonopisi,” Zapiski Imperatorskogo arkheologicheskogo
obshchestva, n.s., 11 (1899): 1-59, esp. 2; IU. I. Grenberg, ed., Svod pis-
mennykh istochnikov po tekbnike drevnerusskoi zhivopisi, knizhnogo
dela i khudozhestvennogo remesla v spiskakh XV-XIX vo., 2 vols. (St.
Petersburg, 1995-98), 1.1:4 41. The date that the manuscript gives for
the composition of the Rule is impossibly late, since Ivan Vasilievich
“the Terrible” reigned as tsar from 1547 to 1584.

31  On Nectarius and the dating of his text: I. Bentchev, ed., Die
Technologie in den griechischen und bulgarischen Malerbiichern des
16.—19. Jahrhunderts (Recklinghausen, 2004), 2627, with bibl.
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paint the haloes the color you want. . .. Then
paint the background with ocher or something
else. Likewise color the faces with flesh pigment
(cankups, cf. adpxa), which is prepared thus:
dark flesh pigment—from ocher and a bit of
black; light flesh pigment—from ocher and a
bit of red (it will be quite pale). Cover thrice the
faces, hair, and hands. If it becomes too thick
(maotHO), clean it with a piece of iron. For the
first ocher, take three parts ocher and one part
cinnabar and mix them. This is the first ocher.
For the second ocher, take three parts ocher, one
part cinnabar, a bit of white, and mix them. This
is the second ocher: with it continue painting,
For the third ocher, take the second ocher, add
more white to it, mix them, and with this ocher
paint the prominent parts (cuabHbIe MecTa, cf.
Té¢ Svvapeg)—the eyebrows, cheeks, nose, lips,
forehead. Cover the shadows (tens) from above
(xumay) with this ocher. Dip the brush in water
and enliven (omxuBasii) the faces [i.e., put the

highlights on them].>

The section “Instruction (Ykas) How to Paint on Glass”
describes the same process in reverse and explains, in
addition, the rendering of garments:

§ 10.

Painting on glass is done as follows: first, one
prepares the ground by covering the glass with
egg white or with suitable oil (HedTs)—cither
turpentine or hempseed oil that ought to

have been boiled in a copper vessel. After this
coating dries upon the glass, stick the model
(mepesoa) to the other, uncoated side and mark
the outlines one-to-one against this model.
Once you have marked the outlines, write the
inscriptions. After the inscriptions, paint the
stripe(s) along the edges (xpait onymusait).
Then, do the shadows (sarenunsaii) and high-
lights (mpo6eastit) on the garments with
pigment or gold (the gold should be shell gold).
When you have done all the highlights and
drawn in gold the hems, cuffs, and other things
proper to an archangel, or the gold armor of a

Edd. Petrov, 38-39, Grenberg, 1.1:447-48, with notes ibid.,

2:167—68; German trans. Bentcheyv, 37-38.
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martyr, cover everything with pigment, lightly
and thinly at first, up to the heads. But first
the folds (pocniucs) should be drawn upon the
glass, shaded with green or verdigris pigment,
and also gilded with shell gold or silver. The
gold should not be polished with a tooth, and
all pigments should be tempered with egg.

§1r.

Faces should be ochered (BoxpuTs) thus: First
paint the highlights (aBux). Then apply the
same white thinly over the highlights and

color a small part [of the face]. Then apply

the fourth ocher, extend it a bit, and do the
pinks (mopymsus) on a small part of the face.
Then cover a small part with the third ocher,
blend this ocher in (monaasy) a bit, and extend
(motens) it a little. Apply the second ocher in
the same manner as the third one, and extend
the second ocher, so that it separates from the
preceding ones. Same with the first ocher, so that
it extends farther than the third and the second
ochers, just as it does on panels.

Paint the highlights (orxuBastit) on the
hair with the first ocher either before or after
the faces. Paint also the eyes (spenmue) cither
before or after the faces. And when you have
painted the faces, the eyes, and the highlights
on the hair, cover the faces lightly with the flesh
pigment (caukups), let them dry well, and it
will be good. After you have colored the flesh,
mix turquoise-colored pigment with white
and cover the glass with this mixture from end
to end. Varnish it—thinly at first and thicker

the second time. It will be good, sturdy, and
durable.??

The oldest comparable Russian text, convention-
ally named by its editor the “Kyrkalov Handbook,” is
transmitted in a paper manuscript with watermarks
from the 1630s:3#

33  Edd. Petrov, 35-36, Grenberg, 1.1:445—-46 (cf. ibid., 258—59);
German trans. Bentchev, 32-33.

34  Moscow, Russian State Library, MS Fond 299, no. 457,
described in Grenberg, 1.1:107.

§r1.

Let it be known how to mix pigments for the
face (aumnwme, sc. Auanme) on a stone. [ Take]
ocher, cinnabar, and black. If you want it
darker: again ocher, red, and black. This is the
flesh pigment (cauxups). Mixture for the first
ocher: ocher, cinnabar, and white. Mixture for
the second ocher: ocher and white. Make the
tints (mortus, sc. noate) in a shell by adding
white to the second ocher.

§ 2.

Let it also be known how to paint faces. First
cover the face thinly and lightly with flesh
pigment. Then softly apply (ciaaButs) thicker
pigment. There should be a good deal of egg
[in the paint], so that the outlining (sHams)
stays visible. Once the flesh pigment dries,
prepare the first ocher, using just a little bit

of egg, and mark (momern) the faces. Once

it dries, add more egg, and apply [the paint]
softly (cniaaButs), and spread it in the shaded
parts (BbrTenuTs TeHHO). Once you spread

it, draw the features (onmumu) with violet
(6arop), put the shadows (ussaruns) [on

the face], and paint the pinks (moapymsHb)
with cinnabar. Prepare the second ocher and
apply it in the same manner, softly, spreading
it in the shaded parts. Prepare some white

and put highlights (aBusx ABurait) in the
prominent parts (cuapHble MecTa) [of the
face], and mark (momers) the wrinkles. Make
the tints (moateny), apply it softly (ciaaButs),
and smoothen the transitions (BbITSHUTD).
Add white to these tints and put additional
highlights (orkuBuTD) in the prominent
parts, where there are highlights (aBux) and
wrinkles. If you want it to be lighter, again add
white. Tints is a color used for grey hair: add
white to the flesh pigment and apply it softly in
the prominent parts. Paint blond [hair] thus:
add black to the flesh pigment, and outline
(aBuraii) the hair with the first ocher. On grey-
haired saints, paint the hair with the tints. On
white-haired saints, paint the hair with white
over an undercoat (mopctuaxka) of first ocher.
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§3.

Let the following also be known. If you want

to make gilded highlights (uroxonuTu) on an
icon, do not put much egg in the pigment that
goes under the gilding. If you inadvertently put
in alot of egg, tie some silica clay (omoxn) in a
cloth and shake it over the place where you want
to make gilded highlights. If you want to show
diligence, add cinnabar to the glue (3eamue).

And paint [with it] as much as you want. Once
the glue dries, blow (oTaymaroun, sc. otayoun)
lightly [on it] and apply the gold with a finger
bone (nepcrs). Press it with that bone and
remove it from the blank spots with a feather
(xpbrao). Where too much gilding remains, wipe
it off with a sponge. If the sponge would not
wipe it, sharpen a stylus (Bomeunx) and take the

gilding, together with the glue, off the pigment.?
S 4.

Blue and yellow produce green. Orange
(cypux) and yellow produce gold color. Blue
and white produce sky blue (aaszops). Ocher
and cinnabar produce carmine (6akan). Pinks
(pymsnen) and cinnabar produce light red.
Two parts white and one-third blue produce
light sky blue. Black and yellow produce dark
green. Ocher and black produce facial flesh
color, with a little bit of cinnabar. Ocher and
two times yellow produce light ocher. Two
parts cinnabar and one part black produce
violet (6arop), [or] common purple (cuss).
All pigments are to be mixed with water and
thoroughly ground. Then add one-third part
egg and prepare the pigments. Ocher and blue
with white produce auxyH (?). [The folds on]
a white garment are drawn (nmponunceisaru)
with green and shaded (runnTn) with the same
pigment. On an ocher garment, draw with
violet and shade with the same pigment. On
the garment of a monastic saint, draw with

violet [mixed] with green.?®

35 A similar procedure for painting garment folds with gold is
described, as a specialty of the “Muscovites,” by Dionysios of Fourna
and by his anonymous contemporary: Papadopoulos-Kerameus,
ed., Epuyveln, 33-34 (trans. Hetherington, Painter’s Manual, 11),
246—47.

36 Ed. Grenberg, 1.1:108—9, with notes ibid., 2:31.
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The smooth faces and gilded garment folds on certain
Russian icons from the second quarter of the seven-
teenth century exemplify the above techniques.?”

There is also an Armenian painters’ manual known
from a manuscript copied in 1618.>® Unexpectedly (since
practically no Armenian panel icons exist), it begins with
instructions for painting on wood:

§r.

The painter’s first task is coating the board
three times with thick liquid glue, the first
time thickly, the second more thinly, and the
third time round extremely thin. Then take
borax and mash it well with liquid glue three
times and coat the board. After it dries, take it
and scrape it with a good knife so it becomes
smooth. Smooth it well, then outline whatever
is necessary. Then grind your paint well and
temper it with egg yolk. First cover the under-
side completely with orpiment, then paint the
board the color you want. Then paint the figure
the color you want. If you are going to do the
garment in aquamarine, draw the folds (pug,
cf. évotyew) with indigo. If you do it in light
green, draw them with basic green; if you do it
in red, draw them with cochineal and make the
brush flow [i.e., smoothen the tonal transitions]
as well as you can, and in drawing with white
also let it low in the folds. It will succeed with

God’s help.

§2.

But know flesh color (§up§Gugn)h) well.

Also know that you must grind the pigments
well. Take ocher, a dark pigment, and a little
gypsum, bind all three together with egg yolk
and apply with a brush to the face, hands, and
feet. Then take violet (Shpub, lit. “apricot”)
and draw well with violet the eyes, hands, and
feet. Draw the features (pug) well, since as you
draw them, so will it turn out. Then take half

37 E.g., G. Cardillo Azzaro and P. Azzaro, eds., Sophia, la
Sapienza di Dio, exh. cat., Piazza San Pietro, Rome (Milan, 1999),
324-25 (cat. 106); V. A. Meniailo, ed., Tkonopistsy tsaria Mikhaila
Romanova, exh. cat., Moscow Kremlin Museums (Moscow, 2007),
46-47,90-91,108-9 (cat. 9, 31, 39).

38  Paris, Bibliotheque nationale MS arménien 186, described in
R. H. Kévorkian and A. Ter-Stépanian, Manuscrits arméniens de la
Bibliothéque nationale de France: Catalogue (Paris, 1998), 722—26.
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the mixture, add white to it, and paint the
shadows of the face, then take the other half,
add a little red to it, and apply to the face, brow,
hands, and feet, then again draw with apricot
the eyes, nose, mouth, ears, feet, hands, and
neck, then paint the eyes and eyebrows lightly
in black, then the white of the eyes a little so
that it is barely visible, then do the black also in
the same way. Then put white on the forchead
wherever appropriate, [as well as on] the nose,
face, eye sockets, lips, neck, ears, hands, feet.
Likewise take red and apply it with a fine brush
where appropriate—to the face, both sides of
the brow, the mouth, and apply green lightly to
the shadows. But know that whatever you do
must be done with egg yolk; otherwise you will
spoil it when you varnish it. And when you are
finished, varnish it two or three times.

§3.

How to plaster a wall: Take lime and blend
with water, then mix in a little sand and stir,
add flax in small portions and mix it into the
lime, and plaster the wall, smooth it well, and
let it dry for two or three days. Then care-
fully do the outlines and apply the paint with
a brush as you wish. In place of gypsum use
borax, but know that whatever pigment you
apply, [you should] warm water glue and paint
over with water glue as you know how.

§ 4.

Another way of painting flesh: Outline care-
fully, then [strengthen the outlines] with black,
then take ocher and a little green and draw

the shadows of the eyes, face, and beard, then
go over the shadows in a delicate red with fine
brushstrokes, then mix white with the red, so
that the white is noticeable and the red pales,
and spread it all over the face, then go over it
with white wherever necessary. Everything

should be marked well.
§s.

If you wish to mix the pigments with one
another to produce a variety of hues, mix black
with red to obtain dark violet. Mix white with
red to obtain bright red. Mix aquamarine

with red to obtain light violet. Add indigo to

obtain medium violet. Mix indigo with yellow
to obtain dark green, mix in aquamarine to
obtain light green. .. .»*

A fifteenth-century Latin manuscript in BoLoGNA*?
contains a collection of painting recipes, two of which
stand somewhat apart from the rest and may go back to
a Greek prototype:*!

§ 190. To Make Flesh Pigment for Painting the
Flesh of Figures
Take red and white, mix them [and lay them]
wherever you want to paint flesh. When it
dries, take black and draw the eyes and other
features (membra). Highlight (illumina)
with pure white. For the eyebrows [use] red
and black together, and it will be brown. The
pupil is made with black and no white. In the
shaded part of the cheeks (mascillis) put dark

red (sinopia rubea), and it turns out well.

§ 191. To Paint the Flesh of Christ Crucified
Take ocher, white, and a little green (zerra
viride), mix them together, and lay them on
the [figure of ] Christ. When it dries, draw the
features with black made from charcoal, with
which mix a little red. Complete the work
(expleas opus) with white, and do as it seems
fit. Paint the hair with red and charcoal mixed
and pounded together.**

39 Ed.[A. C‘opanean,] “Dwub Gulwch,” Anahit: Handés amseay,
azgayin, grakan, gegharuestakan 12 (1911): 130-32; French trans. F.
Macler, Documents d art armeniens (Paris, 192.4), 13-15.

40  Bologna, Biblioteca universitaria MS 2861, listed in G.
Mazzatinti et al., eds., Inventari dei manoscritti delle biblioteche
d’Italia, 110 vols. (Florence, 1890-), 23:147 (cat. 1536).

41 'The simple Latin, esp. in the first passage (§ 190), easily trans-
lates into Greek: Tolle sinopiam et cerusam et micte ubi vis incarnare
et cum siccum fuerit tolle nigrum et reinvenias oculos at alia mem-
bra...et bene stabit, cf. *Ndfe dypov kel VippdBiov kai tifer mov
BédeLg oupriaey, kol 8Toy aTyveoy Adpe padpo xal dvotgov Todg
3Bahpode kol To &he péMY. .. kol ylveTar kokd.

42 Ed. O. Guerini and C. Ricci, I/ Libro dei colori: Segreti del
secolo XV (Bologna, 1887), 156—57; ed. and trans. M. P. Merrifield,
Original Treatises on the Arts of Painting, 2 vols. (London, 18 49; repr.
New York, 1999), 2:482-83. Merrificld was the first to suggest that
the passages are derived from the Greek. Her translation is slightly

modified here.
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In another fifteenth-century Latin manuscript from
Italy, now in Lucca, the text of “De coloribus et mix-
tionibus” (on which see below) is followed by further
instructions for painting garments:

§ 4. To Color Garments
In some instances pure pigments (colores vivi)
are muted (mortificantur) with white (a/bo)
and applied as a first layer (ad primam posi-
tionem), then shaded (adumbrantur), .., the
folds are indicated (dividitur plicas), with pure
pigment, afterward red (brasile) is applied on
top, and afterward highlights are done (aati-
zatur) with white. In other instances pure
pigments are applied in the first layer, afterward

shaded with red, then highlighted with white.*?

Several other medieval descriptions of painting tech-
nique from Western Europe are less closely comparable
to the Palatinus Instruction and too well known to be
quoted here at length:**

Heraclius, De coloribus et artibus Romanorum
I11.56-58,* together with a similar passage
(conventionally titled “De coloribus et
mixtionibus”) interpolated in the anonymous
Mappae clavieula IX-X;*6

Theophilus, De Diversis Artibus I-XIV,*’
together with a similar passage in the anony-
mous Liber diversarum arcinm XX VIII;*8

43 Ed. F. Tolaini, “Incipit Scripta Colorum’: un trattato con-
tenuto nel ms. 1075 della Bibl. Statale di Lucca,” Critica darte 58
(1995): no. 3:54-68 and no. 4:47-56, esp. 54.

44 For an overview of medieval Western European treatises
on painting: S. B. Tosatti, Trattati medievali di tecniche artistiche
(Milan, 2007).

45  Ed. and Italian trans. C. G. Romano, I colori e le arti dei
Romani e la compilazione psendo-eracliana (Bologna, 1996), 28, with
notes ibid., 131-34.

46  Ed.and trans. Bulatkin, “Matiz’” (n. 9 above), 494-98; trans.
C.L.Smith and J. G. Hawthorne, “Mappac Clavicula: A Little Key
to the World of Medieval Techniques,” Transactions of the American
Philosophical Society, new ser., 64 (1974), no. 4:1-128, esp. 27.

47  Ed. and German trans. E. Brepohl, Theophilus Presbyter
und das mittelalterliche Kunsthandwerk, » vols. (Cologne, 1999),
1:53—-60, cf. ibid., 85-120 with figs. 3, 5-8; ed. and trans. C. R.
Dodwell, Theophilus: The Various Arts (London, 1961), 5—13; trans.
J. G. Hawthorne and C. S. Smith, On Divers Arts: The Treatise of
Theophilus (Chicago, 1963), 14—23.

48 Ed. G. Libri, in Catalogue général des manuscrits des bib-
liothéques publiques des départements, 7 vols. (Paris, 1849-8s),
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Cenino Cennini, I/ libro dell arte,
CXLV-CXLVIL;*

No. 317 among the painting recipes copied in
1431 by Jean Lebegue.>°

It is worth noting that both “De coloribus et mixtioni-
bus” and Theophilus recommend rendering garment
folds not with various shades of a single color but with
different, supplementary colors. This method is illus-
trated, for example, by a twelfth-century icon with
Latin inscriptions from Mount Sinai.>!

The above texts (Theophilus being included for
comparison) are synoptically—and by necessity sche-
matically—compared in the table below. A few com-
mon terms emerge: both Armenian and Greek use the
verb “to open” in the sense of “drawing facial features,”
and amatizare was probably derived from happatilew.>>
In the last case, however, the respective contexts indi-
cate different meaning: amatizatura clearly stands for
pale “highlights,” while Xdue (which occurs only as a
singular noun in the Palatinus) is neutral local color,
neither whitened nor darkened. Similarly, the Greek
loanwords sarka and sankir’ (from od.p§) designate in
Slavonic not the flesh pigment proper but the undercoat
for painting flesh. There is, thus, no generally common
and coherent terminology that medieval painters’ man-
uals share. Moreover, their texts differ to such an extent
that none could plausibly have been derived, through
paraphrase or translation, from another. Descriptions
of painting technique differ in this respect from reci-
pes for preparing pigments, which had to be followed
precisely and tended, therefore, to be copied with a
greater degree of precision.>® The various handbooks

1:770-76.

49  Edd. F. Frezzato, I/ Libro dell'arte (Vicenza, 2003), 168-71,
A. P. Torresi, I libro dell'arte della pittura (Ferrara, 2004), 130-33;
trans. Thompson, Craftsman’s Handbook (n. 8 above), 91-94; cf. the
comments on Cennini in E. H. Gombrich, The Heritage of Apelles:
Studies in the Art of the Renaissance (Oxford, 1976), 22-28; V. L.
Stoichita, A Short History of the Shadow (London, 1997), 48-53.

S0  Ed. and trans. Merrifield, Original Treatises (n. 42 above),
1:300-30L.

S1  H.Evans, ed., Byzantium: Faith and Power (1261-1557), exh.
cat., Metropolitan Museum of Art (New York, 2004), 378 (cat. 233).
52 Asargued by Bulatkin, “Matiz’” s15-23.

53 Foran overview of such medieval recipes transmitted in various
languages: M. Clarke, The Art of All Colours: Medieval Recipe Books

for Painters and Illuminators (London, 2001). On their manuscript
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Comparison of medieval painting terminology, by stage of composition

Latin Greek Slavonic Armenian
Luccaand
Bologna
Stage Theophilus | MSS Palatinus | Panselinian | Cretan Nectarius | Kyrkalov
GARMENT
undercoat impletio 1ma positio | mpéTAacua |Tpémhaopa | mpémhaoue | — nopcrtuaka | wuljh
drawing — — — avoryy avoryn pocnuch HPOMHUCH nuuik
surface — — Npa Mp(we Npper — — Iinly
dark folds tractus adumbratio | ydpayua ioxiol — TEHb 3aTHHKA —
highlights lumina amatizatura | &yyloua VYiupvbieg Yippobieg npobeaka | — —
FACES
undercoat membrana | — npémhacua | mpdmhacue | TpéTAdoud | capka CaHKHpb —
flesh pigment | membrana |incarnatus o*o’cpi oapro aa.pKo. BOXPEHHUE | BOXPBI dupd Gugnyh
drawing designatio | reinventio avoryy avoryy avoryn — omnuch Jowpudk
tints posc — yAvkaopég | yAvkaouds — — noaten(a) | sfhph
pinks rosa — podioiudg KOKKLVAOL — pyMsHel | pyMsHel (inup lupdpp
highlights lumina lumina Eyyoua VYippvbieg Vippvbieg gTB;Z:(;aKa 2::::;“ flpduly fuykgny

are ultimately united not by a common textual tradi-
tion but by the fact that they describe one and the same
continuously maintained practice—that of painting
with egg tempera on panel. All divide this process into
more or less identical stages.

This correspondence among independently writ-
ten texts stems from the basic properties of tempera,
which a modern author describes as follows:

In contrast to oil paint, which can be applied
with a large brush and large strokes, tempera
dries quickly and must therefore be applied in
one stroke; it can neither be blended nor manipu-
lated with the brush while wet, neither can much

tradition: S. Baroni, “I ricettari medievali per la preparazione dei col-
ori e la loro trasmissione,” in I/ coloro nel medioevo: arte, simbolo, tec-
nica (Lucca, 1996), 117—4 4.

impasto be created. ... Modelling and blending
of tones therefore have to be built up with many
layers of superimposed brush strokes.>*

The essential similarity of procedure does not, of
course, mean that no variation of artistic technique
was possible in practice: the Palatinus Instruction alone
describes two different methods for painting garments;
the technical peculiarities of individual icon painters or
painting schools can be profitably studied by examining
their works.>> Nevertheless, stylistic variety was inher-

54  A.Massing, “A Short History of Tempera Painting,” in Making
Medieval Art, ed. P. Lindley (Donington, 2003), 30—41, esp. 30. This

is an excellent introduction to tempera technique, with up-to-date

bibliography.

S5 E.g., A. L Iakovleva, “Tekhnika vizantiiskikh ikon: Poiski

sootvetstvii s khudozhestvennym stilem,” Lazarevskie chtennia [1]

(2008): 71-97 with pls. L.12—15; K. Milanou, ed., Icons by the Hand of
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ently limited by the nature of the tempera medium. In
a short and fundamental article about the technique of
icon painting L. A. Durnovo lists the main respects in
which noteworthy variation does occur:

1. the color, thickness, and transparency of the
undercoat;

2. linear versus soft outlines and features;
3. the color, quantity, and position of shadows;

4. the width, thickness, color, position, and manner
(lowing or stippled) of tonal transitions;

5. the number, length, and harshness (respectively

softness) of highlights;

6. the presence (respectively absence) of facial
pinks, the character of these pinks and of the
color drawing for certain facial features;

7. the color and treatment of the eyes.>®

o>

The more general significance of the Palatinus
Instruction as a source for the history of painting can
be addressed here only briefly and will, we hope, be dis-
cussed by others in the future.

Ancient Greek had special vocabulary for describ-
ing oxiaypadio, the way painters depict unevenly
lit surfaces.>” None of it is found in the Palatinus,

Angelos: The Painting Method of a Fifteenth-Century Cretan Painter
(Athens, 2008); E. G. Zournatzis, “Pittura cosi ottima e perfetta”:
Aspects of the Pictorial Technique of Andreas Ritzos,” in dauzydwv:
Apiépwpe ot uvifun tys Nrodlas Movplxy, ed. M. Aspra-Vardavake,
2vols. (Athens, 2003), 2:901-14; A. C. Diamantopoulos, “Dionysios
of Fourna and the Practice of Icon Painting: A Comparative Study
of His Technical Treatise and the Painting of the Oberlin Icon
St. Gregory the Theologian and St. Artemios,” Bulletin of the Allen
Memorial Art Museum 46, no. 2 (1993): 17-37.

56 L.A.Durnovo, “Tekhnika drevnerusskoi zhivopisi” (Leningrad,
192.6), repr. in eadem, Ocherki izobrazitel nogo iskusstva srednevekovoi
Armenii (Moscow, 1979), 31523, esp. 321. Other useful introductions:
A. Yakovleva, “The Technique of Icon Painting,” in 4 History of Icon
Painting: Sources, Traditions, Present Day, trans. K. Cook (Moscow,
2005), 29—40; Ph. Kontoglou, Exgpasis i 6pS0dééov eixovoypapias,
2nd ed., ed. P. Vampoules, 2 vols. (Athens, 1979), 1:1-69.

57 J.J. Pollitt, The Ancient View of Greek Art: Criticism, History,
and Terminology (New Haven, 1974), 24, 247-54, 270—71; cf. ibid.,
399—400; see also E. G. Pemberton, “A Note on Skiagraphia,” 44
80 (1976): 82-84. The Iconoclasts used the word oxioypddog in a
negative sense: PG 99:436B; Mansi, 13:248E (oxatoypddog!); cf.
Lampe, s.v. oxiaypodéw.
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where the very word oxd{ev evidently refers not to the
shading of forms but to their preliminary outlining by
way of underdrawing.’® All other technical terms in
the Instruction are of purely medieval origin. This novel
wording indicates a change in the way in which depic-
tion was conceptualized. The author of the Palatinus
text thinks not in terms of reproducing the effect of
the light reflected by a given surface (the position of
the light source relative to the depicted object is of no
importance to him) but rather, of gradually articulating
forms through the layering of pigment and thus build-
ing them, as it were, from the inside out.>® By this logic,
a painted face is “solidified” (motelv orepedv), facial fea-
tures are then “opened” (&votyev) onto it, and its shiny
spots are “approximated” (¢yy{lew), as are the ridges of
garment folds. The sides of the face are described not
as convex surfaces but as concentric circles gradually
narrowing toward the top (dxpov) of the cheeks. Any
impression of depth that such painting produces is
based on the observation, expressly formulated in late
antiquity and evidently endorsed by Byzantine paint-
ers, that pale colors on a flat surface normally appear
to be closer to the viewer than the adjacent dark ones.®°

Once the concept of “the reception of light” (de/
ricevere de’ lumi) had been consciously readopted in the
Renaissance,®! the process of painting could no longer
be envisioned as consecutive layering of pigment and
the very medium of egg tempera became increasingly
inadequate. Dionysios of Fourna’s eighteenth-century

58  Which one can more properly call oyedidlew, as Dionysios of
Fourna does: Papadopoulos-Kerameus, ed., Epuyveia, 10-11 (§ 2);
trans. Hetherington, Painter’s Manual, 5. Cf. also Andrew of Crete’s
passage cited above, n. 22, and the testament of the Cretan painter
Angelos Akotantos (1436), where oxidopate is used in the sense of
disegni, “drawings”™ ed. and trans. M. Vassilaki, The Painter Angelos
ﬂﬂd[fvn-Pﬂiﬂﬂngiﬂ Venetian Crete (Burlington, VT, 2009), 61-66,
esp. 62, 6s; cf. also ibid., 28, 335.

59 IU.A.Olsuf’ev, “Struktura probelov: Istoriko-ikonologicheskii
etiud po pamiatnikam sobraniia b. Troitse-Sergievskoi lavry”
(Sergiev, 1928), repr. in Tkona v muzeinom fonde: Issledovaniia i
restavratsiia (Moscow, 2005), 181~202, the only systematic study of
its kind, emphasizes the highly conventional nature of highlights in
icon painting.

60  Onthis “rule of Philoponus™ Gombrich, Heritage of Apelles (n.
49 above), -8, 23; see also P. Marshall, “Two Scholastic Discussions
of the Perception of Depth by Shading,” /Warb 44 (1981): 170-75.
61 L.B.Alberti, Della pittura, 2.46, ed. with modern Italian and
English trans. R. Sinisgalli, 7he New De Pictura of Leon Battista
Alberti (Rome, 2006), 226.
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Manual, which anachronistically speaks of “natural
coloring” in Palaiologan painting, also contains a sec-
tion about painting vatovpde, on cloth with oils.®?
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62 Ed. Papadopoulos-Kerameus, Epuyvein, 35-36 (§ 52); trans.
Hetherington, Painter’s Manual, 12.
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AASS
AB
AJA
AJAH
AM

AnnalesESC
AOC

Abbreviations

Acta sanctorum (Paris, 1863-1940)
Analecta Bollandiana

American Journal of Archaeology
American Journal of Ancient History

Mitteilungen des Dentschen

Archiologischen Instituts,
Athenische Abteilung

Annales: Economies, sociétés, civilisations

Archives de I’Orient chrétien

APf" Archiv fiir Papyrusforschung

ArtB
BAR
BBTT

BCH
BMCR

BMGS
BSCAbstr

BSI
ByzF
BZ
CCSG
CCSL
CFHB

und verwandte Gebiete
Art Bulletin
British Archaeological Reports

Belfast Byzantine Texts
and Translations

Bulletin de correspondance hellénigue

Bryn Mawr Classical Review
(http://bmecr.brynmawr.edu/]

Byzantine and Modern Greek Studies

Byzantine Studies Conference,
Abstracts of Papers

Byzantinoslavica

Byzantinische Forschungen
Byzantinische Zeitschrift

Corpus christianorum, Series graeca
Corpus christianorum, Series latina

Corpus fontium historiae byzantinae
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CI

CIC Nov

CPG

Q
CSCO

DOC

Dor
DOS
AXAE

EEBY
EHB

EHR
EtBalk
FGrHist

Codex lustinianus, vol. 2 of Corpus
ITuris Civilis, ed. P. Kriiger (Berlin, 1887)

Corpus inris civilis, vol. 3,
Nowvellae, ed. F. Schoell and G.
Kroll (Berlin, 1928; repr. 1993)

Clavis patrum graecorum,
ed. M. Geerard and F. Glorie
(Turnhout, 1974-87)

Classical Quarterly

Corpus scriptorum
christianorum orientalium

A.R. Bellinger, P. Grierson, and M.

F. Hendy, Catalogue of the Byzantine
Coins in the Dumbarton Oaks Collection
and in the Whittemore Collection
(Washington, D.C., 1966-99)

Dumbarton Oaks Papers
Dumbarton Oaks Studies

Aelriov tijg Xproriavixnis
apyatodoyixnis Etaipelo

Emetrypls éraupetas Bolavrivay awovddy
The Economic History of Byzantium:
From the Seventh through the
Fifteenth Century, ed. A. E. Laiou,

Dumbarton Oaks Studies 39, 3
vols. (Washington, D.C., 2002)

English Historical Review
Etudes balkaniques

Die Fragmente der griechischen
Historiker, ed. F. Jacoby (1923—58)
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GCS Die griechischen christlichen
Schriftsteller der ersten
[drei] Jahrhunderte

JbBM  Jahrbuch der Berliner Museen
JBL  Journal of Biblical Literature
JEChrSt  Journal of Early Christian Studies
JEA  Journal of Field Archaeology
JHS Journal of Hellenic Studies
JOB  Jahrbuch der Osterreichischen
Byzantinistik
JOBG  Jahrbuch der Osterreichischen
Byzantinischen Gesellschaft
JRS Journal of Roman Studies
JTIS Journal of Theological Studies

JWarb  Journal of the Warburg and
Courtauld Institutes

Lampe G.W.H. Lampe, ed., 4 Patristic
Greek Lexicon (Oxford, 1961)

LXX Septuagint

Mansi J. D. Mansi, Sacrorum conciliorum
nova et amplissima collectio
(Paris—Leipzig, 1901-27)

MDAIK Mitteilungen des Deutschen
Archéologischen Instituts,
Abteilung Kairo

MGH 44 Monumenta Germaniae
historica, Auctores antiquissimi,
15 vols. (1877—1919)

MGH ScriptRerGerm
Monumenta Germaniae historica,
Scriptores revum Germanicarum
in usum scholarum ex Monumentis
Germaniae historicis separatim
editi (Hannover, 1871-)

MGH ScriptRerMerov*
Monumenta Germaniae historica,
Scriptores rerum Merovingicarum,
2nd ed. (Hannover, 1937-)

OCD? S.Hornblower and A. Spawforth,

eds., The Oxford Classical Dictionary,

3rd ed. (Oxford, 1999)

ODB

PG

PLP

PO
PLRE

PPSbh
RA
REB
REG
RESEE
RIDA

RSV

SC

SOsl
SubsHag
TAPA

TIB

T™
TU

VChr
WJKg
Ycs
ZRVI

The Oxford Dictionary of
Byzantium, ed. A. Kazhdan et
al. (New York-Oxford, 1991)

Patrologiae cursus completus, Series
graeca, ed. J.-P. Migne (Paris, 1857-66)

Prosopographisches Lexikon der
Palaiologenzeit, ed. E. Trapp
etal. (Vienna, 1976-)

Patrologia orientalis

The Prosopography of the Later
Roman Empire,vol. 1, ed. A. H.

M. Jones, J. R. Martindale, and J.
Morris (Cambridge, 1971); vols. 2—3,
ed.J. R. Martindale (1980-92)

Pravoslavnii palestinskii sbornik
Revue archéologique

Revue des études byzantines

Revue des études grecques

Revue des études sud-est européennes

Revue internationale des
droits de | antiquité

Revised Standard Version of the Bible
Sources chrétiennes

Symbolae Osloenses

Subsidia hagiographica

Transactions [and Proceedings] of the
American Philological Association

Tabula imperii byzantini, ed.
H. Hunger (Vienna, 1976-)

Travaux et mémoires

Texte und Untersuchungen zur
Geschichte der altchristlichen Literatur

Vigiliae christianae
Wiener Jahrbuch fiir Kunstgeschichte

Yale Classical Studies

Zbornik radova Vizantoloskog
instituta, Srpska akademija nauka
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