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0OI EIKONEX XZTON OPOOAOX0 XQPO

OI EIKONEZ
2TON OPO0AOZO0 XQOPO

Am6 tov 170 €wg tov 190 awwva

Yta TéAn tou 170U alwva, oL XPLOTIAVOL TIPOCKUVNTEG TToU, ETTEL-
Ta amd Komwdeg pakpu Taidy, éptavav otn Movn Zwvd, éRAemav
1o Bulavtivo povaothpl cav évav mapddeico opbodofiag péca
otn Bpaxwdn, exBpikn €pnuo. LTo e0WTEPIKO Tou KaBoAIkoU, Ta
louoTvidveld Ynedwtd tng agidag Atav mAEoV PLOOKPUUHEVA
oW amod €va eVIUTIWOLOKO KaAlvoUupylo TEUTTAC Tou 170U alwva,
ME XPUCWHEVO EUASYAUTITO Kal AQUTTPEG KPNTIKEG ELKOVES TTOU OL
povayol ixav mapayyeidel Alya xpdvia vwpitepa, to 1612, amd tov
Sidonuo Kpntikd Lwypdwo lepepia MaAAadd, povayd oto owvalitt-
K& peTdyL Tou Xavdaka (onpeplvd HpdkAeLo).

Ma toug Bappairéoug TadlTeg, OKOTTOG TOU TIPOCKUVAMATOS
otn povn tng Ayiag Aikatepivng Atav n amdédoon TiPwy ota Aei-
Yava Tng ayiag Kal oto mapekkARoL tng Bdatou. Ta Asiyava tng
ayiag Awkatepivng Nrav eykiBwrtiopéva og pia Bapltiun pwoLtkn
acnuévia AewpavoBrkn, Swpo Tng ToAPIKAG olkoyévelag to 1651/2
Kat to 1687/8. H pwatkr nyeoia Slatpdvwve €10t ThV eUcERELA TNG,
BEtovtag cupBoAkd UTTd TNV TTPooTAsia TNG £va Ao Ta LepdTepa
XPLoTlavIKA MpookuvAuata. H matpwvia tng woxupng opbodoéng
autokpatopiag tng Pwoiag mpog to povaothpt ntav mpddnAn kat
oTo TTapeKKANRGOL Tng Bdtou, 6mou &imAa ota Bulavtivd Ynedbwtd
Kal TTAVw oTa TTOAUXPWHUA €MTOoiXla TTAQKAKIA attd tn Aapaoko
Bulavtivég, KPNTIKEG Kal TTOAAEG PWOLKEG ELKOVES TTEPLETPEXAV
TOUG ToiXoUG. Ala@OopEeTIKA XPWHATA KAl OTIA, TOAUYAWGCOES ETTL-
VPAPEG EAANVIKEG, apafikég Kal oAaPovikég, Tolkida SUAa Kat
mAaiola Snuloupyoloav €va TTOAUXPWHO Kal TTOAUTTOIKIAO TTavé-
PAMA EKOVWV TTIOU CUVUTTAPXAV, SLaPop@WVoVTAG TN PUCLOYVW-
pia evog moAueBvikol opBodofou AatpeuTtikoU XWpou.



ICONS IN THE
ORTHODOX WORLD

From the 17th to the 19th century

In the late 17th century, Christian pilgrims who arrived at Sinai
after a long and arduous journey saw the Byzantine monastery
as an Orthodox paradise amidst the rocky, hostile desert. In-
side the katholikon, the Justinianic mosaics of the apse were
now half hidden behind an imposing newly erected 17th-century
iconostasis, with gilded woodcarving and splendid Cretan icons
commissioned by the monks a few years earlier, in 1612, from the
famous Cretan painter leremias Palladas, who had been a monk
in the Sinaite metochion of Candia (mod. Iraklion).

For the courageous travellers, the goal of the pilgrimage to
Saint Catherine's monastery was to venerate the relics of the
holy martyr and the chapel of the Burning Bush. The relics of St.
Catherine were encased in a precious Russian silver reliquary, a
gift from the family of the Tsar in two instalments in 1651/2 and
1687/8. The Russian hierarchy thus took under its protection one
of the holiest shrines in the Christian world. The patronage the
powerful Orthodox Empire of Russia extended to the monas-
tery was also evident in the chapel of the Burning Bush, where,
alongside the Byzantine mosaics, Byzantine, Cretan and a lot
of Russian icons, hung against the colourful wall tiles from Da-
mascus, lined the wall. Different colours and styles, multilingual
Greek, Arabic and Slavonic inscriptions, and various woods and
frames made up a colourful and diverse panorama of icons that
coexisted, creating an Orthodox devotional space with a multi-
national character.
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To MapernAnoto tg Batou, Movn Livd, 1843, John Frederick Lewis (1805-1876). Tate, Swped
g Lady Holroyd cUpgwva pe tig embupieg tou Sir Charles Holroyd 1919. Qwtoypapia: Tate
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Chapel of the Burning Bush, Mount Sinai, 1843, John Frederick Lewis (1805-1876). Tate, Presented
by Lady Holroyd in accordance with the wishes of the late Sir Charles Holroyd 1919. Photo: Tate




0OI EIKONEX XZTON OPOOAOX0 XQPO

H evtimwon mou €xoupe yia tn Movn Zivd tou 170u-190u alwva
glval XapaKTNELOTIKNA TNG TTOIKIAOPOP@IAG TWV EIKOVWY TTOU SLaKL-
vouvtav Kal cuvutipxav otov opBé6o&o xwpo tnyv mepiodo autn.
Tnv 6la moAUXpwun eviunwon Ba amokOulle O ETMIOKEMTNG TWV
TTEPLOCOTEPWV TIPOOKUVNUATWY Kal vawv tng dlag meptodou. Ta
UALKA KATAAOLTA KAl TTIOAUTIHES YPATTTEG TINYEG PAS TTANPOQOPOUV
yla mapayyeAieg, Swpeég KAl JETAKIVACELG EIKOVWY ammd €pyaoTr-
pla Siaomapta o pla euputatn yewypagikn {wvn. Eikdveg tagi-
Seuav amé témo oe oMo, pe Kapdfia kat kapaBdavia amd otepld
kat BdAacoa, diacyilovtag €5A4pn Tou avAkav ot SLAPOPETIKA
KpATn Kal autokpatopieg. Epya amod tn Bevetkn Kprtn, ta mot-
Kida kévipa tng Pwoiag, ta Bevetikd Emtdvnoa, tnv oBwpavikn
KwvotavtivoutoAn, to mavopBédo&o Ayio ‘Opog i ta vnold tou
Awyaiou ummopouocav va cuvuttdpyouv dimAa SimAa, os povaoTtrpla,
vaoUg Kal TTPOOKUVAKATA, aAAd Kal ota WOLWTIKA TTPooKuvnTdpla
TTOU KOOPoUOoQAV KAl TTPOCTATEUAY TA OTT{TIA KAL TA EPYACTAPLA TWV
0pBodofwv xploTiavwy.

Mola NTav ta KUPLOTEPA aTTO AUTA TA KEVIPA TTAPAYWYNS ELKO-
vwy; Mowa Ntav n epPéred toug; Mwg e€nyeital to pakpu A Ko-
VIO tadidl Twv elkdvwy Kat Tolol ftav oL épol cuvumap&ng Toco
avopolwy €pywv o€ oTITia Kat vaoug avBpwmwy mou {oucav ot
SlapopeTIkoUg TOTTOUG ) HLAoUcav AAAEG YAWOOEG;

H ékBeon emiyelpel va avacuoTroel €va TETOLO TTOAUCUAAEKTIKO
OUVOAO XPNOLUOTTOLWVTAG EPPBANUATIKESG ELKOVEG ATTO TN CUAAOYN
tou Mouceiou Mmevdkn, yla va armavtioel € AUTA TA EPWTHHATA.
Méoa amd tnv avtimapafBolr €pywv SLaQopEeTIKAG TTPOEAEUONS
SlepeuUVA TNV TEXVOTPOTIIKA KAl TEXVIKH TTOLKIAOHOP®IA TWV EIKO-
vwv Tou Stakivouvtav otov eAAnvopBodofo xwpo amd tov 170
£€wg tov 190 awwva. H évvola tou xwpou avtiyetwidetal oyt Tdco
WG YEWYPAPIKNA EVOTNTA AAAG, KUPILWG, WG KOLVWVLKI KATAOKEUN,
TNV omoia CUVEXEL N avTiAnyn TNg Kowdtntag mou dnutoupyouce
n opB680&n tautotnta Kat poipdlovtav mAnBucpoi pe Siapo-



This impression that we get of the Sinai Monastery in the 17th
and 18th centuries, confirmed by pilgrims’ testimonies and paint-
ings celebrating the monastery's interior, is characteristic of the
diversity of icons that circulated and coexisted in the Orthodox
world during this time. Any visitor to most of the shrines and
churches of the period would have had the same vibrant im-
pression, as evidenced by the remaining artifacts and, above
all, by the valuable testimony of the sources that inform us of
commissions, donations, and transfers of icons from workshops
scattered over a wide geographical area. lcons travelled from
place to place in ships and caravans, by land and seq, cross-
ing territories belonging to different states and empires. Works
made in Venetian Crete, various centres in Russia, the Venetian
lonian Islands, Ottoman Constantinople, the pan-Orthodox
Mount Athos, or the Aegean islands could be found side by side
in monasteries, churches and pilgrimage sites, as well as in the
private icon niches that adorned and protected the homes and
workshops of Orthodox Christians.

Which were the main centres of icon production, and what was
the scope of their influence? How can we unravel the journey
made by these icons, whether long or short and the conditions
that allowed such dissimilar works to coexist in close contact in
the homes and churches of people who lived in different places
or spoke different languages?

The exhibition aims to address these questions by reconstructing
a diverse ensemble of emblematic icons from the Benaki Muse-
um collection. Through the juxtaposition of works of different
provenance, it explores the stylistic and technical diversity of the
icons that circulated in the Greek Orthodox space from the 17th
to the 19th century. The concept of space is treated not so much
as a geographical entity but, above all, as a social construct
that is consistent with the notion of community created by an

ICONS IN THE ORTHODOX WORLD
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PETIKEG TTAPASO0ELG, €OVOTIKEG KATABOAEG, TTOALTIKY uttdoTtaon,
akopn kat yaAwooa. To kowo Bulavtivo urmdfabpo Snuloupyouoe
pla eviaia mapakatabnkn ElKOVOypa@IKWwy BepdTwy Kal TEXVIKWY
AUcewv mou gummAoutifovtav SlapKWS Kat Pe TTOKIAOUG TPOTTOUG
o KABe KEVTIPO Tapaywyng, Xwpis wotdéco va diappnyvuovtal
Ol KOLVEG OUVIOTWOEG TTOU €METPEMAV TN SLAKIVNON TWV EIKOVWY
amd ToTo o€ TOTO KAl TNV KOLVA XPron Toug otov (810 Aatpeutt-
KO xwpo amd tn Pwoia kat tnv Oukpavia éwg ta Emtavnoa, tnv
Kpntn kat tn Mikpd Acia.

H moAupoppia NG €KACTIKAG EKPPACNG TTOU AVIUTPOCWITEUAV
ta gpyaothpla cupuBadile pe avdioyn ToKIAA TEXVIKWY AUCEWV.
AlapopeTikég Slabéotueg mpwteg UAeg Omwg n tomkn SUAeia, n
Aatpeutikn mapddoon tnNg KABe TePLOXNG, N ouvoulAia pe Sia-
(POPETIKA EUPWTTATKA KAAALITEXVIKA KEVIPA ATAV OpLOMEVOL aTd
TOUG TTAPAYOVTEG TTOU UTTAYOPEUCAV TNV TEXVIKN KAl OTIALOTLKN
1SlompoowTTia Twv epyactnpiwy. Xtnv TaUTIon KAl Katavonon
NG TTApAywWYNS Toug KaboploTtikd polo mailel orpepa n TEXVIKNA
avAaAucn Kal HEAETN TWV £PYWV OTA £pyaoThpla cuvinenong. H
£€kBeon, aflomolwvtag ta mopiopata Tou eUpWTIAIKoU EPEUVNTL-
KoU TTpoypduuatog ERC RICONTRANS, avadeilkvuel Tig pebddoug
epyaoiag mou akoAouBei éva cUyypovo pouaceio, péoa amd tn cu-
VEPYAOIA LOTOPLKWY TEXVNG KAL CUVTNPNTWY, KAl TOV TTAOUTO TwV
TTANPOWYOPLWY TTOU ATTOKAAUTITEL N TEXVLIKN e€€Taoh, otav cuvu-
dletal pe otoplkd epwtruata. Ot elkdveg, aviikeipyeva Aatpeu-
TIKoU TIPOOPLOPOU KAl CUVApa €pya TEXVNG, METATPETOVIAL OF
TOAUTIHA LOTOPLKA TEKUAPLA TOU TOTTOU Kal TwV avOpwITwy TTou
TA TTapPryyelAay Kat ta dnuloupynoav.

‘Evag cuvOuaouog LOTOPLKWY TTAPayOvVTwy SLlEUKOAUVE TN HETAPO-

PA TWV EIKOVWV OE HAKPLVEG TIEPLOXES KAl TNV UTTOOOXI TOUG EKE,
AANOTE WG OLKEIWV AATPEUTIKWV £pYWV KL AAAOTE WG TTEPLATNTWY
QAVTIKELPEVWY TTOAITIOPIKAG METAPOPAG ATTO AAAOTPLO KOLVWVIKO
mAaioto. Kaiplo poAo oe autd to pawvouevo Emat§av mapdyovies



Orthodox identity and shared by populations with different tra-
ditions, ethnic backgrounds, political allegiances, and language.
The common Byzantine background created a shared legacy
of iconographic subjects and technical solutions that were con-
stantly being enriched in various ways in each centre of produc-
tion without, however, disrupting the constants that allowed the
movement of icons from place to place and their common use
in the same place of worship from Russia and Ukraine to the
lonian Islands, Crete and Asia Minor.

The workshops displayed a wide range of pictorial styles, which
were matched by a diversity of technical approaches. The differ-
ent raw materials available in each region, such as local timber,
diverse cult traditions, and the dialogue with different Europe-
an artistic centres were some of the factors that dictated the
technical and stylistic character of the workshops. Nowadays,
technical analysis and study of the works in conservation lab-
oratories play a decisive role in identifying and understanding
their production. Drawing on the results of the EU research pro-
ject ERC RICONTRANS, the exhibition highlights the working
methods of a contemporary museum in terms of the collabora-
tion between art historians and conservators and the wealth of
information that can be gained from a technical examination
when combined with historical questions. The icons, devotional
objects and, at the same time, works of art are transformed into
valuable historical documents concerning the place and the
people who commissioned and created them.

A combination of historical factors facilitated the transfer of the
icons to distant regions and their reception there, either as fa-
miliar cult objects or sometimes as sought-after objects of cul-
tural transfer from a different social context. A crucial part in
this phenomenon was played by factors such as the overarching
Ottoman state, which allowed the workshops to move unhin-

ICONS IN THE ORTHODOX WORLD
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oMW N eviaia oBwHAaVIKN EMKPATELY, TTOU ETIETPETIE OTA CUVEP-
yeia va pyetakivouvtal ampOCKOTITA O PEYAAN YEWYPAPLKN EKTA-
on- To xgpoaio eumdplo pe TV Kevipikh Eupwmn aAld kat o evi-
aiog pecoyelakog xwpog mou diéoytlav ta kapdfia tng Bevetiag:
Ta pakpvd Ta&idla Twv TTPOCKUVNTWY TTOU UETEPEPAV APLEPW-
pata 1 émapvav padl Toug TPooKUVNUATIKA evBupiuata: ot {n-
Tele TV PovaoTnpElwy tng AvatoAng mou taideuav ota loxupd
Kévipa tng Sutikng Eupwrng kat tng Pwoiag oe avalritnon mo-
pwv, petapepovtag padi Toug elkdveg Kal Asigava- ot akpdlou-
oe¢ Mapolkieg Twv EAAAvwY TTou €oteAvay A TapdyyeAvay elKOVEG
TTPOG Kal amd Tov TOTTO KATAYWYNG TOUG: N ETTONMN TTOALTIKA TNG
Pwoiag mou a&lomololioe tnv opBodofia wg dxnua SimAwpatiag:
to Aylo ‘Opog, wg onueio cuvdAvinong Kat avIiaAAayng WOewv Kat
KAAALTEXVIKWV PEUPATWY Ao 6Ao tov opBddofo koaopo.

ATé pla Stapopetikr okotid, n epiodog mou e§etddel n €kBeaon,
amo tov 170 €wg To TéAog Tou 190U alwva, onuatodotel TV Kpion
petdBaon amod tov OYipo Meoaiwva otov vedtepo KOGUO HE TNV
avaduon Twv eBVWV Kal TWV KPATWV TOUG. L& AUTO TO CUYKPOU-
Ol0KO, SUVAMIKA PETABAAAOUEVO TOTIIO, Ol EIKOVEG, WG ETTIKEVTPO
™G 0pB6S0éNng Aatpeiag pe amapacdieuteg pileg alwvwy, amo-
TeEAOUOAV OTOLXEIO CUVOXNAG TTOU CUPTTUKVWVE Jla eviaia mapddo-
ON KOl KOLWVEG AQTPEUTIKEG TTPAKTIKEG. Tnv dla otiypn duwg, ot
£IKOVEG PE TO OUUPBOALKO TOUG TTEPLEXOMEVO PTTopoUcaV va arro-
teAécouv Tedio éviovwy 18eooyikwy avtimapabécewy. ETol ou-
VEPN, yla mapddelyua, ye TNV abpda €0por SUTIKOEUPWTTAIKWY
TpotuTTwy otnv 0pB&do&n {wypapikr tov 180 kat 190 awbva mou
Ba odnynoet apydtepa, oto aitnua yia emotpoer otn Bulavtt-
v mapadoon wg avalntnon tng eAAnvikotntag amd tov dwin
KovtoyAou kat toug padbntég tou. AAMG autd eival Bépa yia pa
AAANn €kBeon.



dered over a large geographical area; communications were en-
hanced by the thriving overland trade with central Europe and
the Mediterranean region, which the Venetian fleet crisscrossed;
the long-distance journeys of the pilgrims, who carried votive
offerings to the shrines or took pilgrimage souvenirs home them;
the official missions (Gr. {nteieg) of Orthodox monks and prel-
ates to major centres of Western Europe and Russia in search
of funds, who brought icons and relics; the thriving communi-
ties of Greeks abroad who sent icons to their place of origin
or commissioned them from there; the official policy of Russiq,
which used Orthodoxy as a vehicle for diplomacy; Mount Athos,
serving as a melting pot and a meeting point for the exchange
of ideas and artistic trends from all over the Orthodox world.

From another perspective, the period examined in the exhibition,
i.e. from the 17th to the end of the 19th century, marks the crucial
transition from the late Middle Ages to the modern world with
the emergence of nations and their states. In this conflicting, dy-
namically changing landscape, icons, as the focus of Orthodox
worship with age-old unshakeable roots, were an element of co-
hesion that encapsulated a continuous tradition and common
devotional practices. At the same time, however, icons with their
symbolic content could become an area of intense ideological
confrontations. That was the case, for example, with the massive
influx of Western European models into Orthodox painting in
the eighteenth and nineteenth centuries, which would later fuel
the demand for a return to the Byzantine tradition by Fotis Kon-
toglou and his students, in their attempts to redefine Greekness.
But that is the subject of another exhibition.

-
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Mikpdtepa 1 peyaAUtepa KEVIPA TTAPAYWYNG EIKOVWY evtomidovtal
Sidomapta oe €8dpn pe TUKVOUG eAAnvopBdédofoug mMAnBucpoug
otnv oBwpuavikr eMKPATELA KAl OTLG BevETOKpATOUPEVEG TTEPLOXEG. Ol
opol TTapaywyng oe KABe Teploxn Kal ta Lolaitepa XaApaKTINELOTIKA
TWV £pywv Slapop@wvovTav amo TNV TOTMIKH TTApAddoon, TIG EUTIOPLKES
ETAPESG KAL TNV OLKOVOULKN Spactnplotnta tou témou, aAAd Kal amod
TIG 0laitepeg EKKANGCLACTIKEG OUVONKEG Kal Tn SpAch POVACTIKWY KE-
VIPpWV ToU dnuloupyoloav éva Loxupod Siktuo SlopBodofwv emapwv
Kal avtaAAaywyv. Amé tov 170 aiwva Kal Ye oAogva o eVIATIKO pub-
MO dpxloav va Sloxetelovtal otnv opBodo&n Avatolr eikéveg amd tn
Pwoia. Epya amoé tn Méoxa, to lNdpooiaf, to Malex kat dAAa kévipa
gvowpatwbnkav oTtoug XWPoug AATpeiag Kal oTLG IOLWTIKEG KATOLKIEG
ToUu eAANVIKOU Xxwpou &imAa otig mapadootakeg, Bulavtivou U@oug,
ELKOVEG.

There were both large and small centres of icon production scattered
across territories densely populated with Greek Orthodox Christians
in the Ottoman empire and areas under Venetian control. The con-
ditions of production in each region and the particular features of
the icons were defined by local tradition, the commercial contacts
and economic activity in each area, but also by the specific religious
conditions and the activity of monastic centres that created a dense
network of inter-Orthodox contacts and exchanges. From the sev-
enteenth century onwards, and at an ever-increasing rate, icons from
Russia began to be sent to the ecclesiastical centres of the Ortho-
dox East. Icons from Moscow, Jaroslav, Palekh and other cities were
incorporated into Greek places of worship and private residences
alongside traditional, Byzantine-style icons.



KPHTH = CRETE

META TNV avaVEWTLIKN TIVON TTOU €QEPAV OTNV KPNTIKN {wypapL-
KN pn&ikéAeubol {wypdpol tou B piool Tou 160U alwva, OTTWG
o MianA Aaupacknvog, o Mewpylog KAGvtlag kat o Aoprvikog
©e0TOKAOTTOUAOG, OTO YUPLOMPA TOU Alwva KAl JECA OTnV €viach
TWV BEVETOTOUPKIKWY TTOAEPWY, Pla VEQ YeVIA ouvTnpnTKWY {w-
VPAQWY ETTECTPEYE Pe PeEYaAUTEPN TTPOoHAWGCH o€ TTPATUTIA TOU
150U awwva. Ta gpyactripla tTNG owkoyévelag twv Aaumdpdwy,
Tou Biktwpa K.d. @AOTEXVOUV HE TEXVLKI APTIOTNTA TTaAalotepa
TPATUTTIA yIa €va KOLWVO TTOU eVELAWEPOTAV Yid TNV avamapaywyn
kablepwpévwy tuTwyv. MapdAAnAa, ocuvexiotnke n {ATnon Kat yla
MELKTOU UPOUG €pya, OTA OTTOI0 EVOWNATWVOVTAL OTOLXELD TOU pa-
VIEPLOMOU KAl TOU PTTAPOK.

After the breath of fresh air brought to Cretan painting by
progressive painters of the second half of the sixteenth century,
such as Michael Damaskinos, Georgios Klontzas and Dominikos
Theotokopoulos (El Greco), at the turn of the century and amidst
the turmoil of the Venetian-Turkish wars, a new generation of
conservative painters emerged who went back to using fifteenth-
century models. The workshops of the Lambardos family, Viktor
and others reproduced older models with technical excellence
for a clientele interested in reproductions of established types. At
the same time, there continued to be a demand for mixed-style
works incorporating elements of Mannerism and the Baroque.



HOAIRFIE
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1. H Navayia O8nyAtpla, tou EypavounA Aapmdpdou « Xavdakag, a’ pood 17ou at. « 41x32,5%x2,7 ex. « Mouceio
Mrmevakn, ME_2987 « H {wypa@ikr) TéXvn amoTteAoUcE CUXVA OLKOYEVELAKO ETTAYYEAUA. XAPAKTNPLOTIKN lval
N TEPITTWOoN NG PEBEUVIWTIKNG OKOYEVELAG TwWV AQUTTAPSWY PE TTOAUGPIBHOUG EKTTPOCWTTOUG TTou Slakpivo-
VTQV yla TNV APoyn TEXVIKI EKTEAECN TWV £PYWV TOUG. H GETIa yVWoN TWY EIKACTIKWY PECWY KAl TNG TTapa-
S00LlaKNG elkovoypawiag paptupel To uWNnAS emimedo KAAATEXVIKNAG TTAldelag TTou AduBavav oTa OlKOYEVELAKA
epyaotnpla.

1. Virgin Hodegetria, by Emmanuel Lambardos - Candig, first half of the 17th century « 41x32.5x2.7 cm -«
Benaki Museum, ME_2987 - The art of painting was often a family profession. The case of the Lambardos
family from Rethymnon is typical, with numerous representatives distinguished for the impeccable technical
execution of their works. Their excellent knowledge of painting materials and traditional iconography testi-
fies to the high level of art education they had received in the family workshops.
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2. O mpoypRtng HAiag pe oknvég Biou, tou Biktwpa (amos.) « Xavbakag, B’ piod 17ou at. » 32,8x31x1,2 ek. +
Yuhdoyn P. Avbpeddn, mapakatadrikn oto Mouceio Mmevdakn « H Sidta&n tng Bloypa@iknig elkovag akolouBet
éva mapadootakd Bulavtivéd oxnua mou Stapopewbnke tov 130 alwva. To diakoountikd mAaiolo amd yuyo
EYLVE JE KAAOUTTL KAl QVTLYPAPEL TILOTA TTOAUTEAELG HETAAAIKEG ETTEVOUCELS.

2. Prophet Elijah with scenes from his life, by Viktor (attr.) « Candio, second half of the 17th century -
32.8x31x1.2 cm + R. Andreadis Collection, on permanent loan to the Benaki Museum - The composition of the
vita icon follows the traditional Byzantine arrangement formalized in the thirteenth century. The moulded
stucco low-relief frame faithfully copies sumptuous metal revetments.



3. To paptipio tou ayiou Anuntpiou, tou Mewpyiou Kopteld - Xavdakag, a’ piod 17ou at. » 25,6x289x2,5 ex.
Mouoeio Mmevakn, NTE_2980 + O ekAektikog {wypdywog I Kopteldg @AOTEXVEL Pla EKOVA TTPOCNAWMEVN
oe maAaloAdyela TPOTUTIA TTou arnyel oe k&Be Aemtopépela tnv éxppaon tou Bulaviivou Aoyiou Mdapkou
Euyevikou (1393-1445).

3. The martyrdom of St. Demetrios, by Georgios Kortezas - Candia, first half of the 17th century « 25.6x28.9x2.5
cm - Benaki Museum, ME_2980 - The eclectic painter G. Kortezas has created an icon reflecting Palaeologan
models that echoes an ekphrasis (literary description) by the Byzantine scholar Marcos Eugenikos (1393-1445)
down to the last detail.
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ENMTANHZA = TONIAN ISLANDS

Amé ta péoa tou 170U awwva Kat KUpilwg YeTd amd tnv mapddoon
Tou Xavdaka otoug OBwpavoug, to 1669, MANBog actwy KaAAL-
TEXVWV Kal Aoyiwv eykatédewpav tnv Kpntn avalntwviag aAlou
poowopdTepPeg ouvOnKkeg dlafiwong kat epyaciag. Kuptol mpoo-
plopoi Toug NTav ta BevetokpatoUpeva Emtdvnoa kat n idia n Be-
vetia, omou utrjpxe Suvapikr eEAAnvopBodoén adeApotnta. Mpd-
OPUYEG KAl KAAATEXVEG PeTEPePaAV ota [dvia TARBoG elkovwy
Kat tnv mapddoon Tng KeNTtikng {wypa@tkng. Méoa amod oxéoelg
pabnteioag pe vidmoug dnuloupyndnkav emiyovol Kal £va TOTTKO
Kpntoemtavnolakd Wiwpa. Oplotikn pnén Pe tnv mapadooiakn
{wypa@LKr) £@epe TO KAAALTEXVLKO Kal Bewpntikd €pyo Tou MNava-
yiwtn Ao&apd (1662-1729) Kat Twv EMYOVWY TOU TTOU ELCHyAyaV
TIG APXEG TNG LTAAIKAG WYPAPLKNG KELG TO VATOUPAAE.

From the mid-seventeenth century, and especially after the
surrender of Candia (mod. Iraklion) to the Ottomansin 1669, many
bourgeois artists and literati left Crete in search of better living
and working conditions elsewhere. Their main destinations were
the Venetian-held lonian Islands and Venice itself, where there
was a dynamic Greek Orthodox confraternity. These refugees
and artists brought to the lonian Islands numerous icons and the
tradition of Cretan icon painting. Apprenticeship agreements
with locals created epigones and a local Creto-lonian idiom.
The definitive break with traditional painting was brought about
by the artistic and theoretical work of Panagiotis Doxaras (1662-
1729) and his followers, who introduced the principles of Italian
painting in naturale.



4. Ot Enitd Maideg ev Epéow, tou EppavounA T¢ave Mmouviadn - Képkupa ry Bevetia, B° piod 170u at. -
43,8x31,9x2 ek. « Mouoeio Mmevakn, NE_3054 + O Aoyiog tepéag kat {wypdeog Eupavounh Tlaveg Mmouvia-
NG, eykatéewe tnv matpida tou, To PEBupvo, dtav kataAreBnke amd toug OBwuavoug, to 1646. Epydotnke
otnv Képkupa kat tn Bevetia aprivovtag mow tou TANB0og €pywy TTou SlakpivovTal yla TNV ApLotn TEXVIKNA
EKTEAEDN Kal Tov ouvSUaopo Tapadoolakwy Bepdtwy pe cuyxpova MPATUTIA aTtd TO PTTAPOK.

4. The Seven Sleepers of Ephesus, by Emmanuel Tzanes Bounialis + Corfu or Venice, second half of the 17th
century - 43.8x31.9x2 cm « Benaki Museum, NE_3054 - The erudite priest and painter Emmanuel Tzanes Bou-
nialis left his hometown of Rethymnon, when it was occupied by the Ottomans in 1646. He worked in Corfu
and Venice, leaving behind a number of works that are distinguished by their excellent technical execution
and a combination of traditional subjects with contemporary Baroque models.
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5. ‘16 o0 AvBpwriog - Emtdvnoa, a’ pod 18ou at. » 555x33x4 ek. + LuMoyr) P. Avdpeddn, mapakatabrkn oto
Mouoeio Mmevakn. « H cUvBeon, Baclopevn oe SUTIKEG XaAkoypagleg, ULOBETHBNKE ammd MTavnolakd epya-
oTPLY, SlapopEWVOVTAg Hia TTapdotaon eufAnuatikn yia to Belo Mabog, avdroyn tng Bulavtvrig Akpag
Tameivwong.

5. Ecce Homo - lonian Islands, first half of the 18th century « 55.5x33x4 cm + R. Andreadis Collection, on
permanent loan to the Benaki Museum -+ The composition, based on western European engravings, was
adopted by lonian workshops, creating an emblematic representation of the Passion of Christ, a counterpart
to the Byzantine Man of Sorrows.



6. Ou dytot Baoilelog kat Mpnydplog o ©aupatoupydg pe Sedpevo motd, tou X. B. (Emupidwv Bevtoupag;) +
Neukada, 1778 + 38,7x31x2 ek. + Mouceio Mmevakn, ME_29729, dwped Mapiag Alyelaiidou. + O lwypdpog Pe
Baon ta apyikd tou tautiletal mbavotata pe tov Aeukaditn Zmupibwva BevtoUpa, o ommolog cuykataiéyetat
otoug mpwtoug EAANVeG kaAAttéxveg Tou éAaBav akadnuaikr {wypaeikn mawdeia otn Bevetia. H cUvBeon kat
N TEXVOTPOTTIA TNG EIKOVAG akoAoUuBoUV TIOTA TIG KATEUBUVOELG TNG ITAAIKNG BpnokeuTikng {wypapikng. H
pop®n Tou TMotou Slakpivetal yia ta 8laitepa mPooWITOYPAPIKA XAPAKTNPLOTIKA.

6. Sts Basil and Gregory the Miracle-Worker with a supplicant, signed S.V. (Spyridon Ventouras?) - Lefkas,
1778 + 38.7x31x2 cm « Benaki Museum, ME_29729, gift of Maria Aigialidou + The painter's initials probably
identify him with Spyridon Ventouras, a native of Lefkas, who was among the first Greek artists to receive
formal training in painting in Venice. The composition and style of the icon faithfully follow developments in
Italian religious painting. The figure of the supplicant is distinguished by its individual portraiture.
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7. Madonna della Salute, Ttou MNavvakn Kopdn - ZakuvBog, 1743 kat 1785 « 22,5x17,5 ek. « Mouceio Mrmevakn,
E_25953, Swped Avbpéa Nelepitn + O yvwotog {wypdwog MNavvakng Kopdng ummoypdgel otnv Tow mAeupd
™G EKOVAG, EVW N apyupeTixpuon emévduon mpooteédnke to 1785 amd tov ABavdacio Movtesdvto. Mapd tnv
LTAAKE TIPOCWVUNIA TTOU avaypa@etal oTnv eMAvVW TTAEUPA TNG PIKENG EIKOVAGS, N oUvBeon Slatnpel loxupoug
Seopoug pe tnv mapadootakr) opBd60En LwypapiKr).

7. Madonna della Salute, by Yiannakis Korais + Zakynthos, 1743 and 1785 + 22.5x17.5 cm « Benaki Museum,
E_25953, Gift of Andreas Nezeritis + The well-known painter Yiannakis Korais has signed the reverse of the
panel, while the silver gilt revetment was added in 1785 by Athanasios Montesanto. Despite the Italian ap-
pellation inscribed on the front face of the small panel, the composition retains strong ties with traditional
Orthodox painting.
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Eikdveg amod SlapopeTikd KEVTIpA Tou 0BwuavIKoU XWPEOU TeK-
MNPLWVOUV ToV EKCUYXPOVIoPO NG Bulavtivig mapddoong yéca
amd TNV avaveéwon KaBLlEPWHUEVWY ELKOVOYPAPLIKWY Bepdtwy Kat
TNV AYONOIWoN VEWTEPLKWY OTOLXElWY, KUpiwg otnv amdédoon tou
XWPEOU. Ze TTOAAEG €IKOVEG N EUPPOCUVN XPWHATLKA KAIHaKA Kat
n Siakoopntikn S1dBeon petaépouv pla aicbnon mMoAUTEAELOG
Kal eKKoopikeuong. I8aitepn katnyopia {wypa@lkwy Epywv ou-
VIOTOUV TA TIPOCKUVNMPATIKA evBupnuata. H emavaiaufavopevn
glkovoypapia toug amodidel cUVOTTTIKA Kal eUANTTA TNV LEPN TO-
oypapia.

O eviaiog oBwpavikdg xwpog dnuloupyolcs duvatdtnteg ema-
WV Kal petakivnong twv {wypdewy oe PeydAn aktiva dpdong.
Epyaotipla {wypa@ikng SpactnplomoloUviay oTa AoTIKA KEVTPA
AAAG Kal OTIG LOXUPEG MOVAOTIKEG KolvdTnteg tou Ayiou ‘Opoug
Kal Twv Metewpwy. Xta PovaoTtikd KEvtpa, N Bulaviivr) KaAALTe-
XVIKA TTapakatadnkn eumiouti{dtav Slapkwg HECW TNG PETAKI-
vNong €pywv Kat KaAAttexvwv amd Ao tov opBddofo kdopo, ot
avolytn emKkolwvwvia pe tnv nyeoia tou Matplapyeiou Kwvotavti-
vouUttoAngG. MapdAAnAg, oe AypoTIKEG KAl NPLAYPOTIKES TIEPLOXES,
amé tn Makedovia kat tnv'Hmelpo wg tn @ecocaiia kat tnv Altw-
Aia, Spouoay, yia TTOAAEG YeVIEG, epyacThpla {WyPAPwWV TTOU CUV-
Séovtav pe oxeoelg evIomOTNTAG KAl OlKoyevelakoug Seopoug. H
TEXVN TOUG amnyel, o €va o amlotmolnuévo Wilwa, TIg Kupiap-
XEG TAoELG TNG (WYPAPLKAG.



Icons from different parts of the Ottoman territories attest to the
modernization of Byzantine tradition through the updating of
established iconographic subjects and the assimilation of mod-
ern developments, especially in the representation of space. In
many icons, the cheerful colour palette and decorative style
convey a sense of luxury and secularization in religious imagery.
Pilgrimage souvenirs represent a special category of paintings.
Their repetitive iconography depicts in a concise and transpar-
ent manner the sacred topography of the shrines.

The undivided expanse of the Ottoman empire created oppor-
tunities for contacts and movement of painters across a vast
area. Painting workshops were active in urban centres and in
the powerful monastic communities of Mt. Athos and Meteora.
In those monastic centres, the Byzantine artistic heritage was
constantly enriched by the transfer of works and artists from all
over the Orthodox world, freely communicating with one an-
other under the aegis of the Patriarchate of Constantinople. At
the same time, rural workshops of painters linked by family ties
and their common origins were active for many generations in
agrarian and semi-agrarian areas from Macedonia and Epirus
to Thessaly and Aitolia. Their art reflects the dominant trends in
painting in a less sophisticated fashion.
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8. H ayia Matpwva + Xiog, mmep. 1600 -« 38,5x29,5x3,7 k. * LuMoyr) P. Avbpeddn, mapaxatabrikn oto Mouceio
Mrevakn « H pikpr) elkdva cuvEEeTal e To mpookUvnua tng ayiag Matpwvag tng XomoAitidag oto to vnot.
To mepitexvo mAaiolo, katayduevo amd PAVIEPIOTIKA TTPOTUTTA, ATAVTd O TTOAMEG EIKOVEG TOU VNOLWTIKOU
XWPOou Tou dYidou 16ou kat tou 170U alwva.

8. St. Matrona + Chios, circa 1600 + 38.5x29.5x3.7 cm « R. Andreadis Collection, on permanent loan to the Benaki
Museum - This small icon is connected with the shrine of St. Matrona the Chiopolitissa on Chios. The ornate
carved wooden frame, in the Mannerist style, is found in many late 16th- and 17th-century icons from the
islands.



9. Eig Adou KdabBobog + Aylo Opog, péoa 17ou at. + 41,5x32,8x3,7 ek. = Zuhhoyn P. Avdpeddn, mapakatabrikn
oto Mouoeio Mmevakn

9. The Descent into Hell - Mt. Athos, mid-17th century « 41.5x32.8x3.7 cm + R. Andreadis Collection, on per-
manent loan to the Benaki Museum

N
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10. TuApa emotuliou pe £évBpovoug amoatooug - Epyactriplo Bopetag EANGSag, B piod T7oual. » 38,5x114x8,2 k. «
YuMoyn P. Avdpeddn, mapakatadrikn oto Mouceio Mmevékn



10. Section of an epistyle with enthroned Apostles + Northern Greek workshop, second half of the 17th century +
38.5x114x8.2 cm + R. Andreadis Collection, on permanent loan to the Benaki Museum

B
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11. BnpéBupo pe tov EvayyeAiopd kat ta Eioéia tng O@eotdkou « Epyactriipo amd to Awotdmt tng Hrelpou,
pgoa 17ou at. + 125x72x4 ek. = LulMoyr) P. Avbpeadn, mapakatadrkn oto Mouceio Mmevdkn « Ot YiAdAyveg
HOPWEG, HE TN YPAUMLIK SLAKOOUNTIKOTNTA TWV eVOUPATWY Toug, N {wner XPWHATIKA KAMAKA Kal Ta TTUKVA
KTrpla Tou BABoug cUYKATAAEYOVTAL OTA XAPAKTNPLOTIKA yvwplopata tTng TéXvng Twy AVOTOTITWY.

11. Sanctuary Doors with the Annunciation and the Presentation of the Virgin - Workshop of Linotopi in
Epirus, mid-17th century « 125x72x4 cm « R. Andreadis Collection, on permanent loan to the Benaki Museum -
The elongated figures with the linear decoration on their draperies, the intense colour palette, and the
densely packed buildings in the background are some of the distinctive features of the art of the painters
from Linotopi.



12. H Asutépa MNapouocia, Tou ABpadp + KwvotavtivoumoAn, 24 Ampiliou 1794 « 55,5x73,5x5 ek. « Mouceio
Mrevakn, FE_38241, Swped tng Avbpovikng Kahevbépn » O évtova apnynuatikdg XapakTneas tng ouvBeong
UE TA EUPPOCUVA XpWwHATA UTToypapuieTal amod emypapeg mou eme§nyoulv Ta emuepoug Bépata. H Aeutépa
Mapouoia, Béua yvwotd améd toug Bulaviivous Xpdvougs, arnyel oUYXPOVEG KOWVWVIKEG KATAOTACELG KAUTN -
o1adovTag 1 EMAVIVTAG CUPTTEPLPOPES KAL KOLVWVLIKA TTPOTUTTA.

12. The Second Coming, by Avraam - Constantinople, 24 April 17794 - 55.5x73.5x5 cm « Benaki Museum,
E_38241, gift of Androniki Kalenderi + The composition's strongly narrative character, with its bright colours,
is reinforced by inscriptions explaining the individual episodes. The Second Coming, a subject that goes back
to Byzantine times, echoes contemporary social issues, castigating or praising attitudes and social norms.

[
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13. H Mavayia Zwoddéxog Mnyr » Kwvotavtvourmodn, apxeg 19ou al « 66,5x43 ek. « Mouceio Mmevakn,
[E_30206, bwped twv ®Awv tou Mouceiou Mmevakn. « H ouvBeon, Tou emavalauBdavetal pe mapaAAayeg
o€ TTANB0G elkdVWY TNG TTEPLOSOU, CUVEEETAL PE TO TTEPIPNHO KWVOTAVTIVOUTIOATIKO TTPOOKUVNUa oTo Baupa-
Toupyd ayiacpa tng Mavayiag oto MmaroukAL

13. Virgin Zoodochos Pigi (The Virgin of the Lifegiving Spring) - Constantinople, early 19th century « 66.5x43
cm -« Benaki Museum, TE_30206, gift of the Friends of the Benaki Museum + The composition, which is re-
peated with variations on numerous icons of the period, is associated with the famous Constantinopolitan
shrine at the miraculous hagiasma (holy water spring) dedicated to the Virgin in the Baloukli (Balikli) quarter.



14. O ayiog lwavvng o Mpdédpopog pe oknvég tou Biou tou « Mikpd Acia, 190G al. » 49,5x34,6x3,1 ek. » Mou-
oelo Mrmevakn, ME_33722. Mpogpxetal amd Ta MPOCPUYIKA KEUNAA Tng eAAnvopBddofng kowvotntag tng
Aykupag. « H Sldtagn Twv okNvwv o KUKAKA Sldywpa yUupw armd TV KEVIPLIKN HOP®N €lval pla avavewTikr
ekbox TwV Bloypa@ikwv eikdvwy Tou 5ladobnkav ce dAo Tov XpPLoTIaviko kéopo ammd tov 130 albva.

14. St. John the Baptist with scenes from his life + Asia Minor, 19th century « 49.5x34.6x3.1 cm « Benaki Mu-
seum, ME_33722. One of the heirlooms brought to Greece by refugees from the Greek Orthodox community
of Ankara. « The arrangement of the scenes in roundels surrounding the central figure is an updated version
of the vita icons that spread throughout the Christian world from the thirteenth century onwards.
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Pwolkég elkoveg Eptavay otnv opBodofn AvatoAn péoa amd mol-
KiAeg Sladpopég: dAoTe pe dxnpa Tig {nteieg, SnA. TIG ATTOCTOAEG
EKTIPOOWTIWY TWV EKKANCLACTIKWY pupdtwy Tpog tn Pwoia yia
€€eUPEON OLKOVOMLKNAG evioxuong: AANOTE PEow eptropiou- AANO-
TE WG €PYAAEio TNG EMIONUNG PWOLIKAG €EWTEPLKNAG TTOALTIKAG. H
ToapKA nyeoia, mpofdAlovtag tnv beoloyia tng Tpitng Pwung
€0eoe UTO TNV Tpootacia Tng ta peyaia opBdSofa mpookuv-
MOTO, Ta TTATPlaPXEia Kal TA CNUAVTIKOTEPO PMOVAOTIKA KEVTIPA
NG AvatoAng, omwg to Aylo Opog kat ta Metéwpa. H otkovoutkn
evioxuon mou toug mapeixe N Pwoia cuvduadldtav pe tnv amoocto-
AR emionpwy Toapkwy dwpwv. Ta TTOAUTEAR Toaplkd dwpa TTou
oToAWav Toug vaoug Twv 0pBodowy Siatpdvwvav tn cupBoAt-
K Tmapoucia tng Pwoiag otoug xwpoug Aatpeiag kal Tnv uPnAn
Tpootacia Tou TTapeixe o Todpog otoug opdSofoug xplotiavoug.

‘Ocov aopd TIG PWOLKEG EIKOVEG TTOU SloxeTelovtav oTov eAAN-
VIKO XWPO, TA €lKOVOoypaLkd toug Bépata, pe pileg otn BulavTl-
v Tapddoon, ATav Katd Kavova olkeia Kal avayvwpiotpa amd to
eAMNVIKSO Koo, Xe autd cuykataléyovtav ot o Sadedopévol
aytol tng opBodoiag, o NikdAaog, o ewpylog, o Imupidwvag, ot
MEYAAES YIOPTEG TOU AELTOUPYLIKOU £TOUG KAl KUPIWG OL TTOLKIAEG
EIKOVOYPAWIKESG ekSOXES TNG Mavayiag, ol meplocdTEPES avtiypa-
@a Sidonpwy Baupatoupywv elkovwy, oTrwg ot Mavayieg tou Ka-
Cav kat Tou BAavtipip.



Russian icons reached the Orthodox East through a variety of
routes: sometimes through ziteies (Gr. {nteieg), fundraising trips
made to Russia by representatives of Eastern Orthodox religious
institutions; sometimes through trade; sometimes as a tool of
Russia's official foreign policy. As a way of promoting the ideol-
ogy of Moscow as the Third Rome, the Tsars placed under their
protection the great Orthodox pilgrimage shrines, the patriar-
chates and the most important monastic centres of the East,
such as Mt. Athos and Meteora. In addition to financial support,
they also sent official gifts. These lavish gifts adorned Ortho-
dox churches and symbolized Russia's presence in these sacred
places, as well as the stalwart protection offered by the Tsars to
fellow Christians.

As regards the Russian icons that were channeled into the Greek
world, their iconographic subjects, rooted in Byzantine tradition,
were, as a rule, familiar and recognizable to the Greek public.
These included the most venerated saints of Orthodoxy, such as
Nicholas, George and Spyridon, the great feasts of the liturgical
year and, above all, various iconographies of the Virgin, most of
them copies of famous miraculous icons, such as the Virgins of
Kazan and Vladimir.
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15. Mavayia tou BAavtipp « Mdoxa, mep. 1600 « 31x26,5 ex. » Tuhloyry P. Avbpeddn, mapakatabrkn oto
Mouceio Mmevakn « MaiAadio tng Pwaolag, n Mavayia tou Bhavtipip, pa Bulavtivr eikdva Mukogilovoag,
avtypdgnke o TANOOG HETAYEVECTEPWY £PYwY, OTIWG OUVERN Kat pe tn Bulavtivr mpootdatida tng Kwvota-
VTVOUTTOANG, TNV elkova tng Mavayiag Odnyrntetag.

15. Virgin of Vladimir - Moscow, circa 1600 « 31x26.5 cm + R. Andreadis Collection, on permanent loan to the
Benaki Museum - The Virgin of Vladimir, a Byzantine icon of the Virgin of Tenderness, became the palladium
of Russia and was copied in numerous later works, as was the case with the Byzantine protectress of Con-
stantinople, the icon of the Virgin Hodegetria.



16. Mavayia tou NdBoug « Mdoxa, 170G at. « 43,2x36,7x2,6 ek. » Mouceio Mmevékn, NE_29533, Swped Mavdv
Pevigpn « H elkdva avamapdyel KpnTikd elkovoypa@ikd mpdtura mou dadibovtal otn pwolkr) BpnoKeuTikr
TEXVN PETA ToV 170 alwva, étav evioxuovtal ol oxeoelg tTng MooxoBiag pe to Matplapxeio tng Kwvotavtivou-
TTOANG.

16. Virgin of the Passion + Moscow, 17th century + 43.2x36.7x2.6 cm - Benaki Museum, M'E_29533, gift of
Manon Renieri « The icon reproduces Cretan iconographic models that spread in Russian religious art after
the seventeenth century, when relations between Muscovy and the Patriarchate of Constantinople were
reinforced.
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17. O dyiog Mewpytog £purmog » Mdaoxa, 1706 at. » 31,5x274 ek. » Mouceio Mmevakn, ME_46252, kAnpoddtnua
Avactaciou kat Mapiag Baradbwpou

17. St. George on horseback + Moscow, 17th century « 31.5x27.4 cm + Benaki Museum, M'E_46252, bequest of
Anastasios and Maria Valadorou



18. O dytog lwavvng o Mpd8popog pe PpWOIKEG Kal HETAYEVESTEPES EAANVIKEG EMypapEg » Mstera, TTeploxn
BAavtiptp, 180¢g at. » 30x23,3x2,7 ek.» Moucelo Mmevakn, ME_31409, dwped Mévng Koupdkn « Ot emlwypapt-
OUEVEG ETTILYPAWPEG KAl N TTAQOTH TTaAaiwon TNG eM@AVELAG O@EeAOVTAL OTN AeYOUEVN «CUVTIPNON TOU TTaAdl-
OTTWANY, TTEAKTIKNA YVWOoTH armd MARBOG EKOVWY TTOU SLOXETEUTNKAV OTIG apXeg Tou 200U alkva otnv ayopd.

18. St. John the Baptist with Russian inscriptions, overpainted by Greek lettering + Mstera, Vladimir region,
18th century » 30x23.3x2.7 cm + Benaki Museum, M'E_31409, gift of Meni Koufaki « The overpainted inscriptions
and artificial ageing of the paint surface are due to the so-called "antique dealer's conservation”, a practice
seen on numerous icons that were introduced into the market in the early twentieth century.
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19. Navayia Mavtwv @ABopévwy n Xapd * Ayia MetpoumoAn, TéAn 190u at. « 42,5x34 ek. « Mouoeio Mmevakn,
ME_45338, Swped XpuooUAag kat Alkatepivng Amootolou » H elkovoypapia emavarapBavel eva Baupatoup-
v6 mpdtutio mou yvwpilet Siadoon otnv Ayia MNetpoUmoln petd to 1888. H ouvBeon €Akel TNV kataywyr tng
armod T SUTIKOEUPWTTALKN ElKovoypapia tng Mavayiag.

19. Virgin Joy of all those who suffer « St. Petersburg, late 19th century + 42.5x34 cm - Benaki Museum,
ME_45338, gift of Chrysoula and Aikaterini Apostolou « The iconography repeats a miracle-working model
that became popular in St. Petersburg after 1888. The composition is inspired by Western European iconog-
raphy of the Virgin.



20. O aytog Inmupidwv « Kholui, kevtpikr) Pwaia, 1906 at. « 36,3x30,2x1,7 ek. « Mouceio Mmevdkn, ME_31445,
Swped MNewpyiou Oeotokd. « H Aatpeia Tou ayiou Xmupidwva ntav e§icou Sladedopévn kat otn Pwala. TéToleg
elkdveg mapdyovtay padiké kat Sloxetevovtav amd Toug MEPUTAQVWPEVOUG EPTTOPOUS afenya otov BaAkavikd
XWPO YLa va TTouANBoUV oTa TTPOCKUVAUATA KAl TG EPTTOPOTIAVNYUPELS.

20. St. Spyridon - Kholui, Central Russia, 19th century « 36.3x30.2x1.7 cm + Benaki Museum, I'E_31445, gift of
Georgios Theotokas « The cult of St. Spyridon was as widespread in Russia as it was in Greece. Such icons
were mass-produced and distributed by wandering merchants, the afenya, to the Balkan region to be sold
at shrines and fairs.
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Ta €pya WOLwTIKAG eUAdBelag ekppdlouv pe evdpyela TG Lolaitepeg
ALoONTIKEG TTPOTIUNOELG KAL TIG AQTPEUTIKEG TTPAKTLKEG TWV TTAPAYVYE-
AoSotwv tous. Ta €pya autd, HIKpWwV KAtd Kavova Slaotdoswy, eixav
TOAAQTTAN ONPacia yla TOUG KATOXOUG TOUG: TTPOOTATEUAY TO OTIITL
TOV XWPO gpyaciag, o autd KatelBuvav Ti§ TTPOCEUXES TOUG, XPNOi-
MEUAV WG QUAAKTAE, cuvodeuav Toug KATOXOUG TOUG OTOV TTOAEUO N
oe ta&idla. Ayamnuévol dylot r avtiypaga Sidonuwyv Baupatoupywv
EIKOVWYV UETEQPEPAV TNV TIPOOCTACIA TOUG OTOV TIOTO, Péoa amd pia
AUECN TIPOCWTILKN OXECN TTOU EVIOXUOTAV ATTO TNV ATTTLKI ETTAWPH UE TO
IOLWTLKO AATPEUTLKO €pyoO.

Works of private devotion vividly express the personal aesthet-
ic preferences and cult practices of the people who commissioned
them. These works, generally of small dimensions, were of great im-
portance to their owners: they protected their homes or workplac-
es, heard their prayers, served as amulets, and accompanied their
owners to war or on their travels. Beloved saints or copies of famous
miraculous icons extended their protection to the faithful through
a direct personal relationship enhanced by tactile contact with the
private devotional work.
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21. ®UANo Surtuyou pe tov Xpiotd Akpa Tameivwon « Kpntikd epyactriplo, apxeg 17ou at. » 129x9,3x14 ek. «
Mouoeio Mmevakn, ME_3721, Swped NikdAaou ZepPBouddkn « To Béua, yvwoto otn Bulaviivr texvn amd tov
120 alwva, ATav EPMVEUCUEVO amo Tig akohouBieg Twy Mabwv kat ntav Wlaitepa ayarntd oe €pya IOIWTIKAG
euAABelag otov 0pBG50E0 G Kal OToV KABOAIKS KOGHO.

21. Panel of a diptych with the Man of Sorrows - Cretan workshop, early 17th century « 129x9.3x1.4 cm -
Benaki Museum, ME_3721, gift of Nikolaos Zervoudakis + The subject, known in Byzantine art as far back as
the twelfth century, was inspired by the Passion services and became particularly popular in private devo-
tional works in both the Orthodox and Catholic world.



22. Tpimtuxo pe tnv Navayia Moptditicoa « Aylo Opog, B puicd 17ou at. « 27,8x40x4,8 ek. (avolyto) » Zuloyn
P. AvSpeddn, mapakatabrikn oto Mouceio Mrmevakn ¢ H mpoowvupia tng MNavayiag cuvéet To tpimtuyo pe
v opwvupn Baupatoupyr) eova tng Movrg IBRpwy. H eupeia Siddoon tou BEPATOG TEKUNELWVEL TOV OE-
Baopd mou meplERarAe To TPWTAHTUTIO, AAAG Kal Tov KoPPIKO podio tou Ayiou Opoug yia dAo tov opbBddofo
KOGHO.

22. Triptych with the Virgin Portaitissa + Mt. Athos, second half of the 17th century - 27.8x40x4.8 cm (open) +
R. Andreadis Collection, on permanent loan to the Benaki Museum + The appellation of the Virgin connects
the triptych with a miraculous icon in the Monastery of Iviron. The widespread dissemination of the subject
testifies to the veneration that surrounded the original, as well as the pivotal role of Mt. Athos throughout
the entire Orthodox world.
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23. Tpintuxo pe Aénon, ayioug kat tov EuayyeAiopd otnv e§wrtepikn) mAeupd « Hmelpwtikry EANGSq,
170G at. » 24x34,5%3 ek. (avolxtd) « LuAoyr) P. Avbpeddn, mapakatabrikn oto Mouceio Mrmevékn « H amiolikr)
EKTEAEON TWV BEPATWY PE TNV EVIOVN YPAUUIKOTNTA KAl TN OTOLXEWWSEN XPWHATIKY KAlHaka eival atexvog
QAmONX0G TWV KAAALTEXVIKWY PEUPATWY TTOU KUPLapXoUoav oTov Balkavikd xwpeo tov 170 albva.

23. Triptych with Deesis and saints, with the Annunciation on the outside - Mainland Greece, 17th century «
24x34.5x3 cm (open) * R. Andreadis Collection, on permanent loan to the Benaki Museum « The naive execu-
tion of the subjects, intensely linear and using a basic colour palette, is a crude reflection of the artistic trends
that predominated in the Balkans in the 17th century.



24. O aylog Ituhiavédg « Aylo Opog, péoa 18ou at. » 22,7x17,5x1,8 ek. » LuAoyr| P. Avbpeddn, mapakatabrikn
oto Mouoeio Mmevakn « O dylog Kpatel pikpd maddki, umoypapuiovtag Tov pOAo ToU WG TTPOCTATN TwV
TABIOV AAAG KAl TWV YUVALKWY TTOU EMBUPoUCAV VA TEKVOTTOLHCOUV.

24. St. Stylianos + Mt. Athos, mid-18th century + 22.7x17.5x1.8 cm + R. Andreadis Collection, on permanent
loan to the Benaki Museum - The saint is holding a small child, emphasizing his role not only as protector of
children, but also of women who wished to have children.
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25. Tpimtuyo » Ayio Opog, mep. 17700 « 62,5x90,5x4,2 ek. (avolxto) » Zulhoyn P. Avdpeddn, mapakatabrikn oto
Mouoceio Mmevdkn

25. Triptych « Mt. Athos, circa 17700 + 62.5x90.5x4.2 cm (open) + R. Andreadis Collection, on permanent loan
to the Benaki Museum



26. Tpimtuxo pe ta Ewoébia, tov EuayyeAiopd, tn Mévvnon kat dAAeg oknvég * Epyaotrpla Ltpdyyavo, Sol-
vychegodsk, Bopela Pwoia, 170G al. » 26,1x45,1 ek. » Mouceio Mrmevakn), ME_14147, Swped ANe§avEpag Xwpeun «
H eiovoypapia amobdibet blaitepn tiur otn ©eotdko Kal otov poAo tng otnv Evodpkwon kat otn Zwinpla
TwV TMOTWV. Ot EANANVIKES ETTLYPAWES elval HETAYEVECTEPES TTPOOONKEG TTAVW ATTO TIG APXIKEG PWOLKEG.

26. Triptych with the Presentation of the Virgin, the Annunciation, the Nativity and other scenes - Stro-
ganov workshops, Solvychegodsk, Northern Russia, 17th century « 26.1x45.1 cm « Benaki Museum, TE_14147,
gift of Alexandra Choremi « The iconography pays tribute to the Virgin Mary in particular and her role in
the Incarnation and the Salvation of mankind. The Greek inscriptions are later additions, written over the
original Russian ones.

2]
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27. Avo @UAAa tpurtdxou pe tnv Mavayia BAaxepvitiooa i Mavayia Znamenie kat toug ayioug Anurtpto
kat Fewpyto * Mooxa, a’ pood 18ou al. » 14,5x18 ek. (avolytd) « Mouoeio Mmevdkn, ME_14461 « H eikovoypapia
mapapével motrh oe Bulavtvd TpdTuTa, ekpEAlovTag TIG TTPOTIUNCELS TNG emionung ExkkAnolag. H apyupn
emévduon (1723-42) photexvrbnke amod tov Ihapiova Aptépteg pe oppayideg eAéyxou tou Epvot Pouy.

27. Two panels of a triptych with the Virgin Blachernitissa (of the Sign or Znamenie) and Sts Demetrios
and George - Moscow, first half of the 18th century + 14.5x18 cm (open) « Benaki Museum, ME_14461 + The
iconography faithfully copies Byzantine models, expressing the preferences of the official Church. The silver
revetment (1723-42) was made by Hilarion Artemiev with control stamps by Ernst Ruch.



28. Avo mAdiva @UAAa TpuTtuxou pe Sidwveg mapactdoelg ayiwv * Epyactriplo Bopelag Pwoiag, B piod 170u at
Kat 2066 at. * 334x20,6x23 ek. kat 32,9x20,3x2,1 ex. » Mouceio Mmevakn, ME_29534, ME_29535, Swped Mavov
Pevigpn

28. Two side panels of a triptych with two-tiered portraits of saints - Northern Russian workshop, circa
1700 and 20th century « 33.4x20.6x23 cm and 32.9x20.3x2.1 cm + Benaki Museum, "'E_29534, 'E_29535, gift
of Manon Renieri

w
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29. H Ayia Xkémn tng Mavayiag « Epyaotripo Maiawdmotwy, meptoxn BAavtipp, 1906 at. « 13x11x0,4 eK.
Mouoeio Mmevakn, FE_30278, Swped Ltépavou BarAidvou « H pikpn eikdva Tipd tn Oeotdko wg mpootdtida
Twv mMotwv. To B¢pa elvat umveucpévo amd tn Bulavvh ayloloyikr mapddoaon kat upvoypawia, tov Bio tou
ayiou Avbpéa tou Laiou kat tov Pwpavd MeAwdd, aAld n elkovoypagikr cuvBeon Stapopewbnke otn Pwaia.

29. Virgin Pokrov (The Protecting Veil of the Virgin) - Old Believers workshop, Vladimir region, 19th century -
13x11x0.4 cm « Benaki Museum, ME_30278, gift of Stephen Vagliano + This small icon honours the Virgin
Mary offering protection to the faithful. The subject is inspired by the Byzantine hagiological tradition and
hymnography, the life of St. Andrew the Fool and Romanos the Melodist, but the iconography was created
in Russia.



30. Ainrtuxo pe tnv Koipnon tng @eotékou kat tnv AvaAnyn « Mdaey, mepoxr IBavoBo, péoa 190u al
10,5%x16,5 ek. » Mouceio Mmevakn, ME_30250, dwped Ltégavou kat Dpaykiokou Bariidvou « To eviumwolakd
TePIKAELOTO CPAGATO Tou TAalciou evtdooetal o éva pevpa avaBiwong BulavTivwy SIAKOCUNTIKWY TEXVIKWY
TTOU KUPLAPXNOE OTn pWOLKN TTapaywyr 8wy moAuteAelag oto Téhog Tou 190U auwva.

30. Diptych with the Dormition of the Virgin and the Assumption « Palekh, Ivanovo region, mid-19th century -
10.5x16.5 cm -« Benaki Museum, ME_30250, gift of Stephen and Francis Vagliano + The impressive cloisonné
enamel of the frame is part of a revival of Byzantine decorative techniques that prevailed in the production
of Russian luxury goods towards the end of the 19th century.
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31-34. OpetxdAkiva lkovidia pe emypuowoelg kat opdAto. « Pwoia, 190¢ at. « 31: 19,312 ex. (TE_31453, Swped
lewpyiou K. @gotokd), 32: 9,8x27,5 ex. (TE_14464), 33:10,3x7,3 ek. (TE_52599, cuhloyr| Kovtounva-Taputipn),
34: 6,5x4,3 ek. (TE_34701), Mouceio Mrmevakn « Metd tnv eKKANCLAOTIKN PETaPPUBULION Tou Tatpldpyxn Mo-
oxag Nikwva (1605-1681) kat to cuvakdrouBo oxiopa mou Slaipeoe tnv EkkAnoia tng Pwoiag, ot Siwkoueveg
KOWVOTNTEG TwV MaAAOTIIOTWY CTEAPNKAY OTNV IBLWTIKNA Aateela. Ta xUTtd HETAAAKG £pya, lkovidila, oTtaupol,
Simtuxa n Telmtuxa mapdyovtav padikd, Kuplwg tov 190 albva, kat eixav TOAAQTTAR XPron: OTO OLKOYEVELAKO
TTPOOKUVNTAPL, WG PUACKTY, I WG TAPIKA KTep{opata. E§ayovtav ouyxpovwg kat otov 0pBd80&o Baikavikd xwpo.



31-34. Brass icons with gilding and enamel - Russia, 19th century « 31: 19.3x12 cm (I'E_31453, gift of Georgios
K. Theotokas), 32: 9.8x27.5 cm (FE_14464), 33: 10.3x7.3 cm (F'E_52599, Contominas-Tziampiris Collection),
34: 6.5x4.3 cm (FE_34701), Benaki Museum - After the ecclesiastical reform of Patriarch Nikon of Moscow
(1605-1681) and the subsequent schism that divided the Church of Russia, the persecuted communities of Old
Believers took refuge in private worship. Cast metal works, icons, crosses, diptychs or triptychs were mass
produced, especially in the nineteenth century, and had multiple uses: in the family iconostasis, as amulets,
or as funerary offerings. They were also exported to Orthodox communities in the Balkans.
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OL KAAANTEXVIKEG €TTAWESG PE TN AUon Atav SlapKeig Kal TTOAULOPYES.
BevetokpatoUpeveg meploxeg omwg N Kpntn kat ta Emtavnoa peteixay,
€0TW KAl WG TIEPUPEPELD, OTLG TTOAITIOMIKESG e§eA§elg TG SuTikng Eupw-
mNG. TNV oBWUAVLIKY EMIKPATELD, Ol TIUKVEG EMTIOPLKEG OXECELG ME TN
AUon, eldwv TToAuTeAEiag KUPIWG, ETETPETAV TN PHETAPOPA VEWV TACEWV
Kal potifwy mou avavéwvav To PemePTOPLo TwV epyactnpiwy. Xtn {w-
VPA®LKN BLATEPWG, KOUPIKO POAO ETTALEE TO EUTIOPLO XAAKOYPAPLWY TIOU
avamapniyav épya Sidonuwy Eupwmaiwv KaAAtexvwy, dnuloupywviag
véa mpotuma. Xtn Pwoia, n cuveldntr) TOALTIKI) KAl TTOALTIOULKI) OTPO®N
mpog tn Auon amd tnv emoyr tou todpou lMétpou A’ (1672-1725), cuvo-
Seltnke amd TV avavéwaon thg PWOLKNG BpnokeuTtikAg {WYPAPIKAG TTOU
OTPAPNKE OTNV EUPWTTAIKA TTAPAdooh. Ot SUTIKOTPOTTEG PWOLKEG EIKOVES
Tou £@tavav ota BaAkavia amotéAscav pia SIapopEeTIKY, EUUECH TTNYN
METAPOPAG SUTIKOEUPWTTATKWY TIPOTUTTIWV.

Artistic contacts with the West were ongoing and varied. Vene-
tian-held regions such as Crete and the lonian Islands participated in
the cultural developments of Western Europe, if only marginally. In the
Ottoman empire, intensive trade relations with the West, especially
in luxury goods, allowed the transfer of new trends and motifs that
enhanced the repertoire of the workshops. In painting in particular the
trade in engravings, which reproduced the works of famous European
painters, played a key role in creating new models. In Russia, the con-
scious political and cultural shift towards the West that had begun in
the reign of tsar Peter | (1672-1725) was accompanied by a revival of
Russian religious painting, which embraced the European tradition.
The westernized Russian icons that reached the Balkans were an al-
ternative, indirect source for the transfer of Western European models.
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35. H Mpookuvnon twv Maywv, tou Eppavoun Aapmdpdou « Xavdakag, mep. 1600 « 48x52 ex. « Tulhoyn
P. Avbpeddn, mapakatabrikn oto Mouceio Mmevdakn « O cuvtnpntikog {wypdwog Epuavoun Aaumapdog
melpapatidetal pe pia cUVOECn EUTTVEUCHEVN aTTO TTPOTUTTA TOU LTAAIKOU HAVIEPLIOHOU, TNV oTTola eKTEAEL Ue
TaPaSOCLOKA TEXVOTPOTTIKA KAl TEXVIKG HECQA, XWPIG VA amo@eUyeL OXESIAOTIKEG ATEAELEG.

35. The Adoration of the Kings, by Emmanuel Lambardos - Candia, circa 1600 « 48x52 cm + R. Andreadis
Collection, on permanent loan to the Benaki Museum -+ The conservative painter Emmanuel Lambardos
experimented with a composition inspired by Italian Mannerist models, which he executed employing tradi-
tional stylistic and technical practices, with some imperfections in the draughtsmanship.



36. H ®ho&evia tou ABpadp « Kpntn, mep. 1600 « 54x80,6x1,7 ek. » Mouceio Mmevakn, ME_20547 « O dyvw-
OTOG KAAALTEXVNG akoAouBel TToTtd to Wilwpa tou didonpou HpakAelwtn {wypdgou Mewpyiou KAdvtla, ago-
polvovVTag otn cUVBeon TNV TIPOOTTTIKY SIaTagn Twv KINPiwv Kal TG EUTTVEUCUEVEG ATTO TOV PAVIEPLOHO,
VEUATEG Kivnon, HOPWES.

36. The Hospitality of Abraham - Crete, circa 1600 + 54x80.6x1.7 cm - Benaki Museum, ME_20547 + The un-
known artist faithfully follows the style of the famous Candiot painter Georgios Klontzas, assimilating in the
composition the perspective view of the buildings and the lively figures inspired by Mannerism.

THE DIALOGUE WITH WESTERN ART
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37. Ta Ewo681a tng Oeotdkou * Kprjtn, B’ tétapto 170u at. « 42x33x4 ek. « Tuloyr| P. Avbpeddn, mapakata-
Brikn oto Mouceio Mmevdkn. « LTnv Tow MAEUPA TNG EKOVAG YPATTTOG Bupeds TTpoBdAAeL péoa oe cartouche.
MAatolvetal amd ayyeAkr) Hop@r), SAlUOVIKO TTPOOWTTED KAl NUIYUPVESG OTEPWTEG HOPYES. To KaTEAo Kabo-
AKOU ETTIOKATTOU TTOU ETTICTEPEL TO OLKOONHO SNAWVEL TNV OLOTNTA Tou KABOAKOU KATdXoU.



37. The Presentation of the Virgin + Crete, second quarter of the 17th century + 42x33x4 cm + R. Andreadis
Collection, on permanent loan to the Benaki Museum + On the reverse of the icon there is a painted coat
of arms in a cartouche. It is framed by a cherub, a demonic mask and two half-naked winged figures. The
Catholic bishop's hat surmounting the coat of arms declares the status of the holder.
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38. Apxayyelog MixanA, tou @ed68wpou Mouldkn « Képkupa, B’ oo 17ou al. « 76x54,3 ex. « Mouoceio Mmeva-
«n, TE_3007 « ‘OAa ta ototxeia tng cuvBeong, To €viovo contrapposto tng pHop@ng PeE To pHaiakd {wypa@ikod
TTAACLYO, N SlakOoPNOoN TNG TTAVOTTAIAG KAl N TEPATOPoP®N ATTEKOVION Tou SlaBdAou ota modla Tou ayyélou,
elval davelopéva ammd To eUpWITAKS PTAPOK, aAd TpoBaiouv oe TTapadootakd xpuod Babog.

38. The Archangel Michael, by Theodore Poulakis « Corfu, second half of the 17th century « 76x54.3 cm -
Benaki Museum, TE_3007 - All the elements of the composition, the intense contrapposto of the figure with
its soft painterly rendering, the decoration of the armour and the monstrous depiction of the devil at the an-
gel's feet, are borrowed from the European Baroque, but they are set against a traditional gold background.



39. Auo @UAAa tpumtUyou pe tn Aénon « Mooxa, Kpepivo, Epyaotriplo tng AlBoucag twv OmAwy, téhn 17ou a. «
14x11,5 ek. (to kabéva) « Mouoeio Mmevakn, NE_14460_a, ME_14460_f

39. Two panels from a triptych with the Deesis - Moscow, Kremlin, Armoury Chamber, late 17th century -
14x11.5 cm (each) « Benaki Museum, M'E_14460_a, NE_14460_b

o
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40. Abo @UAAa tpuTtUxou 1 moAutrtuxou » Mooxa, KpepAivo, Epyaotrplo tng Aiboucag twv Omiwy, a’ pod
18ou aL.  22,5x32 ek. (avolxtd) « Mouceio Mmevaxn, E_33775. Mpogpxetal amd ta mpoo@uyikda KeunAla Tng
eMNvopBd80ENng KowvodtnNtag tng Aykupag. » To SImtuxo akoAoubel TIG AVAVEWTIKEG TACELS TTOU ELOT)yayav
otnv emionun Bpnokeutikn {wypagikr tng Pwolag wypdpot émwg o Lipov Ouodko (1626-1686). Ta elcapka
TPOOWTTA HE TIG HOAAKES ToVIKES SlaBabuioelg cuvdudlovtal e avagopeg atny Mapadootakr EANNVIKH ELKO-
voypaeia, OTTwg KATadelkvUouV oL EAANVIKEG ETTYPAWES TTou cuvodelouv to Ayio MavorAto.



40. Two panels of a triptych - Moscow, Kremlin, Armoury Chamber, first half of the 18th century - 22.5x32
cm (open) + Benaki Museum, ME_33775. One of the heirlooms brought to Greece by refugees from the Greek
Orthodox community of Ankara « The diptych follows the innovative trends introduced into official Russian
religious painting by painters such as Simon Ushakov (1626-1686). Fleshy faces with soft tonal gradations
are combined with references to traditional Greek iconography, as demonstrated by the Greek inscriptions
accompanying the Holy Mandylion.

o
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41. Navayia tou Kaddv « Ayia MNetpoUtmoAn, 1897 « 34x29,5x4 ex. » Mouceio Mmevakn, ME_8441, Swped Lopiag
Xapitakn «H Mavayia tou Kalav amodidetal edw pe AGdL mavw oe PETAAAO, eyKaTaAeimovtag TG mapado-
OLAKEG TEXVIKEG TWV EKOVWY. To HAAaKS akadnuaikéd mAGoiuo cuvOuadetal Ye TTOAUTEA) HapyapLtdpla Kat
TAQLCLOVETAL ATTO TTEPIKAELOTO OUAATO TTou avafiwvel Bulavtiveg Texvikeg. H elkdva ftav dwpo twv EANvwy
g Pwolag otov otpatnyd Kwvotavtivo YpoAévokn, npwa tou EAAnvotoupkikou MoAépou tou 1897.

41. Our Lady of Kazan - St. Petersburg, 1897 « 34x29.5x4 cm - Benaki Museum, E_8441, gift of Sofia Chari-
taki + The Virgin of Kazan is painted in oil on metal, abandoning the traditional techniques of icon painting.
The soft academic style is combined with sumptuous pearl decoration and framed by cloisonné enamel
that revives Byzantine techniques. The icon was a gift from the Greeks of Russia to General Konstantinos
Smolensky, a hero of the Greek-Turkish War of 1897.



42. Ayia BapBdapa « Kholui, kevtpikr) Pwoia, 1906 at. « 33,5x26,2x2 ek. « Mouceio Mmevékn, ME_27467, kAnpo-
vould Avaotaciag Kaparrdvou

42. St. Barbara - Kholui, Central Russia, 19th century « 33.5x26.2x2 cm « Benaki Museum, [E_27467, bequest
of Anastasia Karapanou

THE DIALOGUE WITH WESTERN ART
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H teAeutaia evotnta tng €kBeong eotidlel otnv teXVoAoyia Kat th
OUVTNPNON TWV PWOLKWV €IKOVWY Tou Mouceiou Mmevdakn. H pelé-
tn ulomolibnke oto TAaioclo Tou gpeuvnTikoU TpPoypAupatog ERC
RICONTRANS: Visual Culture, Piety and Propaganda: Transfer and
Reception of Russian Religious Art in the Balkans and the Eastern
Mediterranean (16th — early 20th c). To poypayua eMETPEPE va avi-
XVEUTOUV ol SladpoPég Kal oL 6pol cuvlTIAPENG TWV PWOLKWY HPE TIG
EAANVLKEG ELKOVEG, OXL MOVO OTIG AATPEUTIKEG TIPAKTIKEG AAAA KAl OTIS
MOUOCELAKEG GUAAOYEG TOU EAANVIKOU XWPEOU. AvarrooTiacTo TUAMA TNG
£€peuvag ammoTeAel 0 eVIOMONOG TwV LOLAITEPWY TEXVOAOYLIKWY YVWEL-
OMATWY Kal N TEKUNPIWoN TWV AAAOLWOEWV TTOU UTIECTNOAV TA PWOLKA
€pya oto mépaocpa tou xpoévou. H peAétn Baciletal otn CUCTNUATLKN
Slepelivnon TwV TINYWYV KAl OTNV £QAPUOYHN MN ETEPRATIKWY TEXVIKWV
gAéyxou Kal avaAuong. Ta eupruata tng £€peuvag mou mapouactddovtal
TIPOCWPEPOUV CUYXPOVWG OTOUG EMIOKETTEG TN omdvia duvatdtnta va
Tmpooeyyioouv ta épya o BABog péoa amd Tov PAKO TOU CTEPEOTKOTTIOU.

H ZYNTHPHZH TQN PQZIKQN EPIFQN - IAIAITEPOTHTEZ KAI MPOBAH-
MATIZMOI ¢ Y& pla TPWTN TTPOCEYYLON, OL XPrOELS, TA UAIKA KAl N Te-
XVoAoyia KATaoKeUNG autrg TG opadag epywv Sev éuolale va amexouv
TOAU armod avtiotolya £pya eAANVLKNAG TTPoEAeUONG. AUTO ATAV €wg Evav
BaBud avapevopevo, dedopévng tng kowvng Bulavtivig agetnpiag Kat
™G, MEXPLG €vOg onueiou, TapAdAANAnG mopeiag twv Suo opBodofwv
XPLOTLAVIKWY XWPWV TTou Ta Trapriyayav. Evtoutolg, o TpooeKTIKOG £p-
YaAOTNPLOKOG EAEYXOG TWV £pywy Katedelfe 1O1AITEPOTNTEG TTOU ATTOTE-
Aecav agopur) MEoBANUATIoUoU, EYEipoVTag EpWTrMATA TA OToia ago-
poucav TNV TTAEov CUVETN Kal BéAtiotn Sduvatr) Slaxeiplon tou UALKou
OTa EPYACTAPLA CUVINPNONG.



The last section of the exhibition focuses on the technology and con-
servation of the Benaki Museum collection of Russian icons, which
was carried out under the ERC RICONTRANS research project: Visual
Culture, Piety and Propaganda: Transfer and Reception of Russian Reli-
gious Art in the Balkans and the Eastern Mediterranean (16th — early 20th
c). This international European initiative enabled us to understand
the routes taken by these Russian and Greek icons and the factors
that encouraged their coexistence, not only in cult practices but also
in museum collections throughout Greece. An integral part of the
research is identifying special technological traits and documenting
the alterations that Russian works have undergone over the years.
The study is based on the systematic investigation of literary sources
and the application of non-invasive analytical techniques. The pres-
entation of the findings and concerns raised during conservation
treatment also offers visitors the rare opportunity to engage with the
works in-depth through the lens of a stereoscope.

THE CONSERVATION OF RUSSIAN ARTEFACTS - ISSUES AND CONCERNS
At first glance, the use, the materials and the techniques employed
to this group of artefacts did not seem very different from those of
similar works from Greek workshops. To some extent this was only
to be expected given the common Byzantine origins of the two Or-
thodox Christian environments that produced them and the histor-
ical parallels in their initial development. Nevertheless, meticulous
inspection of the works in the laboratories highlighted some par-
ticularities, raising questions and concerns about the best and most
consistent way of handling them in terms of conservation treatment.

-

EIK. I. Aemtopépela amd tny eikéva tou ayiou Mewpyiou ME_46252 (ap. 17) « Dopéag pe SmASG KOBToeyK.
Tpéoa cupTaPWTd, AVIIKPUOTA, CUVETTITESA.

FIG. I. Detail of the icon of Saint George, NE_46252 (no. 17) « Panel with double kovcheg. With sliding, not
projecting, battens on opposite sides.
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H ZYNTHPHZH TQON EIKONQON

YTNV TEPITTWON TWV QOPNTWY ELKOVWY, TNV EPEUVNTIKA opdda
amacyoAnoav Katd Kupto Adyo {ntruata Tou ATTovIaV ToU Ka-
Baplopou Twv £pywy, Tou cuvolou SNAadn Twv EVEPYELWV TTOU
QATTOCKOTIOUV OTNV ATTOPAKPUVON pUTIWV amd tn (WYPAQLKN) ETTL-
PAVELD, XPWHATIKA OAANOLWHEVWY OTPWHATWY BEPVIKIOU Kal EL-
{wypaicewv. NMpolmdbeon yia Tig epyacieg auteég amoteAel KAOe
@opd n SlaoPAAoN TNG AKEPALOTNTAG TOU EPYOU EVW, OFE TTEPL-
TITWOELG TTou autr &ev pmopei va e§ac@alloTel Ye ta PYEoa TTou
onuepa eival dlabeoipa, o kabaplouodg dev emixelpeital.

ISlaitepn mepinmtwon amoteAel n elkéva tou ayiou Mewpyiou (EIK. I).
To e€aipetng TéxVNG €pYo, TTOU €ixe ouvtnpEnOei maAld, mbavota-
ta otn Pwoia, mapauével otabepd kat acpaleg. To Bepviki, poAo-
VOTL 0a@WS OTIATVOTEPO EVOG CUYXPOVOU, SlaTnpEl TIG KAAEG TOU
1010TNTEG, TTAPEXOVTAG TNV ATTAPAITNTN TTPOOTACIA OTA XPWHATL-
K& otpwpata. H eAappotatn oeidwor tou Sev aAolwveL onua-
VILKA TNV aloBOnTikn Ttou €pyou. H eikdva dev €xel emiong uttooTel
«ATEXVEG» TTAPEUBATELG YE XpWHA oTa onueia @Bopdg TNG KAl 0TO
OUVOAO TNG, WG £XEeL, amotelei éva Baupdoto kat S186akTiko Seiypa
KAAWV TIPOKTIKWY CUVTAPNONG Tou TapeAOévToq.

ISlaitepa MPoBANUATIKOG Yia ToV KABAPLOPO OPLOPEVWY PWOLKWV
EIKOVWV Elval O EVIOTIONOG EYXPWHWY SLAQAVWY ETOTPWOEWY,
OpPYAVLKNG oUotacng, OTwe yla mapddelypa ota @UAAA TPLTTU-
XOU TTou @lhotexvnBOnkav oto mepipnuo Epyactriplo tng AiBou-
oag twv ‘OmAwv tou KpepAivou (EIK. 11). H mapoucia toug kablotd
ToV KaBaploud Mo oUVOETO, eVOEXOMEVWG KAl ETTIOQAAN, WOlwg
€av n {wypa@Lkr KAAUTITETAL ATTO CKOUPOXPWHO BePViKL, KaBWG
n Swdkpton Kat o Slaxwplopog Twv SUo OPYAVIKWY CTPWHATWY
eival SUokolog. Eival xapaktnplotikd OTL o TTAALEG CUVINPNOELS
Sev Atav omAvIeG OL TTEPUTTWOELG €K TTAPASPOUNAG ATTAAOLPNG TWV



THE CONSERVATION OF ICONS

As regards the icons, the research team was mostly concerned
with issues relating to their cleaning, i.e. everything that involved
removing dirt, discoloured varnish layers and overpaintings from
the surface of the paintings. Ensuring the integrity of the work
being treated is a precondition for any action, and when this
cannot be ensured, cleaning is not attempted.

A special case is the icon of St. George (FiG. I). This fine work of
art had undergone conservation treatment in the past, probably
in Russia, and was preserved in a safe and stable condition. The
varnish, while visibly glossier than a modern one would have
been, had maintained the properties that protect the paint lay-
ers. The slight oxidation did not significantly alter the aesthetics
of the icon, and the areas of wear remained free of excessive
or "clumsy” overpainting. The icon is not only beautiful but also
presents an instructive example of the good conservation prac-
tices of an earlier era.

Particularly challenging is the discovery of organic, transparent
pigmented coatings applied to certain Russian icons as for ex-
ample, on two triptych panels from the famous Armoury Cham-
ber workshop in Kremlin. (FIG. I). These coatings complicate the
cleaning process of the paint surface and may introduce risks,
especially when they are covered by heavily oxidized, darkened
layers of varnish. In such cases, it can be difficult to distinguish
between and separate the layers. The accidental removal of
such coloured coatings, especially when applied over polished
metal leaves, was not uncommon in the past.

The removal or overpainting of Slavic inscriptions on icons as
well as their replacement with Greek inscriptions, was common-
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EYXPWHWV AUTWV EMOTPWOEWY, L8IWG EKElVWY TTOU ElXaV XpNoL-
potrolnBel emavw amod oTABwpEva PETAAAKA @UAAQ.

H amalowpn N n KAAupn Twv cAABIKWV ETTIYPAQWY TWV ELKO-
vV, aAAd Kal n TPooBrkn eAANVIKWY, utip&av apKketd Slade-
SOMEVEG TTPAKTLIKEG TOU TTAPEAOSVTOG TTOU £XOUV CUCYKETIOOEL Ye
TNV TPOooTAOela KAAUTEPNG, EVOEXOUEVWG KAl TTLO €MKEPSOUG,
mMPOoWONONG TWV EIKOVWY PWOLKNG TEXVNG OE Eva EAANVOOWVO
Kowo. Ol emeufdoelg autég avtiyetwmi{ovtal Pe TPOCox Kat
OKETTTIKIONO OTav Ta €pya kabapilovtal, Kabwg n TARPNg armo-
pdkpuvon toug Ba ta emaveépepe eVOEXOUEVWG OE KATACTAON
TTANGCLECTEPN OTNV APXLKNA TOug pop®n, Ba amoociwmouos dpwg
£€Va ONPAVTIKO OTASLO TNG LOTOPLKNG Toug Sladpopng. XTig me-
PUTTWOELG QUTEG, EPOCOV Eival TEXVIKA EQIKTO, akolouBeital
ouvnBwg pia «uéon 060Gy Pe amoKAAUWN PEPOUG TWV APXLKWY
ETTYPAPWV. XAPAKTNPLOTIKEG TTEPLTTTWOELG ATTOTEAOUV Ol ELKO-
veg Tou ay. lwavvou Mpodpduou (AP. 18) KAl Tou ay. XapaAd-
MTTOUG (EIK. 1),

EIK. Il. Aemtopépela armd tn ouvtrpnon Tou Tpurtuxou ME_33775 (ap. 40) oto otddio tou kabaplopou.

FIG I1. Detail showing the conservation of triptych FE_33775 (no. 40) during cleaning.



place in the past, often associated with attempts to more ef-
fectively, and possibly more profitably, promote Russian icons
to a Greek-speaking clientele. Such interventions are treated
with caution and a degree of skepticism during cleaning. Their
removal would probably restore the icons to a state more con-
sistent with their original form, but it would also gloss over an
important moment of their history. In such cases, provided it
is technically possible, a partial removal of the overpainting is
usually attempted. Typical examples are seen in the icons of St.
John the Baptist (No. 18) and St. Charalambos (FIG. ).
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EIK. lll. Bloypagikr) ewdva tou ayiou Xapardumoug « Meptoxri BOAya, apxég 18ou al. « 41,5x33,3x2,7 ex. » Mouoeio
Mmevdakn, ME_23758, Swped EAévng Xtabdtou -« (1): H ewdva mpv ammd tn cuvtripnon ¢ (2): Metd tn pepikn
QAMOKAAUYN TWV APXIKWY ETTLYPAPWY.



FIG Il1. Vita icon of St. Charalambos + Volga region, early 18th century « 41.5x33.3x2.7 cm + Benaki Museum,
[E_23758, gift of Helen Stathatos « (1): The icon before conservation « (2): After the partial uncovering of the
original inscriptions.
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H ZYNTHPHZH TON METAAAIKQN
EIKONON KAI TON ZTAYPQON

H ocuvtpnon tng opddag Twv PETAAAKWY AQTPEUTIKWY AVIL-
KELPEVWYV aTTO TIG CUAANOYEG Tou Moucoeiou mou amaptidetal amd
elkovidla, dimtuxa, TOAUTITUXA KAl oTaupoUg TTapousiace tolatte-
POTNTEG, TTPOKANCELG Kal NBIKA SiAnupata, Adoyw Tng eUong Twv
UALKWV aAAd Kal TG LEPAG Kal TEAETOUPYLIKAG Toug xpriong. Ot
onuavtikotepeg POopPES TTou MapatnpenOnkav eival avbpwroye-
Veig Kat ouvdéovtal pe Bpnokeutikeg mapaddoelg, £Bipa Kal mpo-
kataAnyels. Mia amd autég eival n KaTaoTpo@n TNG EMPAVELNG
amé emavaiapBavopevoug, utrepBoAkous Kabaplopoug Kal Yud-
Alopa, og Babuod mou ol popweg dev Slakpivovtal TAEov kabapd
(EIK. V). EmepBdoelg pe okomod tnv aAlayr XProng TwY AvVTLKELUE-
vwv o8Aynoav otnv mpoKANnon eKTeTapevwy @Bopwy. TEToleg TTa-
pePBdaoelg eival oL HETATPOTTEG TTOAUTTTUXWV OE HOVA £lKovidla Kal
n S1dtpnon pe oKoTO TN YETATPOTIH EIKOVLSIOU OE EYKOATTLO (EIK. V).

EIK. IV. Aemtopépeleg amd dUo opelxdAkivoug otaupoug (1): FE_52591 (ap. 54) kau (2): TE_31454
(ap. 56) omou Slakpivetal n EBopd Tng eMavelag amd emavaiapBavouevous kabaplopoug.

FIG. IV. Details from two cast brass crosses (1): TE_52591 (no. 54) and (2): TE_31454 (no. 56) show-
ing surface wear due to repetitive cleaning.



THE CONSERVATION
OF METAL ICONS AND CROSSES

The conservation of the Museum's collection of metal devotion-
al objects, comprising icons, diptychs, polyptychs and crosses,
presented some special issues, challenges and ethical dilemmas
due to the nature of the materials and their religious and ritual
use. The most significant damage observed is due to anthro-
pogenic factors linked to religious traditions, customs and su-
perstitions. A notable instance of this is the erosion of the paint
surface, caused by repeated excessive cleaning and polishing,
to the extent that the forms are no longer clearly discernible
(FIG. Iv). Changes in the use of the objects resulted in substantial
destruction. Such modifications include converting polyptychs
into single icons and perforations made to turn an icon into a
pectoral (FIG. V).

EIK. V. Aemrtopépeta tou petarikou eikovidiou ME_52599 (ap. 33), dmmou Siakpivetal n o yla
TN PETATPOTT) TOU OE EYKOATTLO.

FIG. V. Detail of the metal icon MTE_52599 (no. 33), showing the hole for its conversion into a
pectoral.
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INUAvTIKEG elval ol POOPEG Kal oL AAAOLWOELS TTOU oWeiAovTal
otnV WOLATEPOTNTA TWV UAIKWY KATACKEUNG (Kpdua XaAkou Kal
Wweubapyupou) kat otn cuvumapén kat aAAnAemidpacn avopya-
VWV (UETAAAQ) KAl 0pyaVIKWY UAIKWYV (Bepvikia kal Kepld), KabBwg
n SaBpwon tou evog emrtayuvel Tnv amodopunon tou dAAou Kat
TO avtioTtpowo (EIK. VI). H SidBpwon tou petdAlou emnpeddel Kat
ta Slakoopntika opdAta, Slappnyvuoviag Tn CUVOxH Toug HE TO
UTTOOTPWHA KAl TIPOKAAWVTAG SUCYPWHIES (EIK. VII).

EIK. V1. Aemrtopépela tou petalikou eikovidiou ME_52597 (ap. 52) otnv katw Se&ld ywvia Sia-
Kplvetal N aAAnAemidpaon tng opyavikng pNTivng EMKAAUPNG HE TO KPAPA ToU XAAKoU.

FIG. VI. Detail of the metallic icon FTE_52597 (no. 52); in the lower right corner, the interaction of
the organic coating resin with the copper alloy is visible.



Considerable amounts of wear and alterations are also due to
the specific nature of the fabrication materials (copper and zinc
alloy) and the coexistence of and interaction between inorganic
(metals) and organic materials (varnishes and waxes). The cor-
rosion of the one accelerates the degradation of the other and
vice versa (FIG. VI). Metal corrosion also affects the decorative
enamels, undermining their cohesion with the substrate and
causing discolouration (FIG. vi).

EIK. VII. Aetrtopépeia Tou petalAikou ewkovidiou ME_14464 (ap. 32), émou Slakpivetal n emuod-
Auvon Tou AeukoU opdAtou armd Tmpdatva mpotovta SiaBpwaong Tou xaAkou.

FIG. VII. Detail of metallic icon FE_14464 (no. 32), showing the contamination of the white
enamel by green copper corrosion products.
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Ye ouvbuaopod HE TN PAKPOOKOTIIKN Kal PIKPOOKOTIIKN €€€Tacn
TWV AVTIKELUEVWY, TTPAYHATOTTONONKAY Ol aTTapaitnTeS PUCLKOXN-
MIKEG avaAUoelg o cuvepyacia pe dANoug wopels (Tunua Tuvtn-
pnong Mavemotnuiou Autikng Attikng kat EKEDE Anuokpitog)
WOTE va KATAAAEEL OoToV TTo eVOESELYUEVO TPOTIO AVTLUETWITIONG
Twv Mpoavapepbeviwy mpoBAnudTwy.

OL gpyaocieg ouvtnPNong emMKevIpwONKav otnv Katd to Suva-
tov e€dAewyn twv @Bopomolwy Kataloimwy, emkabicewv Kat
TTPOLIOVIWY, HEPLUVWVTAG WOTE Va Pnv agatpedolyv r aAlolwbouv
LOTOPLKA OTOLXElD TTOU PAPTUPOUV TIG TEXVIKEG KATACOKEUNG TWV
QAVTIKEIPEVWY KAl TTAPEXOUV TTANPOWYOPIES Yia TIG BPNOKEUTIKES
OUVABELEG TWV AANOTE IBLOKTNTWV TOUG.

H avadelfn twv S1lakoouNTIKWY CPAATWY KAl TWV EMYPUCWOEWY,
ouvdudalovtag PNXavikoUg Kat XNHikoug Ttpommous kKabaplopou, Ka-
BWg Kal N oTEPEWOT) TOoUG Pe KATAAANAEG pntiveg Kpibnkav ama-
paitnTeg, eV ONUAVTIKO OTASIO TNG CUVINPENONG ATTOTEAECE N
otaBeportroinon tng evepyns StdBpwong Tou PetdAAou.

To NBS SiAnpua mou MPoEKUYE WG TIPOG ThV agaipeon A In
dlatApnon twv em{APLWY ETKAAUTITIKWY QVTLIHETWITIOTNKE Yla
Kd&Be mepimtwon exwplotd. ‘Omou aviXVEUTNKAV XPWOTIKES, TO
0pPYaVLKO UAIKO SlatnpnBnkKe, VW OTLG TTEPLTTTWOELS TTOU ELXE TTPO-
KANBel ektetapévn {NuLa agalpednke. Autr n amé@acn eAneon
ME yvwpova tn SlaguAagn tng AUBEVTIKOTNTAG TWV AVTIKELUEVWY,
aAAd Kal TNV avAdykn TTPOoTAsCIAg TOUG Ao TTEpALTEPW POOPES.



In conjunction with macroscopic and microscopic examination
of the objects, the necessary physicochemical analyses were
conducted in collaboration with other institutions (Department
of Conservation of the University of West Attica and the Nation-
al Centre for Scientific Research "Demokritos”) to determine the
most appropriate method for addressing these issues.

Conservation treatments focused on the removal of corrosive
residues, deposits and products, while ensuring the preservation
of historical traces and features that reveal the techniques used
in creating the objects and provide information about the reli-
gious practices of their former owners.

The conservation of the decorative enamels and gilding was es-
sential and involved a combination of mechanical and chemical
cleaning methods, as well as their consolidation with appropri-
ate resins. An important stage in the treatment process was the
stabilization of any active metal corrosion.

The ethical dilemma as to whether to remove or retain the
harmful coatings was addressed on an individual basis. Where
pigments were detected, the organic material was preserved,
while in cases where it was causing extensive damage it was
removed. This decision was made with the objective of preserv-
ing the objects’ authenticity while also ensuring their protection
from further damage.
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OI IYAINOI OOPEIZ
TON POZIKON EIKONQN

A Toug POPEIG TWV ELKOVWY XPNOLUOTTOLOUVTAV KATA Kavova n
TomKdA Stabaoiun EuAsia — ouvnBEoTepa QIAUpa A TTEUKN Kal oTTa-
vidTEpa TMKEQ, o€1d 1 Adpika. H a&lommoinon ewonypévng Euleiag rntav
omavia Kat dev paptupeital mpv amd tov 170 aiwva. XITiG elKOVEG
MaAatdg téxvng oL cavideg Ntav Aemtég Kat Astacpéveg. Apyote-
PQ, TO TIAXOG TOUG au&nBnke Kat otnv MPochLa eTTIPAVELA EQEPAV
xapd&elg. Mia BdBuvon otnv éWn —kdéBtoeyn— Spile tn Béon tng
mapdotacng mou dtaxwplldtav amd To TAaiolo —tnv moAla— pe
pla otevr), Ao&otuntn tawvia — tn Aoulyka. Ot Slapop@waoelg au-
TG meplopifovtal amd ta TEAN tou 170u alwva (EIK. VIII_1).

Kapepwtd tpéoa, katd ta Bulavivd mpoTuma, XpnoLuomolouvay
£€wg tov 150 awwva, otav dpyloav va aviikabiotavtatl amd oen-
VOEeLdr), oupopeva oe el8LIKA SLAPOPOWUEVES AUAAKES (EIK. VIII_2-4).
OpBoywvikng Slatoung TpE€ca, TomoBeTNUEVA OTO TIAXOG TWV Oa-
vidwv, xpnotuomotolvtay amd ta téAn tou 170u alwva (EIK. VIII_5).

(1)

EIK. VIII. Zx£€61a Twv avayAupwy SLapop@woewy oTnV EMPAVELT TWV PopEwy (1) Kal SlapopeTt-
KWV UMWV tpéowv: Tpameloeldols dlatourng cupduevwy (2-4) kat opBoywviwy TomoBeTnuévwy
oto méayos twv cavibwv (5) [ta oxgdia Baoilovtat oe pdtutia tng Sokolova, 2015]



THE WOODEN SUPPORTS
OF RUSSIAN ICONS

As a rule locally available timber was used in the making of the
supports, most commonly lime or pine and less often spruce,
beech or larch. Use of imported wood was rare and is not at-
tested before the seventeenth century. Icons of the Old Russian
Art were made on thin, polished boards. In later years the thick-
ness of the panel was gradually increased, and the surface was
scored to increase cohesion. A carved recess - the koucheg -
outlined the position of the image and was separated from the
frame - the polya — by a narrow, slanting band - the luzga. Such
arrangements became less common from the end of the seven-
teenth century (FIG. vilI_1).

Battens made in the Byzantine tradition and fixed with nails
were used up to the fifteenth century, when they began to be
replaced by wedge-shaped battens, sliding in grooves (EIK. ViIl_2-4).
Rectangular battens, set in the thickness of the boards, were
used from the end of the seventeenth century (FIG. viil_5).

il
1

FIG. VIII. Drawings demonstrating reliefs on the surface of the supports (1) and various types
of battens: wedge-shaped sliding (2-4) and rectangular fitted in the thickness of the board (5),
[drawings based on models by Sokolova, 2015]
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H TEXNOAOIIA
TON POZIKON EIKONQN

To CUVOTTTIKO, EYXAPAKTO TTPOCXESIO TWV TIPWLHWY EIKOVWV Ap-
xtoe otadlakd va avrtikadiotatal amd ypamntd mou avamtuxdnke
amé ta TEAN tou 150U atwva.

TPELG TEXVIKEG AVAPEPOVTAL YIa TO XPUoWHA: T OTIABWHEVA QUA-
AQ, Ta EMKOAANPEVA TTIAVW ATTO OPYAVIKO CUYKOAANTIKO Kal O StaAu-
MEVOG, OE HOP®I) YAAOKTWHATOG, XPUOOG. XTa TEAN Tou 170U alwva
dpxLoav va XpnoLPOTTOLOUVTAL HE AVIIOTOLXOUG TPOTTOUG O ApYUPOG,
0 KaoOo(TEPOG KAl O XAAKOG KAl avATITUXONKE pla TEXVIKN Slako-
opNnong, ou a&lotroloUoes EyXPWHES ETIOTPWOELG TTAVW ATTd OTIA-
Bwpéva HETAAAKA QUAAQL

H texvikn tng auyotéumepag, akoAoubnbnke auotnpd éwg ta
pEoa Tou 170U alwva. H KAaotkr) TTAAETa Tou amavtd ota petafu-
avtvd £pya Atav SlabEotun, eVIOXUUEVN OPWS HUE EVTIUTIWOLAKN
TTOLKIALG TIPACLVWY XPWOTLKWV.

Me tov 6po «AwvéAalo» —oAipa— TepLypAPETAL N TEALKN TTPOCTA-
TEUTIKN ETTOTPWON TWV PWOLKWV EIKOVWY. Mmopouoce va eivat
éva Bpaopévo pelypa pntivng Kat AwvéAalou ) KavvaféAdiou A
Bpaouévo AASL pe TPooBeTa UAIKG, OTIWG NAEKTPO, KOTTAALD, Ha-
otixa Xiou n kepi. H SUokoAn epappoyr tou Bactlotav otn dla-
popd tNG Bepuokpaciag petafl tou «AadloUy Kal TNG EMUPAVELAG
NG ELKOVAG.



THE TECHNOLOGY
OF RUSSIAN ICONS

The concise, incised preliminary design of the earliest icons was
gradually replaced by an underdrawing or preliminary sketch,
which developed from the late fifteenth century onwards.

Three gilding techniques were used: water gilding, mordant
gilding, and shell gold. At the end of the seventeenth century,
silver, tin, and copper were deployed in similar ways and a new
decorative technique was developed using coloured coatings
applied over burnished metal leaves.

The egg tempera technique was faithfully retained until the
mid-seventeenth century. The classical palette encountered in
Greek icons was available, albeit enhanced by an impressive
variety of green pigments.

The term olifa describes the final protective coating applied to
Russian icons. It could be a boiled mixture of resin and linseed
oil or hemp oil, or other boiled oil with additives such as amber,
copal, Chios mastic, or wax. The painstaking application tech-
nique exploited the difference in temperature between the “oil”
and the paint surface.

TECHNOLOGY



Texnonorza [

43. O dyiog EpudAaog, o apxdyyehog Mixaq kat o dylog lwavvng o Ztpatwtng * Epyactriplo Maaomotwy,
meploxr) Bhavtipp, a’ tétapto 190u al. « 31,1x26,6x2,3 ek. « Mouoeio Mmevakn, ME_25832, Swped Kuptadr kat
May&ainvnig AyyerotmroUlou « Emimedog popéag. Tpéoa cupTapwTd, AVIIKPUOTE, TTPOESEXOVTA.

43. St. Hermolaos, the Archangel Michael and St. John the Soldier - Old Believers workshop, Vladimir
region, first quarter of the 19th century « 31.1x26.6x2.3 cm « Benaki Museum, T'E_25832, gift of Kyriazis and
Magdalini Angelopoulou + Flat panel. Sliding, projecting battens set on opposite sides.



44. O ayiog NikdAaog * Epyactripto Madadmotwy, meploxr BAavtipip, a’ piod 19ou at. « 31x26,6 k. « Mou-
oelo Mmevdkn, ME_25830, Swped Kuptaln kat Maydainvrig Ayyehormoulou « Qopeag pe povo koBtoeyk. Tpéoa
OUPTAPWTY, AVIIKPUOTA, TTROEEEXOVTA.

44. St. Nicholas - Old Believers workshop, Vladimir region, first half of 19th century « 31x26.6 cm + Benaki
Museum, TE_25830, gift of Kyriazis and Magdalini Angelopoulou « Panel with single koucheg. - Sliding, pro-
jecting battens set on opposite sides.

TECHNOLOGY
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45. Avdotaon - Eig ASou KdBodog kat Xpiotohoyikég oknvég * Pwola, 190¢ at. » 36,4x458 ek. » Mouoeio
Mrevakn, ME_31356, Swped tékvwy MNavviot NikoAaidn « Emimedog popéag. Zuvduaoudg TpEcwy: cupTapwtd,
AVTIKPUOTE, cUVeTTimeda Kal opBoywvikAg dlatourg tomobetnuéva oTo TTAX0G Tou EUALVOU (PopEQ.

45. Resurrection - Descent into Hell and scenes from the Life of Christ + Russia, 19th century + 36.4x45.8 cm
« Benaki Museum, ME_31356, gift of the children of Yiannios Nicolaidis « Flat panel. A combination of battens:
sliding, non-projecting, set on opposite sides, and rectangular fitted within the thickness of the board.



46. H Koipnon tng ©egotékou * Pwoia, 190G al. « 314x26,8x2,4 ex. « Mouceio Mmevakn, ME_25833, dwped
Kuptalny kat Maydainviig Ayyelormoulou

46. The Dormition of the Virgin + Russiq, 19th century - 31.4x26.8x2.4 cm « Benaki Museum, ME_25833, gift of
Kyriazis and Magdalini Angelopoulou
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47. Tpimtuxo pe tn Phoevia tou ABpady, tov Muctiké Acginvo, tov apo otnv Kavd kat Awdekdopto
Mooxa, téAn 17ou-apxég 18ou at. « 13,5x24,7x1,3 ek. » Mouoceio Mmevakn, ME_14126
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47. Triptych with the Hospitality of Abraham, the Last Supper, and the Twelve Great Feasts - Moscow, late
17th — early 18th century « 13.5x24.7x1.3 cm « Benaki Museum, 'E_14126
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TEXNOAOIMIA METAAAIKQN
EIKONON KAI ZTAYPQN

MeydAog aplOuog HETAAAKWY AVTLKEIPEVWY LOLWTLKNG UAARELAG
Slakivouvtav amé tn Pwoia og Ao tov Baikaviko xwpo. H mAeto-
vOTNTA TPOEPXETAL ATTO EPYACTAPLA TTOU cuvdéovtal pe Toug Ma-
AaLéToTOUG, oL oTolol, £TTELTA Ao TO CXIoUA YE TNV ETTONKN pWw-
ok EkkAnoia, petd to 1653, otpdpnkav otnv WLWTIKN Aatpeia.
Ma tnv KAAUYN Twv AATPEUTIKWY TOUg avaykwyv avemtuéav lat-
TEPWG TNV TTAPAYWYH METAAAKWY £pywY eTavaAapBavopevng eL-
Kovoypaiag, Ta omoia Slaklvouvtayv o€ pia eupUtath YEWYPAPLIKN
wvn. Elkdéveg kal otaupoi kataokeudlovtav améd uPnAng moLotn-
Tag opeixaAko (kpdua xaAkou-yeuddpyupou), YEow XUTEUONG OF
kaloumia. H dupog amoteAoloe to Kate§oxrV UAKO amotumwong
TWV €pywv. AKOPA Kal oL AETMTTOPEPELEG TWV TTIAPACTACEWY ATIEL-
kovifovtav ameuBeiag oTo XUTO XwpIG EMITAEOV 0OUPENAATHOELS 1
EYXAPAEELG, eV ATEAELEG TNG XUTEUONG AclaivovTay Kal oTIABwvo-
vtav 8lwg oTNV PTTPOOCTLVH) EMUPAVELD.

Oplopéva eikovidla @épouv emmAgéov Slakoounon He empUowon
Kal MPoaoBrKn opdAtou. O Xpuodg, EKTOG TNG aloONTkAg a&iag Tou
MpooBete ota €pya, avadeikvue Kal TTAPEIKE TTpootacia amod Tnv
o&eibwon kat tn SlaBpwon, wote va amoeUyetal To emavaiaufBa-
vOpEVO YUAAopa. Mia ammo TG TEXVIKEG XPUOWUATOG TTOU EVIOTTIOTN-
Kav gival n emypuowon Pe udpdpyupo (apaAyapwan).

To OpAATO, KOVIOPTOTIOINPEVO €UTNKTO YUOAL QVAUEUELYMEVO UE
XPWOTLIKEG, TTPooedISe ¥pwua. TormoBeToUvtav OTI ECWYAUPES
TTEPLOXEG TNG METAAAIKAG EMPAVELAG, OE OTPWOELS, Kal Beppalvé-
Tav pEXpL va Awoel (texviky Champlevé).

Ye oplopéva Epya Mpootednkay, mbavotata PYETAyEVESTEPD, OpP-
VAVIKA €MKAAUTITIKE, yia Adyoug atoBntikng n/kat mpootaciag.
YUXVA TTEPLEIXAV KAL XPWOTLKESG PJE OKOTTIO TN Pipnon emypuowong
Kat dlakéounong pe oudATo.



TECHNOLOGY OF METAL
ICONS AND CROSSES

A significant number of devotional metal objects were transferred
from Russia throughout the Balkans. Most of these items orig-
inated from workshops associated with the Old Believers, who
broke away from the official Russian church following the schism
in 1653 and turned to private worship. To fulfill their devotional
needs, they focused particularly on producing metal artefacts
with repeated iconography, which were then distributed across a
wide geographical area. Metal icons and crosses were made by
casting in two-part moulds, using brass, a copper-zinc alloy, of
superior quality. Sand was the prime material used for moulding
these artefacts. This permitted a detailed relief to be imprinted
directly on the cast, without further engraving or chasing. Any
casting defects were smoothed out and polished, particularly on
the images on the front face.

Some icons were gilded or adorned with enamel. Gold, apart
from adding aesthetic value, enhanced the icons, rendering re-
peated polishing unnecessary, as well as protecting against oxi-
dation and corrosion. One of the gilding techniques detected was
mercury gilding (amalgamation).

The enamel decoration was made of powdered fusible glass mixed
with colouring agents. It was placed in recesses in the metal sur-
face, in layers, and heated to melting point (Champlevé tech-
nique).

The application of organic coatings, probably in later interven-
tions, served aesthetic and/or protective purposes. Those coat-
ings often contained pigments in an attempt to imitate gilding
and enamel decoration.
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48-51. OpexdAkiva xutd eikovidia kat otaupdg pe mpoécBetn Siakdounon amé cPAATo Kal EMIXPUCWOELG *
Pwola, 190¢ aL. « 48:16,5x9,5 ek. (TE_14467), 49: 17x19,5 ek. (FE_14466), 50: 13x8 k. (TE_14468), 51: 13x10 ex.
(TE_52589, cuAoyr| Kovtounva-Tauripn), Mouoceio Mrmevdkn



48-51. Cast brass icons and a cross with additional enamel decoration and gilding - Russia, 19th century -
48:16.5x9.5 cm (E_14467), 49:17x19.5 cm (FE_14466), 50: 13x8 cm (FE_14468), 51: 13x10 cm (F'E_52589, Con-
tominas-Tziampiris Collection), Benaki Museum

TECHNOLOGY



TEXNOAOIFIA

52-55. OpeixdAkiva xutd eikovibia kat otaupdg pe mpdobetn Siakdéopunon amd opudAto Kat EMYPUCWOELG *
Pwola, 190¢ at. » 52: 12x13 ek. (TE_52597), 53: 6x5,5 ek. (TE_52619), 54: 22,1x14,5 ex. (FTE_52591), 55: 12x18 ex.
(TE_52598), Mouoeio Mmevékn, culoyr| Kovtounva-Tauripn
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52-55. Cast brass icons and crosses with additional enamel decoration and gilding - Russia, 19th century -
52:12x13 cm (FE_52597), 53: 6x5.5 cm (FTE_52619), 54: 22.1x14.5 cm (F'E_52591), 55: 12x18 cm (FE_52598), Benaki
Museum, Contominas-Tziampiris Collection

TECHNOLOGY
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56-57. OpeixdAKivog Xutdg otaupdg Kat dimtuxo pe mpoaBetn Siakdopunon amdé opdATo Kal EMYPUCWOELS *
Pwola, 1906 at. « 56: 22,5x14,7 ek. (TE_31454, bwped Mewpylou K. Oeotokd), 57: 3/1x6 ek. (TE_14096), Mouoeio
Mrrevakn

56-57. Cast brass icon and a diptyc with additional enamel decoration and gilding - Russia, 19th century -
56:22.5x14.7 cm (FE_31454, gift of Georgios K. Theotokas), 57: 3.1x6 cm (FE_14096), Benaki Museum



58. Apyupertixpucog otaupdg euhoyiag pe avayAupn kat eyxdpaktn Stakéounaon « Mooxa, 1871+ 254x15,3x0,8 ek. +
Mouoceio Mrmevdkn, NE_52606, cuhloyr) Kovtounva-Tuaptipn « Ot oppayibeg otnv mow dPn ToU QVTIKEIUE-
vou emBeRatvouv TNV mModTNTA TOU KPAPATOG, TOV TOTTO Kal XPOVO KATACKEUNG TOU, KaBWG Kal Ta ApXLIKA
Tou Kataokeuaotr, mou tautiletal pe tov Viktor Vasilyevich Savinsky.

58. Silver gilt benediction cross with relief and chased decoration + Moscow, 1871 + 25.4x15.3x0.8 cm -+
Benaki Museum, ME_52606, Contominas-Tziampiris Collection + The stamps on the reverse attest to the qual-
ity of the alloy, the place and date of manufacture, and the initials of the artisan, who has been identified
as Viktor Vasilyevich Savinsky.
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H ZYNTHPHZH EPIQON TEXNHZ
2TO MOYZEIO MMENAKH

To TuApa Zuvtripnong tou Moucegiou Mmevdakn sivat apuddio yia
tn datnpnon, Tn ouvinpEnon, tnv TeXVoloyikn Slepelvnon Kat
TNV mapouciaon Twv cUAAoywv Tou Mouoceiou. AmroteAeital amo €L
SlaopeTikd epyactrpla, e€elbIKeupéva Ot PEAETN Kal TN CUVTH-
pnon €pywv {WypaIikng, HETAAAOU, YUAALOU Kal OpyavIKoU UAKOU,
XOPTWOU UALKOU, KEPAMLKOU, UPACHATOG KAl (pWTOYPAPiag.

Yuvbudalovtag tn Babid yvwon tng EMOTAUNG TWV UAKWY PE TNV
TIOAUETH eumelpla KAl TNV amapaitntn mPAKTIK deldtnta Kat
ummootnELlOpEVA aTTO VEEG TEXVOAOYIEG KAL TNV ETTIOTNUOVIKN €PEU-
va, TA OTEAEXN TOU TUAMATOG, CUVEKTIUWVIAG TNV TTPOEAEUOH, TNV
Kataotacn dlatripnong Kal TO LOTOPIKO CUVINPNONG TWV €PYWY,
oxedlalouv Kal PEpouv eLG TTEPAG oUVOeTEG eMePBACELS cUVTHPN-
ONG TToU KAAUTITOUV TIG AVAYKES TWV TTOIKIAWY GUAAOYWV.

YTOXOI, AIAAIKAZIEX KAl MEZA + Ta €pya cuvtnpouvidl WoTe
va e€acpaliletal n SoulkA Toug otabepdTnTa Kal N alodntTikn
Toug aptdtnTa, AauBdvovtag maviote umtdyn tig MPoBEoelg Tou
KaAAteéxvn aAAd Kat tn Stadpoun Toug GTov XPOvo, TTAVTOTE OTO
mAaioto Twv Slebviv Kwdikwv NBKNG kat SeovtoAoyiag mou ago-
poUV TOUG TOUEIG TNG CUVTAPNONG TTOALTIOTIKWY ayabwv.

H aAloiwon ekvd Tn oTlyury MoU oAOKANPWveTal n dnuoupyia
EVOG €PYOU WG ATTOTEAECHA TNG PUOLKNAG YNPAVONG TWV UAKWY
e€attiag tng emibpaong Tou pwtdg, TG OeppdTNTAg KAl TNG UYPa-
olag otnv UAn. Tuxaia yeyovota aAAd kal avBpwrroyeveiq «emdi-
0POWTIKESY TMaPEPPATELS UTTOPOUV €TMiONG va emupepouv pBOopd.

H emavagpopd twv €pywv oTnv «apxLkn» Toug popen Sev eival
TTPAKTLIKA peaAloTtikh, dedopévng tng ynpavong tng UANG Tou
AVATTOPEUKTA EMUPEPEL O XPOVOG, OUTE OPWS TTAEOV OTIG NUEPES



ART CONSERVATION
AT THE BENAKI MUSEUM

The Conservation Department is responsible for the preserva-
tion, conservation, investigation and display of the Benaki col-
lections. It houses six laboratories specializing in the care and
treatment of paintings, metals, glass and organic material, pa-
per, ceramics, textiles and photographs.

Combining a thorough knowledge of materials science with
years of experience and the necessary practical skills and sup-
ported by state-of-the-art technologies and scientific research,
the team will assess each case individually, design and carry
out treatments corresponding to the needs of the various collec-
tions while considering each individual work's origin, condition
and any previous treatments.

OBJECTIVES, PROCEDURES AND MEANS - Works are treated to
ensure their structural stability and aesthetics, taking into con-
sideration the likely intentions of the artists and the passing of
time, always within the framework of the international codes of
ethics relating to the field of cultural heritage.

Deterioration begins the moment a work of art is finished. It is
part of the natural ageing process, the result of light, heat, and
humidity on matter. Accidental damage and interventions relat-
ed to past remedial treatments will also take their toll.

Restoring works to their “original” state is not realistic given the
ageing process, but neither is it morally acceptable, as it would
result in erasing every trace of their history. Such marks illumi-
nate the past life of artworks and are invaluable to researchers
in their efforts to better understand and relate the works to hu-
man activity.
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pag kat emBupntr, kKabwg Ba orjpalve tnv amdAewyn Kabe ixvoug
CUVU@OOCHEVOU HE TNV TTOPEia Toug otn SLApKEL TWV XPOvwy. Ta
onuadia autd, mou @wTti{ouv TNV LOTOPIKOTNTA TWV £PYWV, CHUE-
pa aloTmoloUvTal CUCTNUATIKA aTid TOUG EPEUVNTES, OTNV TTPO-
OTTAOELd TOUG VA KATAVONooUV KAAUTEPA KAl VA CUCYXETIOOUV Ta
£pya Pe tnv avBpwrivn Spactnplétnta.

Emmopévwg, o 6pog amoratdotaon, TTou XPNOLHOTTOLOUVIAY EUPEWG
maAaldtepa, cuxvd yia va meplypd@el KABe eidoug 1 Kal EKTaong
eméuBacn, n omoia OTOXEUE ATTO TNV AVAKTINON TNG «APTLOTNTAGY
TWV €PYWV EWG KAl TNV TPOTOTOINGCH ToUug WOoTe va talpld§ouv
ME TIG avTIANPELS TNG EKACTOTE £MOXNG, 0USOAWS avTamokpiveTal
oTn QUoN TNG SOUAELAS TTOU TTPAYUATOTOLE(TAL CHUEPA OTO TTEPL-
BaAAov evog pouoeiou.

Tig dpdoelg Tou Turuatog Siemel n TemoiOnaon 6Tt n cuvtripnon mMPoU-
TOBETEL TN AETTTOPEPH KATAVONOoN TwV HEBSSWY, TwV UAIKWY Kal TWV
TPOBECEWY TWV SNULOUPYWV AAAA KAl GOWV, OE PIETAYEVEGTEPO XPOVO,
£mMevEBNoav e OTTOLOVOTTOTE TPOTIO OTA £pya.

KdBe avtikeipevo e€etdletal Ye TOIKIAIQ PECWY KAl CUYXPOVWV
texvoloylwy. O €leyxog umopei va mpooavatoAiletal oe diago-
PETIKEG KATEUBUVOELG, OTOXEUOVTAG KATA TIEPITTTWON OToV £§ATO-
MIKEUPEVO OXESLAONO EVOG BEATIOTOU TTPWTOKOAANOU ETEBAcEWV
ouvtipPNong aAAd Kal 0TH CUCTNHATIKA KATAYPA®r) Kal Epunveia
TEXVOAOYLKOU XOPAKTNPA SESOUEVWY TTOU GUXVA ELCPEPOUV OTNV
amAvVINGCN OUYKEKPLIMEVWY EPEUVNTIKWV £PWTNUATWY. [MoAAEG
popEg meplAapBdvel Tn otolkeloBETNON TNG TEXVOAoyiag Kata-
OKEUNG, TNV KATAYPA®r TNG €KTACNG, TWV ALTIWV KAl TWV Pnxa-
VIOPWY aAloiwong Kat tn caer) dlakplon Tuxov avBpwTtoyevwyv
emepPacewy.



Therefore, the term restoration which was widely used in the past
to describe interventions aimed at recovering the "perfect” state
of the works, but occasionally also to suit contemporary notions
of taste and align with the perspective of the time, in no way
corresponds to the sort of practices carried out in a museum
environment today.

All actions taken in the department are governed by the belief
that conservation should be based on a good understanding of
the methods, materials and intentions of the original artists but
also of those who left their mark on the works at a later time.

Each item is studied using a variety of modern means and state-
of-the-art technologies. Investigations often aim to achieve a
variety of goals. One line of inquiry may support the optimiza-
tion of conservation treatments and another a systematic re-
cording and interpretation of technological data to help answer
specific questions of interest. Relevant studies will often involve
documentation of the technology, the extent, causes and mech-
anisms of deterioration, and a clear differentiation of any later
interventions imposed on the artefact.

The development of “non-invasive” examination tools and tech-
nologies in recent years, allowing a thorough, in-depth inspec-
tion of the objects under investigation and an accurate identifi-
cation of materials without the use of samples, has led to radical
changes in common practices in conservation workshops. The
available means used to this end fall into three groups namely:
optical, imaging, and physicochemical analytical techniques.

In addition to observation with the naked eye, optical techniques
include all types of surface inspection carried out under magni-
fication. Imaging includes recordings in the ultraviolet (UVL-UVR),
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Ta tedeutaia xpovia, n e€EAEN «pn ETMTEUBATIKWYY TEXVOAOYLWV
e€€taong —epyaleiwv dnAadn mou emitpEmouv evOeAexn Kal og
BdBog EAeyxo TWV EpYywV Kal TOV TTPOGOLOPIOHO TWV UALKWY Ka-
TAOKEUNG TOUG XWPIG TNV avaykn Anwng Setypdtwv— aAAa&e tov
TPOTO Epyaciag oTa EpyaAcTrpla CUVINPENONG.

MeTaU twv molKiAdwv pEéowyv TTou eival TAgov SlaBéoiua Katl Katd
mepinmtwon aflomolovvtal, TeEPIAAUBAVOVTAL OTTTIKESG, ATTELKOVL-
OTIKEG KAL (PUOLKOXNULKEG AVAAUTIKEG TEXVIKEG.

YTIG OMTIKEG, TEpaAv TNG S1d yupvou o@bBaAuou mapatnpnong,
meptAapBdvetal kaBs umd peyEBuvon €Aeyxog TNG EMUPAVELAG
TWV EPYWV. XTIG ATTELKOVIOTIKEG EVIACOOVTAL Ol KATAYPOAPEG OTO
urepwdeg (UVL-UVR), oto opatd (VIS-RTI) kat oto umépubpo
(IRR-IRRFC) @wdopa, kabBwg Kat n aktivoypdpnon (XRAY) (EIK. IX).
Meta&u tTwv SLaBECIUWY UOLKOXNULKWY AVAAUTIKWY TEXVIKWY, UE
MeyaAUtepn ocuyvotnta aflomoloUvTal oTa Epyaothpla tou Mou-
oelou Mmevdkn: n wacuatopetpia @Boplopou aktivwy X (XRF), n
paopatopetpia utepldoug opatou (FT/UV-VIS) kat n @acuato-
petpia umepuBpou (FTIR).
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visible (VIS-RTI) and infrared (IRR-IRRFC) spectrum, as well as
x-rays (XRAY) (FIG. 1X). Among the available physicochemical
analytical techniques, the most frequently used in the museum
laboratories are X-ray fluorescence spectrometry (XRF), ultravi-
olet-visible spectrometry (FT/UV-VIS), and infrared spectrometry
(FTIR).

EIK. IX. MAaivo @UAAo Tpumtuxou pe Sidwvn mapdctacn ayiwv ME_29534 (ap. 28): (1) avakAiaon
umépuBpou - Weudoxpwpata (IRRFC), (2) avakiacn umépuBpou (IRR) kat (3) aktivoypapia

FIG. IX. Side panel of a triptych with two-tiered portraits of saints FE_29534 (no. 28): (1) infrared
reflection - false color (IRRFC), (2) infrared reflection (IRR) and (c) X-ray imaging
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