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Introduction 

After the fall of Constantinople in 1453, the island of Crete, which had been 

under Venetian occupation since 1204, became the most important artistic 

centre in the Greek Orthodox world. Many scholars and artists who had fled 

to Crete from Turkish-occupied territories even before the fall of Constantin-

ople contributed to this blossoming. The development of a style which is a 

direct descendant of the more idealizing and classicizing tendency of Con-

stantinopolitan painting can be traced from the beginning of the 15th century. 

In Crete religious painting developed into an independent “Post-Byzantine” 

school. Artists were organized into a guild, the Scuola di San Luca, which in 

the second half of the 15th century consolidated its own artistic principles and 

iconographic standards in a program of instruction and apprenticeship that 

gave it continuity and coherence for at least 250 years. A considerable amount 

of information, from archives and icons, made it possible to determine the 

formation and development of this school of painting, which is the only one 

of Orthodox artistic schools that had a legitimate right to the title during this 

period.1 

The development of art on Crete was directly dependent on the develop-

ment of Cretan towns as important commercial and shipping centers. Docu-

ments from archives show that Cretan painters received many commissions 

from foreign traders, mainly Venetians; from Catholic bishops of the Greek 

territories occupied by Venice; from Orthodox monasteries, like those of Sinai 

and Patmos; and from Greek and Venetian nobles and other citizens of the 

Republic. Thus Cretan painters turned almost exclusively to the production of 

portable icons. 

                                                        
1 Babic G. and Chatzidakis M., “The Icons of the Balkan Peninsula and the Greek Islands (2)” 

in Weitzmann K., et. al., The Icon, London, 1987 (English edition), p. 310. 
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In comparison with other parts of former Yugoslavia, the largest number 

of Cretan icons can be found in Dalmatia and Bosnia. This can be explained 

by strong trade and other connections between Crete and Venice, since many 

of mercant ships surely made stops at diferent Dalmatian ports. At the same 

time, important trade roads from Bosnia led over Herzegovina to Dalmatia. 

During the hard times of Turkish occupation in Bosnia, many rich Serbian 

merchant families were buying and presenting icons to their Orthodox 

churches, which they considered the only defenders of their national identity. 

This was especially the case in bigger centers such as Sarajevo and Mostar, 

were the largest collections of icons were in fact to be found. Apart from that, 

many of family icons were often placed in churches to be preserved in the 

dangerous times of living under the Turks, as their owners hoped that they 

would be able to get them back and keep them in their homes one day again.2 

Works of the most important Cretan painters, such as Andreas Ritzos and 

his son Nicholaos, whose activity is documented in the 15th century,3 have 

been preserved in Ston (Dalmatia), Mostar (Herzegovina) and Sarajevo (Bos-

nia).4 Geographical position of these towns shows exactly the mentioned trade 

links between Bosnia and the Adriatic coast.5 These painters and their famous 

contemporaries, who had workshops and considerable numbers of appren-

tices, created icon prototypes for the following generations, strongly embed-

ded in Palaeologan and earlier Byzantine tradition. The Virgin, in the types of 

Hodegetria, Glykophiloysa or the Virgin of Passsion, was among the most 

popular subjects copied from such common iconographical models. An im-

portant group of Cretan icons from the middle of the 15th to the beginning of 

the 16th century have their own particular character and a distinguishing tech-

nical execution. The painters of these works, masters of the technique inher-

ited from Palaeologan art, frequently displayed an eclecticism that enabled 

them to include elements from Italian art in their painting. They preserved 

iconographic types of the Virgin from traditional Byzantine art, and yet made 

new prototypes, which were extensively repeated during the 16th and 17th 

                                                        
2 While working with collections of icons from different Serbian churches in Bosnia from 1983 

to 1992, I often found inscriptions on the back of icons with a name of the family that presented 

the icon to the church in memory of some of its deceased members or in hope that a sick rela-

tive would be cured. These inscriptions were mostly written on small pieces of paper attached 

to the icon and they easily fell off, so that the original number of these inscriptions presumably 

must have been bigger.  
3 Cattapan M., “I pittori Andrea e Nicola Rizo da Candia,” Thisavrismata, 10 (1973), pp. 238–

82. 
4
 Ibid. 

5 The distance between Ston and Mostar is about 60 miles and from Mostar to Sarajevo about 

80.  
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centuries. Commisions for the Virgin icons from Cretan painters were among 

the most popular ones. Best example of this is an order from Venice for nine 

hundred Virgin icons, placed in 1499.6 Other documents testify to a direct 

transference of “models” for various figures of saints among Cretan 15th 

century painters.7 All this, apart from the eclectic nature of stylistic variants, 

makes the dating of icons from the second half of the 15th century onwards 

even harder. There are examples of specific dated works from the 15th and 

16th centuries that are hundred years apart and yet are astonishingly similar.8 

The iconographic types of the Virgin with the Child, found in the Ortho-

dox churches in Bosnia,9 all belong to the types that were most popular in 

Cretan painting. Yet, some of them (nos. 10, 12, 14 and 19) show combina-

tions of two or more popular types that are rarely found on known Cretan 

icons. Slight variations of classical Byzantine prototypes do occur in Cretan 

Virgins anyway, but they are never so far-reaching as to disturb one of the 

basic principles of Greek icon painting—that each icon is derived from a very 

distinct archetype which always has to remain recognizable. 

The earliest representations of the Virgin as mother are found in the Ro-

man catacombs.10 Like other Christian subjects represented in the catacombs, 

the pictures of Mary are simple illustrations of biblical themes or verses. They 

are private expressions of faith, here specifically funerary, in a period when 

the church had not yet established an official line regarding which or what 

kind of images were appropriate in a devotional context. The Hodegetria type 

is one of the oldest images of the Virgin in Byzantine art. The appearance of 

the famous icon of the Virgin with the Child, called the Hodegetria, which for 

centuries was to be almost a palladium of the Eastern Empire, is recorded in 

the first half of the 5th century, probably in the years following the Council of 

Ephesus, which proclaimed Mary the Mother of God, thus favoring all the 

various cults of the Virgin. The cult of these icon portraits could have been 

established or could have become widespread at that time, perhaps before the 

cult of the portrait images of Christ (texts of the second half of the 6th and the 

                                                        
6 Chatzidakis M., Icons of Patmos, National Bank of Greece, 1985 (English edition), p. 25. 

Document published by Cattapan M., “Nuovi elenchi e documenti dei pittori in Creta dal 1300 

al 1500,” Thisavrismata, 4 (1972), pp. 211–16. 
7 Peterson T. Gouma, “The Dating of Creto-Venetian Icons: A Reconsideration in Light of 

New Evidence,” Allen Memorial Art Museum Bulletin, XXX, no. 1, Fall 1972, pp. 17–18. 
8
 Ibid, p. 21. 

9 All the Virgin icons from Bosnia presented in this paper are unpublished. 
10 Mary is the likely subject in a painting in the catacomb of Priscilla of the first half of the 3rd 

century: Kalavrezou I., “Images of the Mother: When the Virgin Mary Became Mater Theou,” 

Dumbarton Oaks Papers, No. 44 (1990), p. 165. 
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early 7th century deal particulary with portraits of Christ).11 About the year 

400 or in the first decades of 5th century, the cult of portraits of saints, the 

including Virgin, existed in different cities of the Christian Empire. The 

qualities of the Virgin emphasized at the time were still primarily abstract or 

theological.12 By the 5th century the Church had incorporated Mary into its art 

only as Theotokos—“the One Who Bore God.”  

The formal and the intimate representation of the mother stand for the two 

visual poles that are found in Byzantine religious depictions of Mary. The 

change of emphasis from the Virgin and Protectress to Mother is seen in the 

period immediately after Iconoclasm.13 The general effort after Iconoclasm to 

emphasize Christ’s human nature was partly done by stressing Mary’s hu-

manity.14 With the demise of Iconoclasm, theologians and artists took a fresh 

look at the Virgin and began to develop the human and maternal sides of her 

personality. These qualities, which had been present but dormant in the earlier 

centuries, made her a perfect intercessor between God and the faithful.15 The 

importance of the Virgin’s role as a protector and intercessor between Christ 

and men that was well in accordance with Byzantine theology,16 and conse-

quently the importance of prayer for the development of icon painting, en-

coureged numerous and various representations of the Virgin. The faithful 

were more ready to address the Mother and Protector than the Christ Pan-

tocrator, the Almighty and the King of the Universe. The cult that the Church 

has rendered to the Mother of God, whose name Theotokos, as John Damas-

cus says, contains the whole history of the Divine economy in the world, glo-

                                                        
11 Grabar A., Christian Iconography. A Study of Its Origins, Princeton University Press, 1968, 

p. 84. 
12 This can be seen in the 5th century mosaic from Santa Maria Maggiore which avoids 

establishing a personal relation between Mary and Christ: Kalavrezou I., op. cit., p. 167. 
13 How the motherhood of the Virgin became important for Byzantium is discussed by Ioli 

Kalavrezou, op. cit., pp. 165–72. 
14 The desire to represent the visible nature of Christ resulted in the emphasis on his human 

aspect, and the representation of the human nature is necessarily tied to the miracle of the in-

carnation through the Virgin. Her human qualities rather than utility as a source of doctrine had 

to be brought out directly, and emphasizing her motherhood was the most obvious means of 

achieving this: Kalavrezou I., op. cit., p. 169.  
15 Virgin’s role as mediatrix or intercessor first took shape in the exegetical and homiletic 

literature of the first half of the 5th century. The general emphasis in the 6th century is on her 

ability to intercede with her Son for humankind, but beyond that there is no further 

development of her character as a mother: Kalavrezou I., op. cit., p. 167. 
16 The concept of Mary as mediatrix has been retained on the lead seals dating from Middle 

Byzantine Period: Galavaris G., “A Question of Mariolatry in Byzantium,” The New Review, 

Vol. IV, No. 4(17), 1964, pp. 1- 15.  
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rifies her above saints and angels.17 As the maternal dimension of Virgin’s 

personality was developed, she became even more accessible, as the ordinary 

woman who undestood humankind. The intimacy between mother and child, 

the emotional interplay, is conveyed through actions or gestures, such as 

feeding (no. 11), embracing (nos. 6, 7, 8, 10), or playing (no. 9). Numerous 

types were established for the image of the Virgin and different human feel-

ings are manifested on them—calm grandeur (Hodegetria or Enthroned Vir-

gin), melancholy, serenity, tenderness (Glycophilousa or Galactotrophousa), 

suffering and compassion (Virgin of Passion).  

Byzantine artists commonly turned to inscriptions in their paintings, either 

as epigrams or labels, when a specific or new meaning, not immediately per-

ceivable through iconography, was to be read in an image. These epithets add 

another dimension to the iconographic type. While, for example, the Hode-

getria shows her son who symbolizes the way to be taken by faithful (repre-

senting therefore a Christologic doctrine), the Glycophilousa in all its variants 

stresses Mary’s maternal side.  

But all of the themes, each in its own way, exist still on another level—

they are all to be “reflected incessantly on the miror of the beholder’s soul, to 

keep that soul pure, to lift those who bend down, and to give them hope, for 

they contemplate the eternal prototype of beauty,” as suggested in medieval 

Painter’s Manual.18 

Virgin Hodegetria  

1. THE VIRGIN HODEGETRIA ( Figure R-119) 

 15th century 

 52 ! 39.5 cm  

 Tuzla. Bishopric Museum 

 

2. THE VIRGIN HODEGETRIA ( Figure R-2) 

 Late 15th—Early 16th century 

 68.9 ! 52 cm  

 Sarajevo. Old Orthodox Church  

 

                                                        
17 Galavaris G., op. cit., p. 11. 
18 Galavaris G., “The iconography of the Icon” in Exhibition Catalogue Holy Image, Holy 

Space. Icons and Frescoes from Greece, Athens, 1988, p. 42. 
19 The illustrations accompanying this article are provided in a graphic insert following the 

article, i.e., between pages 94 and 95. 
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The most venerated icon in Constantinople was one of the Virgin called the 

Hodegetria after the Monastery of the Hodegon near the imperial palace, 

where it was kept. As the name Hodegon translates as “Sanctuary of the 

Pointer of the Way,” this type of icon came to mean the “Guiding Virgin.”20 

Texts from the 4th–the beginning of the 5th century tell us that this famous 

icon of Theotokos with the Child, Hodegetria, was sent to Constantinople to 

the sister of Theodosius II (408–50), Pulcheria, by the soverign’s wife Eudo-

cia, from the Holy Land, where she discovered it.21 From the time of its arri-

val in the capital it was the object of a cult, the palladium of the city, carried 

in processions and in battles. According to tradition it was painted by St. Luke 

as a portrait taken from life. Among several hundreds of icons that were held 

miraculous and believed to be done by St. Luke himself, the Hodegetria, 

Eleousa and Orant (without the Child) types are most frequently found.  

The original, lost in the sack of Constantinople in 1453, depicted a stand-

ing Virgin holding the Christ Child in her left arm. The best copies we have 

are a series of the 10th century ivories with imperial portraits, such as the one 

now in the Archepiscopal Museum in Utrecht.22 These ivory reliefs assumed 

the same function as objects of worship as the painted icons.23 According to 

historians, Byzantine emperor John Comnen (1118–43) used to walk after an 

icon of Hodegetria every Friday in a procession in the Royal pallace.24 A pro-

cessional icon of Hodegetria from the 12th century, one of the masterpieces 

of Byzantine painting, is kept today in the Archaeological Collection in Kas-

toria (Greece).25 

One of the earliest reflections of the Hodegetria type was found in a 

monument which belongs in the orbit of Jerusalemite art, a miniature of the 

Rabula Gospels from 586.26 In his fundamental work on the iconography of 

the Virgin, Kondakov had suggested that Hodegetria type appeared in Pales-

tine or Egypt as early as the pre-Justinian period and became generally popu-
                                                        
20 Wright H. David, “The Earliest Icons in Rome,” Arts Magazine, XXXVIII, 1963, p. 24. 
21 Grabar A., Christian Iconography. A Study of Its Origins, Princeton University Press, 1968, 

p. 84. 
22 Weitzmann K., The Icon, London, 1978, p. 62. 
23 Weitzmann K., “Thirteenth Century Crusader Icons on Mount Sinai,” Art Bulletin, XLV, 

1963, p. 193. 
24 Tatic-Djuric M., Poznate ikone od XII—XVIII veka, Belgrade, 1984, p. 3. (Famous Icons 

From 12th—18th Century). 
25 Exhibition Catalogue, Holy Image, Holy Space. Icons and Frescoes from Greece, Athens, 

1988, pp. 82, 174 (No. 9). 
26 Weitzmann K., Studies In The Arts At Sinai, Princeton University Press, 1982, p. 189. For 

the Rabula Gospels see Cecchelli C., Furlani J., , Salmi M., The Rabula Gospels, Olten-

Lausanne, 1959, p. 48 and pl. 1.  
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lar throughout the Orthodx world from the beginning of the 6th century.27 

This has been proved by discoveries of Early Christian encaustic icons of the 

Virgin with the Child in the type of Hodegetria, such as the Sinai icon from 

the 6th century,28 or the Pantheon icon made in Rome presumably in 609.29 In 

the first half of the 7th century, the Hodegetria type is also found as a mosaic 

in the apse of the Church at Kiti in Cyprus.30 The formal representation of the 

Virgin Hodegetria was often chosen for decoration of an apse or for the wall 

icon in larger churches with the mosaic decoration where paintings of an offi-

cial nature were required rather than emotional and intimate ones. 

In the Hodegetria archetype Christ Child is seated on the Virgin’s left arm 

as in the innumerable copies derived from it, though he was often depicted 

sitting on the right arm as well.31 The famous original icon showed a full-

length figure of the Virgin, and both the Virgin and the Child were repre-

sented frontally. The full-length figure was gradually superseded in popularity 

by a half-length figure of the Virgin, though the full-length type continued to 

exist alongside.32  

Two icons of Hodegetria—from Tuzla (no.1) and Sarajevo (no. 2)—show 

the Christ Child seated on the Virgin’s left arm, holding a scroll (the logos) in 

the left hand and blessing with the right, which were the usual gestures for 

this type. They reveal the traditional Byzantine idea of Christ being almost 

self-contained and more spiritually than physically connected with the Vir-

gin.33 But, instead of the complete frontality of the older more hieratic type, 

on our icons the Child is turned in a three-quarter profile towards the Virgin 

and she is represented as turning and inclining her head towards him. This 

                                                        
27 Kondakov N. P., Iconography of the Virgin, St. Petrsburg, 1914–15, I, pp. 152–62; 

Iconography of the Virgin. Relationship between Greek and Russian Ikon Painting and Italian 

Painting of the Early Renaissance, St. Petersburg, 1911 (in Russian).  
28 The icon originally comes from St. Catherine’s Monastery at Mount Sinai, and is now kept 

in the Museum of Western and Eastern Art, Kiev. It was published by Bank A., Byzantine Art 

in the Collections of Soviet Museums, Leningrad, 1985, pp. 17, 289 (no. 109). 
29 Two icons from 7th centuries were discovered in Rome—the icon from the Pantheon, c. 609 

and from the Church of Santa Francesca Romana (originally called Santa Maria Nuova), c. 640. 

They were published by Wright H. David, “The Earliest Icons in Rome,” Arts Magazine, 

XXXVIII, 1963, pp. 24–31.  
30 Weitzmann K., Studies in The Arts At Sinai, p. 189. 
31 Lazarev V., “Studies in the Iconography of the Virgin,” Art Bulletin, XX, 1938, p. 46, points 

out that probably after the 11th century, icons appeared with the Virgin supporting the Infant on 

her right arm. It has been proved later that examples of this variant have existed as early as the 

7th century; see Wright D., op. cit. 
32 Lazarev V., op. cit., p. 46. 
33 Weitzmann K., Studies in the arts at Sinai, p. 298. 
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shift of postures and directions introduces a note of humanity and sorrow, an 

implied premonition. This influence of motherly qualities is somewhat differ-

ent from the triumphant and superhuman impression made by traditional 

Hodegetria. 34  

Beginning with the 12th, and especially in the course of the 13th century, 

there occurred a representation of a closer and tenderer relationship between 

the Mother and the Child, which hints at the Glycophilousa type (Virgin of 

Tenderness). This can be seen on the mosaic icons of the Virgin with the 

Child from Constantinople (12th century) and the Monastery of St. Catherine 

in Sinai (c. 1200).35 This variant of Hodegetria, with a composition of mutual 

tenderness and affection, was introduced in Cretan painting by Andreas Ritzos 

in the second half of the 15th century. Both icons from Bosnia (no. 1 and 2) 

are of the same iconographic type as the Virgin Hodegetria in the Vatican 

Museum and the Museum in Trieste, done by the famous Cretan painter.36 

The only difference is that the angels from the top corners in Ritzos’ icons are 

not depicted on our icons. 

On the icons from Tuzla and Sarajevo, the Virgin is wearing a maphorion 

with a narrow golden border along its edge, and on the first icon it is also 

decorated with golden tassels on her sleeve and three stars on her forehead 

and shoulders. The three stars often adorn the maphorion of the Virgin. As 

early as the 5th century there appears a cross on the part that falls over her 

forehead and later, but still within the early Christian period, two more 

crosses were added on her shoulders.37 By the middle Byzantine period, the 

three crosses on the maphorion have become a common element in the repre-

sentations of the Virgin in various compositions and media, including coins 

and seals, and continued to appear throughout Byzantine art. The cross was 

formed either of straight lines, or of four dots, or of four lozenges. At times it 

appears as a glorified, luminous cross, when ornamented rays are adeed. The 

cross on the forehead is associated with the custom that the early Christians 

had of displaying this symbol on their forehead (as a Christian testimony, a 

source of Christ’s light and a talisman), and the three crosses would allude to 
                                                        
34 Weitzmann K., “Thirteenth century Crusader Icons on Mount Sinai,” pp. 196–97. 
35 Czerwenka-Papadopoulos K., “Eine Wiener Ikone Aus Dem Umkreis Des Andreas Ritzos,” 

Buzantios Festschrift fur Herbert Hunger, Wien, 1984, p. 206. The mosaic icom from Sinai is 

published by Weitzmann K., The Icon, New York, 1978, p. 102 (pl. 32). Both mosaic icons are 

published by Weitzmann K. et. al., The Icon, London, 1981, p. 52 ( Virgin Hodegetria from 

Constantinople, now in the Greek Patriarchate, probably between 1118 and 1143) and p. 64 

(Virgin Hodegetria from the St. Catherine’s Monastery, Sinai, early 13th century). 
36 Cattapan M., “I pittori Andrea e Nicola Rizo da Candia,” p. 270 (no. 6) and p. 277 (no. 16).  
37 Galavaris G., “The Stars of the Virgin. An Ekphrasis of an Ikon of the Mother of God,” East-

ern Churches Review, Vol. 1, No. 4, 1967–68, p. 364. 
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the Trinity.38 It has also been suggested that their persistent appearance on the 

forehead and the shoulders may have something to do with the practice of 

crossing oneself whereby Christians touch the three crosses with their fingers, 

thus declaring their faith in the Trinity and drawing strength from the cross. 

During the middle Byzantine period there appear examples with the three 

stars in place of the crosses. These stars are not variations of the crosses, as 

proved by the existence of the examples which combine the cross and the star, 

as seen on the Tuzla icon. It has been assumed that these three stars, which 

were more popular in the late and Post-Byzantine periods and which present 

numerous variations, continue to carry the Trinitarian symbolism and that in 

fact they can be explained as a decorative development of the cross.39  

A specific interpretation of common decorative symbolism on both Vir-

gin’s and Christ’s robes is given by a 15th century literary piece—ekphrasis 

of John Eugenikos, published in the 19th century.40 The long text about an 

icon of the Virgin and Child describes the costume of the Virgin:  

 

The Pantanassa Mother wears over her head, as was customary 

among Syrian women of her time, a light purple chiton whose colour 

merges into the blue of the iris... The hem of the robe, the various 

golden tassels and the like, wherever they are, are tokens of delicacy 

and grace and sure signs that the Divine Bride sprang from a royal 

root. Nevertheless the three shining stars appearing on the forehead 

and the shoulders should not be considered as having a secondary 

significance. They are symbols of the Grace of the luminous Trinity 

which as soon as it dwelt in her caused the One to be revealed from 

her.41
  

 

Same colors and ornaments as described above are seen on most icons with 

this subject, as well as on the Tuzla icon. The author of ekphrasis also sees the 

Trinity in the fingers of the blessing Child and proposes a most elaborate 

symbolism, which he pursues in the costume of the Child. On the Tuzla icon, 

Christ is wearing a white-blue tunic patterned with small golden motives 

(fleur-de-lis) and a orange-ochre himation lavishly decorated with delicate 

gold webbing. On the icon from Sarajevo he is dressed in a bright ochre hi-

mation and dark green chiton with rich gold striation. According to the inter-

                                                        
38

 Ibid, p. 365. 
39

 Ibid, p. 366. 
40

 Ibid, pp. 366–69. This document was first published by Boissonade E., Anecdota Nova, 

Paris, 1844, pp. 335–40.  
41

 Ibid., p. 367; Boissonade, op. cit., pp. 338–39. 
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pretation of ekphrasis, the ornaments and colors (which are repeated on most 

Cretan icons discussed here) manifest the celestial, cosmic aspects of the 

Creator:  

 

The inner part (meaning Christ’s chiton) covering the breast has the 

colour of a blue flower that quietly changes into white because the 

Child came from heaven; He is divine and the Creator of heaven. I 

think this is also the meaning of adorning it with rays like those of the 

sun. This too is beautiful and not without wisdom, because the One 

Word, Jesus Christ, is adorned, as it is written, with two natures, the 

divine and the human; (or better said) his pre-existing divine nature 

was adorned with the human which he assumed later, having mingled 

them exceedingly but without confusion.42 

 

The icons from Tuzla and Sarajevo are connected with 15th century Cre-

tan painting by their style and technique, and both belong to a classical Cretan 

tradition of the first post-Byzantine period of the late 15th and the early 16th 

centuries.43 The icon from Tuzla, which is much better preserved than the one 

from Sarajevo, has all the hallmarks of a Cretan masterpiece of the late 15th 

century, with strong roots in Palaeologan art. The sad and serious gaze of the 

Virgin, her well-drawn brows, broad cheeks and the care shown in the model-

ling of her hands, with their long fingers, can all be found in the works of An-

dreas Ritzos. Composition as a whole, the modelling of the face with the ele-

ments of Western sensitivity, the rendering of the features and the geometric 

treatment of the drapery, all connect two icons from Bosnia with the art of 

Andreas Ritzos and his immediate followers. A number of early 16th century 

icons are very close in their style and iconography to the icon from Tuzla and 

probably belong to the same artistic cycle: the Virgin Hodegetria from the 

Nikolenko Gallery in Paris,44 the icon from Trieste,45 and especially the one 

from the Church of Holy Trinity in Vienna46 (where the punched decoration 

of the haloes is also identical). A delicate pattern of floral tracery which is 

stippled on the haloes on the icon from Tuzla is characteristic of a group of 

                                                        
42

 Ibid, p. 369; Boissonade, pp. 337–38. 
43 Term “the first post-Byzantine period (1453–30)” is defined by Chatzidakis M., Icons of 

Patmos, National Bank of Greece, 1985 (English edition), p. 23. A huge number of icons, of 

remarkable quality, belonging to the same artistic cycle of Herakleion, are attributed to this 

period. 
44 Exhibition Catalogue Icones grecques et russes, Galerie Nikolenko, Paris, 1975, p. 11. 
45 Czerwenka_Papadopoulos K., op. cit., p. 204 (pl. 3). 
46

 Ibid, p. 203 (pl. 4). 
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Cretan icons of Virgin with Child done in the15th century.47 Same elaborate 

decoration in the haloes was used by Andreas Ritzos too. But the strongest 

support for dating of the Tuzla icon is the 15th century icon of Virgin Hode-

getria from the Byzantine Museum in Athens,48 which is in all respects the 

closest paralel to our icon. Apart from the two angels that are depicted in top 

corners on the icon from Athens, everything else is the same to the smallest 

detail. Very significantly, on both icons is the Palaeologan type of young 

Christ with large forehead, short nose with rounded top and fat hands. 

Virgin Glycophilousa 

3. THE VIRGIN GLYCOPHILOUSA ( Figure R-3,  Figure R-4) 

 16th century 

 51.4 ! 39.8 cm 

 Tuzla. Bishopric Museum  

  

4. THE VIRGIN GLYCOPHILOUSA 

 16th century 

 45.2 ! 36.2 cm 

 Tuzla. Bishopric Museum  

  

5. THE VIRGIN GLYCOPHILOUSA (ELEOUSA) ( Figure R-5) 

 Second half of the 17th century 

 74 ! 56 cm  

 Had"i#i. Church of The Birth of the Virgin  

  

On the three icons from Tuzla and Had"i#i (no. 3, 4 and 5) the Virgin is repre-

sented holding with her left hand the Child, who puts his cheek against his 

mother’s and who grasps her right hand with his left. In this type of represen-

tation where the Mother and the Child are shown cheek to cheek (the feature 

determining the Glycophilousa type), Byzantine art achieved a more human 

relationship between them than in any other type. Iconography of this kind of 

representation is connected with texts related to the Mass of the Holy Week 

(held before Easter). The meaning of the icon is centered upon the Virgin’s 

                                                        
47 Example of the 15th century Cretan icons with identical decoration of the haloes as seen in 

the Tuzla icon is the Virgin Glycophilousa from the Hermitage and the Virgin Hodegetria from 

Athens: Exhibition Catalogue Ikones tis kritikis tehnis apo ton Handaka os tin Moscha ke tin 

Ayia Petrupoli, Crete, Iraklion, 1993 (Icons of the Cretan School from Candia to Moscow and 

St. Petersburg), p. 332, icon no. 3 and pp. 557–59, icon no. 207 .  
48

 Ibid, pp. 557–59, icon no. 207. 
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grief after the revelation of her Son’s destiny. The Child holds tight to his 

mother. This subject of the Virgin’s (symbolizing the Church) love towards 

Christ and her Lord became very important in the iconography of Cretain 

painting in a historically difficult period for the Greeks. They identified the 

Virgin’s grief with their own in the times of slavery under the Turks.49  

The Virgin had been represented as Glycophilousa (the Sweetly-kissing 

One or Virgin of Tenderness) even before the iconoclastic period, but in the 

Comnenian and Palaeologan period the Constantinopolitan image of the Vir-

gin of Tenderness was highly esteemed.50 It was later copied nearly every-

where from Cappadocia to the Balkans and very often used by Cretan painters 

during the 15th and 16th centuries. This type of Glycophilousa is directly as-

sociated with the Virgin of the Passion painted by Andreas Ritzos (Christ’s 

pose and the position of hands and feet are the same). The most famous ex-

amples of Glycophilousa that served as prototypes for numerous Cretan Vir-

gins, as well as for the three icons from Bosnia (no. 3, 4 and 5), were painted 

by Andreas Ritzos and kept at Milan, Trani and Belgrade.51 Apart from 

Ritzo’s icon, in the same collection in Belgrade (Zbirka Sekuli!) another 

Cretan 16th century icon of Glycophilousa is to be found.52 Early representa-

tions of Glycophilousa in the Cretan 15th century painting are also kept at 

Patmos53 and in the Lichatchev Collection in St. Petersburg.54 

On the Cretan icons from Bosnia (no. 3, 4 and 5), the Virgin holding the 

Child is represented against the golden ground on which the abbreviations of 

their names are written in red capital letters. The haloes of both figures are 

punched with floral decoration of a typical Venetian character.  

The icon from Tuzla (no. 3) is stylistically very close to the icon of the 

Glycophilousa from the Monastery of the Theologian on Patmos,55 dated in 

the second half of the 16th century. The modelling through broad lighted ar-

eas on both of these icons creates full faces with cold brown shadows that are 

in a strong but subtle contrast with the warm pale pink color of the flesh. The 

facial type of the Virgin is marked by her expressive sad eyes that are set 

apart from each other and the long arched eyebrows which frame a strong 

shadow to the root of the nose. The drapery of the fleshy bodies (especially 

                                                        
49

 Ibid, p. 332  
50

 Ibid. 
51 Cattapan M., op. cit., p. 270 (no. 7), p. 275 (no. 5) and p. 276 (br. 6). 
52

 Zbirka Ikona Sekulic, Belgrade, 1967, p. 53 (no. 52) (The Sekulic Collection of Icons). 
53 Chatzidakis M., Icons of Patmos, p. 90 (no. 45). 
54 Felicetti-Liebenfels, Geschichte der Byzantinischen Ikonenmalerai, Lausanne, 1956, p. 113 

(pl. A). 
55 Chatzidakis M., Icons of Patmos, p. 123 (no. 75). 
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Christ’s) is organically composed, which was also common for some Cretan 

icons, like the mentioned one from Patmos. 

The icon from Had!i"i (no. 5) is inscribed Eleousa (the Merciful), which 

is the epithet of a poetic nature. In spite of the assumption that an icon of the 

Virgin with the inscription Eleousa was kept in the church of the Virgin 

Eleousa in Constantinople, founded by the Emperor John Comnen before 

1136, preserved monuments show that the same epithet Eleousa could have 

been written on different iconographical types of the Virgin.56 In the top cor-

ners of the icon from Had!i"i there are miniature portraits of the archangels 

Michael and Gabriel with veiled hands. This icon shows a cold linear treat-

ment of geometrizied forms that are rough stylizations of a much more subtle 

treatment in the earlier post-Byzantine art. The unknown Cretan painter 

wanted to follow his famous predecessors. This icon shows that the icono-

graphical tradition of the Virgin Glycophilousa was still popular by the end of 

the 17th century.  

 

6. THE VIRGIN GLYCOPHILOUSA ( PHANEROMENI) ( Figure R-

6) 

 Early 16th century 

 34.5 # 27 cm 

 Sarajevo. Old Orthodox Church 

  

In the Cretan icons of Glycophilousa we can see an amazing variety of poses, 

movements and placement of the hands, while the common meaning of the 

subject always remains the same. Many of these variants can be found in 

Cretan icons preserved in Bosnia too (nos. 6–10). Because of such a big vari-

ety of details that characterizes this iconographic theme, it is very difficult to 

specify when exactly those changes took place. This difficulty becomes even 

greater because of the fact that Cretan painters constantly repeated even the 

slightest details of their iconographic prototypes for more than two hundred 

years.57  

 

On the icon from Sarajevo, the Virgin is represented against the golden 

background holding on her right arm the Child who is pressing his cheek 

against hers. They are both looking toward the spectator. Christ is holding a 

scroll in his right arm and caressing his mother’s chin with his left. The vi-

                                                        
56 Babic G., “Epiteti Bogorodice koju dete grli,” Zbornik za likovne umetnosti, 21, Novi Sad, 

1985, p. 269 (“Epithets of the Virgin embraced by the Child,” Bulletin for Fine Arts). 
57 Exhibition Catalogue Ikones tis kritikis tehnis apo ton Handaka os tin Moscha ke tin Ayia 

Petrupoli, p. 332.  
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vacity inherent in the Child’s posture reflects the type of Glycophilousa which 

is often characterized by a playful attitude and greater liveliness of the child 

and is called in Russian Vzygranye, which means “in a state of playing.” Such 

representations of the Virgin with the Playing Child are usually found with 

the Christ grasping the edge of his Mother’s maphorion instead of her face, 

both symbolizing his need for her protection. They can be traced back at least 

to the 13th century.58 The earliest representations of Christ pressing his cheek 

to the Virgin’s and caressing her chin, in Italy date from around 1300 and are 

found on a number of 14th century panels by Tuscan, Sienesse and Florentine 

masters.59 The Child’s body is absorbed within the outline of his Mother’s 

form, and its complicated posture with the upward and downward pressures of 

the hand and the foot reveals an unusual degree of dynamic force, contrasting 

with the quiet tenderness of the Mother as she presses her Child to her breast 

and touches his cheek. 

This type became very popular in the Cretan 15th and 16th centuries 

painting. The same variant of Glycophilousa is to be found on the icon of An-

dreas Ritzos from the second half of the 15th century which is kept in Paris60 

and which was obviously the prototype for the Sarajevo icon. This icon from 

Sarajevo is a particulary fine work of Cretan painting. The faces are modelled 

with a subtle rendering of light and shade and the soft drawing of the features 

of the faces and Christ’s hair. The Virgin who in church poetry is referred to 

as “bottomless pit of grace and source of compassion” is represented as 

thougtful and sad with the strength of expression which could be achieved 

only by great masters. Her sorrow is emphasized by Christ’s innocent and 

playful gesture of reaching for her face. The sole of his foot is turned outward 

which is symbolically connected with his Passion. 

Slight iconographic peculiarity is seen in the folded top part of Christ’s 

himation which is fluttering behind his back and which is also depicted on the 

above-mentioned Ritzos icon from Paris. This element has its origin in mosaic 

representation of the Virgin from the Kariye Camii, the former monastery of 

Chora in Constantinople, made at the high point of Palaeologan art. 

On the upper part of the Sarajevo icon, apart from abbreviations of the 

Virgin’s and Christ’s names, there are two written epithets of the Virgin. One 

of them says KIRIA which means Our Lady, and another one FANEROMENI. 

Most of the time the epithets which often accompany the figures of the Virgin 

                                                        
58 Lazarev V., “Studies in the Iconography of the Virgin,” Art Bulletin, XX, 1938, pp. 42–46. 
59 Shorr D., The Chist Child In Devotional Images in Italy during the XIV Century, New York, 

1954, pp. 52–57. 
60 Cattapan M., op. cit., p. 277 (no. 18). 
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in Byzantine art are of a mystic or poetic nature.61 But some of them, like the 

one on the Sarajevo icon, indicate special icons of the Virgin which were 

worshipped in famous religious establishments. Epithet Phaneromeni is con-

nected with the icon that was believed to be miraculous and comes from the 

Kapudag peninsula in the Sea of Marmara. This icon was celebrated on the 

15th of July. There is an icon of the Virgin Hodegetria from the 12th–13th 

century which has the written epithet Phaneromeni that is connected with the 

name of the church of Phaneromeni in Nicosia, where it is kept.62 Otherwise, 

Phaneromeni is oftenly used name for many villages in Greece and Anadolia, 

where, according to a legend, the Virgin used to show her miraculous powers. 

The exact same variant of the Virgin Glycophilousa as on the Sarajevo icon 

can be found on the Cretan icons from the 15th century in the Lichatchev 

Collection in St. Persburg,63 or the one from the 16th century from a Serbian 

church in Prijepolje.64 The same iconography is also repeated on the Virgin 

icon from the Benaki Museum in Athens, done by the famous Cretan painter 

Emmanuel Lambardos in 1609.65 

 

7. THE VIRGIN GLYCOPHILOUSA ( Figure R-7) 

 16th century 

 53 ! 37 cm 

 Sarajevo. Old Orthodox Church (No. 71) 

  

8. THE VIRGIN GLYCOPHILOUSA 

 16th century 

 22.6 ! 19.5 cm 

 Sarajevo. Old Orthodox Church (No. 121) 

  

Two icons from Sarajevo (nos. 7 and 8) show the Virgin holding the Child in 

a distorted, unnatural position with his legs crossed. This iconographic variant 

of Glycophilousa appears on Cretan icons of the 16th and the begining of the 

17th centuries, as seen on two 16th century Virgins with Child from the His-

                                                        
61 Galavaris G., “The Mother of God of the Kanikleion,” Greek, Roman and Byzantine Studies, 

Vol. 2, No. 1 (January 1959), p. 180. 
62 Talbot-Rice D., The Icons of Cyprus, (2), London, 1973, p. 209–11 (no. 27). 
63 Felicetti-Liebenfels W., Geschichte der Byzantinischen Ikonenmalerei, Lausanne, 1956, p. 

111 (pl. B). 
64 Stanic R., “Nepoznate ikone u jugozapadnoj Srbiji,” Zbornik za likovne umetnosti, 11, Novi 

Sad, 1975, no. 260 (“Unknown Icons from South-Western Serbia,” Bulletin for Fine Arts). 
65 Stuart J., Ikons, London, 1975, no. 58. 
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torical Museum and the Tretyakov Gallery in Moscow.66 The first icon from 

Sarajevo (no. 7) shows a deeply thoughtful Virgin with small eyes and some-

what lifted eyebrows, while the other one (no. 8) stresses her sadness. On both 

icons modelling of the face is done very gently with light shadows and barely 

visible white highlights. The second icon (no. 8) shows a deviation from the 

traditional icons of this type, because the scroll in Christ’s right hand is open. 

This is connected with the Western influence and is also seen on both above-

mentioned icons from Moscow.  

One of the earliest surviving depictions in which the Virgin holds the 

Child pressed against her cheek in a tender embrace is on a wall icon in the 

New Church of Tokali, dating from the 10th century.67 It is not known 

whether a specific meaning was attached to the theme of the embrace at this 

period, but it seems that this type of tender relationship of the Virgin with her 

child became a favored subject in Cappadocian churches during the 10th and 

11th centuries. A large number of these depictions in Cappadocian churches, 

expressing Virgin’s intimate relationship with her child, are clearly votive 

icons.68 During the 14th century in Italy (Florence, Siena) the Child was rep-

resented in the Virgin’s hands, with his body in a natural position slightly 

turned inward, extending his right hand upward to her neck and clutching the 

border of her robe.69 This pattern formed by the Child’s right arm extended to 

his Mother’s neck is that of the Child who blesses upward, but the action of 

the hand has been changed from hieratic to naturalistic. The same mental at-

titude of the human and affectionate relationship between the Virgin and the 

Child is stressed even more on the representations of tender embrace on the 

Sarajevo icons, where the Christ reaches for his mother’s maphorion with his 

left hand. His action of reaching for her neck and clutching the border of her 

robe in any case suggests the deeper implication inherent in the act of 

suckling.  

 

9. THE VIRGIN GLYCOPHILOUSA (PELAGONITISSA) ( Figure R-

8) 

 16th century 

 56 ! 43 cm 

 Sarajevo. Art Gallery of Bosnia and Herzegovina (No. 3668) 

  

                                                        
66 Exhibition Catalogue Ikones tis kritikis tehnis apo ton Handaka os tin Moscha ke tin Ayia 

Petrupoli, p. 404 (no. 42) and p. 422 ( no. 70). 
67 Kalavrezou I., op. cit., p. 172 (pl. 16). 
68

 Ibid. 
69 Shorr D., op. cit., pp. 128–33. 
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Icons that were held to be miraculous were often copied because it was be-

lieved that in time these copies will also gain miraculous powers. Such repli-

cas would usually inherit the toponym epithets of their originalas, especially if 

they stayed arround the same place. One of the famous examples of this is the 

icon of Virgin Pelagonitissa that was copied in Macedonia many times. The 

oldest known example of this iconographical type is the so-called Vzygranye, 

which includes all the different representations of the Virgin with the Playing 

Child (where Pelagonitissa also belongs). If Christ and his Mother are repre-

sented cheek to cheek, as they are on the icon of Pelagonitissa from Sarajevo 

(no. 9), then it also belongs, in a broader context, to the Glycophilousa type. 

The type of Vzygranye had exhisted before it became so popular and vener-

ated in Macedonia in the 14th century. The oldest known variant of this 

iconography is found in a Syrian manuscript, the Book of Psalms, from 1203. 

This example testifies that different iconographical types of icons exhisted 

independently from their toponim or other epithets, which were given to them 

by believers in specific times or places.70  

The icon of Virgin Pelagonitissa, whose prtotype become popular some-

where in Pelagonia in the vicinity of Bitolj, was getting its replicas for a long 

time. Some of these icons had the toponym Pelagonitissa inscribed, while 

others did not. On the icon from Sarajevo (no. 9) the epithet is not inscribed, 

though its dependence on the iconography of Pelagonitissa is obvious. This 

theme, which occurs in a Byzantine icon on Sinai dating from the period of 

the Crusaders,71 is also known from the icons and frescoes of Serbian 14th 

century churches.72  

On the Sarajevo icon the Virgin is represented in a dark maphorion 

against the gold ground. She is holding the Child in her right arm and her left 

is raised in an attitude of prayer. Delicate rendering of forms is seen in the 

soft shading and the discrete striation of the lighted areas. The Child is very 

                                                        
70 Babic G., op. cit., p. 266 , footnote no. 20. 
71 Chatzidakis M., Exhibition Catalogue Holy Image, Holy Space. Icons and Frescoes from 

Greece, (1988), p. 204. He states that this iconographic type, which he does not connect with 

epithet Pelagonitissa, occurs in two unpublished Byzantine works: an icon from Sinai dating 

from the period of the Crusaders, and one in the Byzantine Museum (T. 2322), dated on stylis-

tic grounds to the beginning of the 15th century. Babic G.: “Epieti Bogorodice koju dete grli” 

(1985) mentions before Chatzidakis that this type is known in Byzantine painting from the 

early 13th c. and she connects it with Pelagonitissa.. Chatzidakis (op. cit.) notes that this ico-

nographic type is also found in a number of icons from the second half of the 15th century, on 

Naxos, Siphnos and Paros, and in the Loverdos Collection. 
72 Virgin Pelagonitissa is represented on 14th c. frescoes and icons in the monasteries of Staro 

Nagoricino, Prizren, Decani, Zrze near Prilep. See Djric V., Vizantijske freske u Jugosaviji, 

Belgrade, 1975 (Byzantine frescoes in Yugoslavia)  
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lively, with his back turned towards the viewer and stretching both arms 

around the face of the Virgin. His head is thrown back so that it is at the right 

angle to that of his mother. He is wearing a white chiton embroidered with 

gold fleur-de-lis and a sash of red material tied at the waist and passed over 

his shoulders like a pair of braces. His himation was obviously once richly 

decorated with gold webbing, which is now seen only in traces. It has slipped 

down his body, and covers only its lower part, leaving his right leg bare. The 

traditional antique garb in Byzantine art was considered especially appropriate 

for the depictions of the Christ Child in most scenic representations from the 

Gospel and, even more, in hieratic iconic schemes, such as that of the Virgin 

and Child. From the end of the 12th century onwards, in many depictions of 

the Virgin and Child, this rendering gave way to a more intimate approach 

that implied an attire of Christ more suitable for an infant (as we see on the 

Sarajevo icon). Thus, in the fresco panel of the Virgin Arakiotissa in Cyprus, 

done in 1192, Christ wears only a short tunic that leaves one leg bare and the 

tunic is also decorated here with a transversal sash and shoulder bands of the 

same material.73 Similar features of the dress, recalling Christ Anapeson, are 

found in the earliest variations of the type of the Glycophilousa, such as that 

in a 12th century icon from the Byzantine Museum in Athens.74 

This baby’s attire for Christ in the depictions of the Virgin and Child con-

stitutes an integral part of the iconographic type of the Virgin Kykkotissa, 

named after the miraculous prototype which, according to tradition, was sent 

by Alexois Comnenos to the Monastery of Kykkos in Cyprus in 1092.75 In 

this type the Child wears only a short sleeveless tunic, allowing arms and legs 

to be exposed and revealing that he kicks with his left foot. On all the later 

copies of Kykkotissa we see a sash around the waist or a sash with additional 

bands extending over the shoulders, and this feature is differentiated from the 

tunic in both texture and color (in the same way as on the Sarajevo icon). That 

this particular type of the Virgin and Child enjoyed wide popularity both in 

the Island and in other areas—including Sinai, Russia, and Italy—may ac-

                                                        
73 Fresco panel of Virgin Arakiotissa is in the homonymous church near Lagoudera, Cyprus: 

Mouriki D., “A Thirteenth-Century Icon With a Variant of the Hodegetria in the Byzantine 

Museum of Athens,” Dumbarton Oaks Papaers, No. 41 (1987), p. 405. 
74 Chatzidakis M., “L’evolution de l’ icone au 11e–13e siecles et la transformation du 

templon,” XVe Congres International d’Etudes Byzantines, Rapports, I, Art et Archeologie, 

Athens, 1976, pl. XLVI, fig. 22. 
75 The type may be reconstructed from the earliest existant copy in the well-known icon at 

Sinai (1050–1100) and also from later copies in Cyprus and elsewhere. Mouriki D., op. cit., p. 

406. 



 The Representations of the Virgin on Cretan Icons 75 

count for the frequent appearance of this detail both in the East and in the 

West, especially from the 13th century on.76  

On the Sarajevo icon the sandal on Christ’s left foot hangs loose as a re-

sult of the movement of the feet, which is symbolically connected with his 

destiny and is usually depicted in the same way on the icons of the Virgin of 

the Passion (such as no. 13). His unconstrained posture and affectionate ges-

tures reflect the close relationship between him and his mother, and his 

wholly human character is here enchanced by the absence of a halo, which is 

usually the case on similar representatios.  

The Virgin, absorbed in thoughts, is tenderly leaning towards the Child 

and directing her eyes at the observer. The moving mixture of the Child’s pa-

lyful innocence and his Mother’s deep anxiety, which is seen in her silent sor-

rowful look, gives special psychological tension to this iconographic type. 

The same iconography as we see on the Sarajevo icon is found on the icon 

from the Byzantine Museum in Athens, signed by the famous Cretan painter 

Angelos in the middle of the 15th century.77 This icon has the inscription 

KARDIOTISSA, which points to Crete, where there are still many monasteries 

dedicated to the Virgin Kardiotissa. Angelo’s icon was often repeated in 

Cretan painting of the second half of the 15th century. The icon from Sarajevo 

repeats not only the iconography (the only difference is two small busts of 

angels praying at the top of Angelo’s panel), but also has the same stylistic 

features and colors as Angelo’s icon.  

 

10. THE VIRGIN GLYCOPHILOUSA 

 16th century 

 32 ! 24 cm 

 Tuzla. Bishopric Museum (No. 195) 

  

The icon from Tuzla (no. 10) shows a very interesting mixture of different 

elements and in some ways the unique use of eclectic style in combination 

with the iconograpical type. The Virgin is represented in the type of the Gly-

cophilousa in the way that is well known from the icon of the Virgin of Vla-

dimir at the Tretyakov Gallery in Moscow. This specially venerated icon de-

picted the Virgin holding the Child on her right hand, with their close relation 

stressed through the cheek to cheek position and the placement of Christ’s 

arms around his Mother’s neck, who inclines her head towards him. The fa-

mous, numerous times repeated prototype of this characteristic portrayal of 

                                                        
76

 Ibid. 
77 Exhibition Catalogue Icons of the Cretan School (15th–16th Century), Athens, 1983, p. 17 

(no. 1); Exhibition Catalogue Holy Image, Holy Space, pp. 203–04 (no. 44). 
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tenderness and loving kindness, was painted in Constantinople and around 

1131 sent to Kiev. From there it went to Vladimir, where it received the topo-

nym Vladimirskaya, and finally it came to the Kremlin in 1315.78 As a type, it 

has been called Eleousa, the Merciful. The same iconography of the famous 

Russian Vladimir Virgin is found on the 12th century icon from Nicosia79 

which proves that this type was widely spread in the Byzantine world. The 

earliest representation of this tender embrace is seen in a 9th century Coptic 

ivory relief in the Walters Art Gallery, Baltimore, which is believed to be re-

flected by a well-known icon.80  

The earliest representation of the Child embracing his Mother and press-

ing his cheek to hers in Italy is seen in an illustration from a South Italian Ex-

ultet Roll dating ca. 1115.81 The type is first represented in Italian panel paint-

ing around 1240 and is frequently met with during the second half of the 

century. In Venice, this type is known on a 13th century Byzantine marble 

relief from S. Marco and three panels from the late 13th and 14th centuries 

attributed to Venetian School.82  

However, for some reason Cretan painting did not accept this type. One of 

the rare similar representations that are found in Cretan painting is the Virgin 

of Tenderness from Patmos. On this early 16th century icon Virgin is repre-

sented holding the Child on her left arm who is embracing her.83 Comparison 

of the Tuzla icon with the Glycophulousa from Patmos (that basically has the 

same iconographical concept, except that the Virgin holds the Child on the 

opposite arm), shows how stylistically far away from its Greek prototype the 

icon from Tuzla really is. 

The icon from Tuzla apparently fuses two popular types of the Virgin—

that of Glycophilousa (in its variant of Vladimir Virgin) and the Italian type of 

Madre di Consolazione (shown on icons no. 17 and 18), which was extremely 

popular on Cretain icons. The iconography of the Tuzla icon belongs to the 

Glycophilousa type (because of the placement of the figures cheek to cheek), 

but its style and decorative elements are typically Catholic, with all the char-

acteristics that we find on numerous Madre di Consolazione icons. This leeds 

                                                        
78 Weitzmann K., “The Icons of Constantinople” in the book The Icon, London, 1990, p. 17 

(icon reproduced on p. 55). 
79 Exhibition Catalogue Byzantine Icons From Cyprus, Benaki Museum, 1976, p. 28 (no. 3). 
80 Shorr D., op. cit., p. 43; Coptic ivory relief pyblished on p. 40, 6 fig. 2. 
81 Shorr D., op. cit., pl. 6 fig 1, p. 39. 
82

 Ibid: in private collection in Florence, late 13th century, pl. 6 Venice 1, p. 48; in Munich, 

late 13th century, pl. 6 Venice 2, p. 48; in S. Maria Maggiore, Florence, 14th century, pl. 6 

Venice 3, p. 47. 
83 Chatzidakis M., Icons of Patmos, p. 91 (no. 46, pl. 102). 
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to the assumption that it was probably done by the Western artists, who were 

always more ready to fuse separated iconographical types of the Virgin.84  

The features that we find on the Tuzla icon, which are characteristic of 

Madre di Consolazione, include decoration with a gold band with pseudo-

Arabic letters along the edges of the Catholic maphorion worn by the Virgin, 

as well as along the edges of Christ’s himation, and above all, the Late Gothic 

style in which the two figures are painted. Maybe the best and one of the ear-

liest representatives of a large group of icons portraying the Virgin and Child 

as Madre di Consolazione, with the same features of Italo-Cretan painting, is 

the icon done by the famous 15th century painter Nikolaos Tzafouris, kept in 

Athens.85 One of the reasons why this type was so popular in Cretan painting 

is that it met the requirements of both Catholic and Orthodox Churches until 

the 17th century. This is attested by the archival sources, which refer to 

countless icons of the Virgin painted a la italiana, and by the large number of 

them that survived in Greece and elsewhere. 

Other notable features of the Tuzla icon (no 10) that connect it with the 

best representations of Madre di Consolazione are the bright red color of 

Christ’s himation; the drapery, strongly lit at the peaks of the folds of Virgin’s 

maphorion; the soft, stylized folds crowning her face and the special care 

taken in the fine gold decorative details on both the Virgin’s and Christ’s 

draperies. Furthermore, the deep red maphorion of the Virgin displays the 

ample curves and soft deep folds typical of the Venetian Late Gothic drapery. 

This excellent plastic rendering of the folds and the meticulous execution 

connect the Tuzla icon to similar icons dated around 1500.86 Taken together, 

the stylistic and typological features of this icon suggest a date in the late 

15th—early 16th century.  

The Virgin’s and Christ’s hands on the icon from Tuzla were later, proba-

bly in the 19th century, covered with silver plates. It is hard to say whether 

haloes originally existed or they were left out in order to stress the human 

nature of the mother and the child, appropriate for this composition. 

                                                        
84 One of the basic principles of Greek icon painting was that each icon was derived from a 

very distinct archetype, which always had to remain recognizable, no matter what variations 

were introduced.  
85 Exhibition Catalogue Holy Image, Holy Space, pp. 211–12 (no. 53). 
86 Examples of such Italo-Cretan Virgins from Patmos are published by Chatzidakis M., Icons 

of Patmos, p. 89–90 (no. 42, 43, 44 and 45). 
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Virgin Galactotrophousa 

11. THE VIRGIN GALACTOTROPHOUSA ( Figure R-9) 

 First half of the 17th century 

 49 ! 40 cm 

 Sarajevo. Old Orthodox Church (No. 426) 

  

The Virgin is depicted against gold ground almost frontally, with a somewhat 

protruding right sholuder. Her head is little tilted towards the Child whom she 

holds on her left arm. The Christ is shown as sucking at his Mother’s breast, 

holding her hand with one arm and blessing with the other. The oldest repre-

sentation of the Virgin as Galactotrophousa (Virgo Lactans, nursing her 

Child), is found in a 2nd century catacomb fresco, where the seated Virgin 

holds the Child, whom she feeds at her breasts.87 This type figured both in 

Early Christian art and in Coptic miniatures of the 9th and 10th centuries.88 

Galactotrophousa, originating as an icon type on Egyptian soil, soon became 

widely spread in Christian art. Brought from Egypt, it was already known to 

the West and Byzantium, not as an established icon scheme, but as a simple 

genre motif springing from Early Christian and Late Hellenistic art. The Vir-

gin’s breast was always reduced to the utmost degree possible, making it 

hardly visible to the spectator.  

In the Acts of the 7th Ecumenical Council (717–41), Pope Gregory men-

tioned “the images of his Holy Mother holding in her arms our Lord and God 

and nourishing him with her milk,” which proves that icons of Galactot-

rophousa existed in the 8th century.89 But Virgin Galactotrophousa was never 

commonly accepted in Byzantium. It was far more popular in Greek prov-

inces and in the countries of the Christian East than in Constantinople. On the 

other side, Italy contributed to the popularization of this image in the Chris-

tian East from the 14th to the 16th century. Since the suckling Child seated in 

the Virgin’s arms was the most popular of the many types of the Virgin and 

Child represented by Italian masters of the 14th century,90 maybe this subject 

was accepted by Cretan painters through Venice. Example of this icono-

graphic type in 14th century Venice is represented by Caterino Veneziano and 

his painting from the Warcester Art Museum.91 

                                                        
87 Lazarev V., “Sudies In the Iconography of the Virgin,” Art Bulletin, XX, 1938, pp. 27–36. 
88

 Ibid . and Weitzmann K., Studies in the Arts at Sinai, Princeton University Press, 1982, p. 

152 (fig. 56).  
89 Lazarev V., op. cit., p. 30.  
90 Examples in Shorr D., op. cit., pp. 58–65. 
91

 Ibid., pl. 9 Venice 1, p. 65. 
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The icon of Galactotrophousa from Sarajevo shows a work of a very 

gifted Cretan painter from the late period of the post-Byzantine painting. The 

colors that he uses for the flesh of the figures are somewhat darker than usu-

ally, warm ochre-brown with red tints. The narrow parts of the lightened areas 

of the face are modeled with fine white lines. The rich floral decoration of the 

nimbs, as well as Christ’s slightly wavy hair, reveal Venetian influence. 

An icon of the Virgin Galactotrophousa from the Swiss Private Collec-

tion in Kolliken92 shows striking similarities with the icon from Sarajevo, both 

in terms of style and iconography. The dimensions of both icons are the same. 

The punched decoration of their haloes is identical. The small ornaments on 

Christ’s gray-blue chiton are done in black and gold on both icons. Their ico-

nography is the same almost to the smallest details—the only difference is 

that on the Switzerland icon the top part of Christ’s himation is not fluttering 

behind his back as on the Sarajevo icon and that it has a thin bordering strip 

with a punched ornament, which is not seen on the Sarajevo icon. The stylisti-

cal elements are clearly the same, most evident in the modelling of the faces, 

the drawing of Christ’s hair in wide semi-circles, in the shape of faces and 

hands as well as in the stiff geometrizied handling of the drapery of Virgin’s 

maphorion. All this leads to the conclusion that both icons were made in the 

same artistic cycle, if not by the same master.  

Virgin of the Passion 

12. THE VIRGIN OF THE PASSION ( Figure R-10) 

 16th century 

 67.2 ! 49.3 cm 

 Sarajevo. Old Orthodox Church (No. 351) 

  

The type of the Virgin holding the Child frightened by the angels’ display of 

the symbols of the Passion had been known in Byzantine painting at least 

since the 12th century, but this composition, which represents a prefiguration 

of the Passion of Christ, was very rare. In the 15th century and after, the 

theme is seen far more often. Since some of the best of these works bear the 

signature of Andreas Ritzos, the invention of the type has been attributed to 

him.93 In fact, the composition is undoubtedly Byzantine as proved by the 

                                                        
92 This icon is published in Chatzidakis M., and Djuric V., Les Icones dans les Collections 

Suisses, Geneve, 1968, no. 33. 
93 Chatzidakis M. and other scholars suggested earlier that this type of the Virgin of the Passion 

was invented by Andreas Ritzos in the second half of the 15th century: Chatzidakis M., Icons of 

Patmos, p. 67 . 



80 Svetlana Rakić 

12th century fresco from the Monastery of Arakas on Cyprus.94 In the 15th 

century, the representations of the Virgin of the Passion were found in 

Kastoria.95  

Nevertheless, the structure of a numerous group of 16th and 17th century 

icons of the Virgin of the Passion is one of the most important achievments of 

Cretan School of painting. The assumptions that this type took its shape in the 

workshop of Andreas Ritzos are certainly well founded.96 

The icon from Sarajevo (no. 12) shows the Virgin holding the Child on 

her right arm, while he turns his head up towards the archangel. This figure of 

the descending angel with his wings spread, who in his veiled hands holds the 

Cross, the lance and the reed with the sponge is a characteristic detail that 

gained popularity on the icons of Andeas Ritzos in Candia. Christ is blessing 

with his right hand and holding the sphere of the world in his left. On the icon 

from Sarajevo (no. 12), two different iconographical types have been fused—

that of the Virgin of the Passion and of the well-known Italian type of the 

Madre di Consolazione. Both of these types were extremely popular in Cre-

tain painting during the 16th and 17th centuries, but they were rarely mixed 

together in the way we see on the Sarajevo icon. This icon is probably again 

(as the icon no. 10) an example of the work of a Venetian artist, who was 

more ready to fuse two different, established types of presenting the Virgin, 

than we would expect from a Greek painter.  

Apart from the bust of the angel and the position of Christ’s head (turning 

upwards), everything else on the Sarajevo icon belongs to the Madre di Con-

solazione type, including the fact that the Virgin is holding the Child on her 

right, and not on her left arm (as seen on the icons of Passion). The charac-

teristic features of this type include the placing of the Child in a position that 

provides an element of contraposto, the sphere in his left hand, his western-

style shirt, the gold band with pseudo-kufic decoration along the edges of the 

Virgin’s Catholic maphorion buttoned up with a big golden jewel and deco-

rated with the hart-like motives from Venetian textile. But most significant is 

the Late Gothic style in which the two figures are painted, obvious in model-

ling of the faces and the plasticity of the purple-brown drapery of the ma-

phorion which displays ample curves and soft deep folds. Christ is clad in a 

chiton of black Venetian brocade, decorated with a floral motif of stylized 

                                                        
94 This fresco in the Monastery of Arakas (Lagoudera) on Cyprus was done in 1192 and it 

represents the Virgin holding a Child while the angels are displaying the symbols of the Pas-

sion. Exhibition Catalogue Ikones tis kritikis tehnis apo ton Handaka od tin Moscha ke tin Ayia 

Petrupoli, p. 338 (no. 7). 
95

 Ibid. 
96

 Ibid. 
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tulips—a theme of oriental origin. His orange-ochre himation is covered with 

rich gold webbing.97  

The face of the Virgin on this icon shows eclecticism and mixture of 

styles. The rendering of light and shade in a delicate balance of colors reveals 

Western influences, while the features of the Virgin’s face with the charac-

teristic narrow almond-shaped eyes, fine arched eye-brows, broad cheeks and 

the long straight nose are typically Cretan. In depicting the Virgin’s face, 

Cretain painters usually made a choice in either using Westenized features, 

especially for the type of Madre di Consolazione, or sticking to the traditional 

Greek features of her face, characteristic of the Virgin of the Passion type. 

Certain clumsiness is seen in the way the artist painted the hood of the 

Virgin’s maphorion which is too shallow to cover her head, and the abrupt 

way it breaks on the left side at the hight of her eyes, as well as in a somewhat 

compressed composition the balance of which is disturbed by introducing just 

one angel, instead of two, as usualy seen on similar icons.  

Abbreviations of the Virgin’s and Christ’s name, as well as the edges of 

their haloes, done in red, are later added over the original layer which can still 

be traced, following its shape and color. 

 

13. THE VIRGIN OF THE PASSION ( Figure R-11) 

 16th—17th century 

 79 ! 61 cm 

 Sarajevo. Old Orthodox Church (No. 398) 

  

This icon from Sarajevo (no. 13) closely follows the iconography of the 

famous prototype of the Virgin of the Passion done by Andreas Ritzos. In the 

16th and 17th centuries this iconographic theme became one of the most 

popular subjects of Cretan iconographers and was painted by all the major 

painters like Damaskinos, Tzanfournaris, Lambardos, Victor, Tzanes and 

many others.98  

                                                        
97 Christ is always dressed in this way on Madre di Consolazione icons. Among the earlies 

examples are two 15th century icons from Athens: Exhibition Catalogue Holy Image, Holy 

Space, pp. 211–12 (no. 53 and 54). 
98 Examples of the Virgin of the Passion that closely followed the type that took its shape in 

Ritzos workshop are published in Chatzidakis M., Icons of Patmos, p. 67 (no. 16); Exhibition 

Catalogue Ikones tis kritikis tehnis apo ton Handaka os tin Moscha ke tin Ayia Petrupoli, no. 7, 

no. 40, no. 59, no. 86, 214. 
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Three well-known icons dealing with this subject are signed by Andreas 

Ritzos, and at least two more are attributed to him.99 A number of icons, so 

closely related to the style and iconography of Ritzos’s workshop that it can 

be supposed that they were painted arround the same time (the second half of 

the 15th century) and by the same artistic circles, are also to be found in dif-

ferent places in former Yugoslavia.100  

The icon from Sarajevo represents the Virgin holding the Child who is 

grasping his mother’s right arm with both hands. He turned his head up to-

wards an archangel who holds the Cross in his veiled hands; a pendant figure 

with other arcahgel holds the pot with vinegar, the lance and reed with the 

sponge. All the movements and the gestures speak of Christ’s fear and agita-

tion, which becomes symbolic in the tranquil and monumental composition 

with the composed faces. Almost academic character in which the form is 

rendered, with closed synthesis and severe structure in the volumes and gar-

ments is characteristic for this type of Virgins of the Passion icons.101 It also 

conveys a restrained tenderness in the moving attitude and gesture of the 

Child.  

The open triangle of the maphorion at the Virgin’s neck, that allows her 

inner garment to be seen, is also characteristic of this iconography, although 

this can also be found in other types (like Hodegetria for example, no.1 and 

2). Cretan painters originally added to old Byzantine subjects this element of 

the open triangle on their representations of the Virgin of the Passion.102 An-

other element which is commonly seen on this iconographic type is the pat-

tern of embroidery on Christ’s shirt. This ornament has been connected with 

the decoration found on shrouds—the way it was painted in the Palaeologan 

                                                        
99 Icons of the Virgin of the Passion done by Andreas Ritzos are found in Ston (Dalmatia), 

Fiesole, Parma, Bari (Italy) and Princeton (USA): Cattapan M., “I pittori Andrea e Nicola Rizo 

da Candia,” pp. 266–69. 
100 These icons are in Belgrade (Sekulic Collection), Miokovci near Cacak (Serbia), Mostar 

and Sarajevo (Bosnia). The icon from Belgrade was published in Zbirka ikona Sekulic (The 

Sekulic Collection of Icons), Belgrade, 1967, p. 52 (no. 49); the icon from Cacak in Stanic R., 

“Nepoznate ikone u Jugozapadnoj Srbiji,” Zbornik za likovne umetnosti, (“The Unknown icons 

from South-West Serbia,” Bulletin for Fine Arts), Novi Sad, 11 (1975), p. 257; the icon from 

Mostar in Stanic R., Ikone iz Hercegovine (Icons from Herzegovina), Mostar, 1982, p. 35 (no. 

27); and the three icons from Sarajevo are published in Mirkovic L., “Starine Stare crkve u 

Sarajevu,” Spomenik Srpske kraljevske akademije (“Antiquities from the Old Orthodox Church 

in Sarajevo,” Bulletin of the Serbian Royal Academy), LXXXIII, Belgrade, 1936, p. 4 (no. 10, 

11 and 12). 
101 Chatzidakis M., “The Icons of the Balkan Peninsula and the Greek Islands (2)” in Weitz-

mann K. et al., The Icon, p. 311. 
102 Exhibition Catalogue Ikones tis kritikis tehnis apo ton Handaka os tin Moscha ke tin Ayia 

Petrupoli, p. 558. 
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period in representations of Dormition or used on the covers for the Church 

altar.103 Christ is also wearing the same decorated chiton in other iconographic 

types of the Virgin with Child (such as no. 1, 3, 9, 11, 15), and this is always 

alluding to his Passion. 

 On his famous icons of the Virgin of the Passion Andreas Ritzos in-

scribed in Gothic letters the Latin text of a verse on the right side and the 

epithet for the Virgin on the left. These inscriptions were later often copied by 

Cretan painters on their representations of the same subject, but they refused 

to use Latin script. Instead, they wrote the same thing in Greek letters, which 

is also the case on the Sarajevo icon (no. 13). On the left side it reads 

AMOLYNTOS—which describes the pure or unsinful Virgin (Virgin Im-

maculata). This inscription might be connected with the name of the monas-

tery which was built in Constantinople in 1401 by the Empress Irena Pa-

laeolog.104 The verse on the right speaks about archangel Gabriel who earlier 

announced to the Virgin that she was pregnant and is now showing her the 

symbols of her Son’s Passion, while Christ, now having the mortal body, is 

being afraid of his destiny watching the signs of his torture. The gold back-

ground on the Sarajevo icon was later crudely overpainted, but all the inscrip-

tions were left visible, in their original state. Modelling of the somewhat 

darker faces with sharp distinctions between the light and shaded parts and 

fine highlights with white striation is very similar to the icon of the Virgin of 

the Passion done in the early 17th century105. This icon from Athens could 

give a clue for the datation of the Sarajevo icon.  

Virgin Enthroned  

14. THE VIRGIN AND CHILD ENTHRONED ( Figure R-12) 

 16th century 

 99.5 ! 68.5 cm 

 Had"i#i. Church of The Birth of the Virgin (No. 3) 

  

The icon from Had"i#i (no. 14) presents a rare variation of the popular subject 

of the Virgin Enthroned and a mixture of different established types in Cretan 

painting. Most of all it resembles the popular Italian type of Madre di Conso-

lazione with Christ seated on the Virgin’s right side. Western influences are 

                                                        
103

 Ibid. 
104

 Ibid, p. 339. 
105 Exhibition Catalogue Byzantine and Post-Byzantine Art, Athens, 1986, p. 150 (no. 151). 
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most obvious in her widely open Catholic maphorion106 (which in Byzantine 

art is folded over her breast) and Late Gothic treatment of the Virgin’s robes, 

as well as of the faces with the partial lighting of the flesh.107 The Virgin’s 

maphorion is sharply broken at the point where it touches the seat of the 

throne. It is deep red, decorated with a gold band with pseudo-cufic letters 

along its edges and modelled with deep dark folds and soft light, characteristic 

of Venetian Cretan painters, or the ones that accepted their influences. The 

Virgin’s blue dress has a high Renaissance waist. Her white veil is depicted 

very plastically, as well as the haloes with punched semi-circle ornaments of 

Venetian origin. Another clearly Western element is the fact that the Virgin is 

painted barefooted (which was never the case on Cretan icons). This is com-

bined with obviously Byzantine way that the Child and the throne (including 

the duplication of the cushion) are depicted, with rich gold striation on 

Christ’s chiton and himation as well as on the big red cushions and the 

wooden part of the throne. Similar shape of the rather plain throne appears on 

Venetian 14th century panels of the Virgin Enthroned,108 but instead of the 

Byzantine wooden thrones they are marble and always covered with the cloth 

held by angels behind the Virgin.  

In the common variation of the Madre di Consolazione type, where the 

Virgin is represented in full figure, enthroned, she holds the Child in her lap 

in the same way as on the standard compositions of half-figure (as seen for 

example on our icons no. 17 and 18). A Cretan icon from the same period 

(15th–16th century) as the Had!i"i icon, kept in the Historical Museum in 

Moscow, shows this common variation of the Madre di Conolazione sitting 

on the throne.109 This icon also shows a mixture of Greek and Italian elements 

both in iconography and style, but we can easily see the differences of the 

Had!i"i icon from this standard type. The Virgin embraces the Child putting 

her right arm over his shoulder in a protective gesture that is rarely so strongly 

expressed in the post-Byzantine painting, and never on this specific type of 

the Virgin Enthroned. Further iconographic peculiarity is Christ’s pose which 

comes from the Virgin of the Passion type. He turns his head away from the 
                                                        
106 Virgin’s maphorion is opened in the same way on numerous 14th century representations of 

the same subject in Italy (Florence, Siena, Tuscany, Venice): Shorr D., op. cit., pp. 86, 100–01, 

104, 107, 124–27, 178–79, 185.  
107 Similar way of treating light and shade on the faces and hands is seen on the 15th century 

icon of Madre di Consolazione from the Byzantine Museum in Athens published in the Exhibi-

tion Catalogue Holy Image, Holy Space, p. 212–13 (no. 54). 
108 For examples see Muraro M., Paolo da Venezia, Pennsylvania State University Press, 1970, 

pl. 68, fig. 4, 38, 56. 
109 Exhibition Catalogue Ikones tis kritikis tehnis apo ton Handaka os tin Moscha ke tin Ayia 

Petrupoli, p. 401 (no. 39). 



 The Representations of the Virgin on Cretan Icons 85 

Virgin as if to see the angel displaying the symbols of his Passion, but there 

are no visible traces that the angel was ever depicted. The only possible ex-

planation would be that the icon was left unfinished since Christ is never 

turning his head backwards in similar compositions.110 The connection with 

the Virgin of the Passion type is also stressed with the detail of Christ’s san-

dal, which is falling off his foot. Another inexplicable thing is that the Child is 

holding a scroll in his right hand and blessing with his left, instead of the 

other way round.  

It is possible that this strange combination of different elements was pro-

duced by a Western artist who was not that familiar with strict Byzantine ico-

nography and stylistic rules. 

 

15. THE VIRGIN AND CHILD ENTHRONED ( Figure R-13) 

 (THE VIRGIN LADY OF ANGELS) 

 About 1607. 

 118 ! 80 cm 

 Tuzla. Bishopric Museum (No. 224) 

  

The representation of the Virgin with Child sitting on a throne reaches back 

into the period when Eastern Christianity created picture types of general va-

lidity, understood, like the koine, in all provinces of the Orthodox world. 

Among the earliest preserved icons, dating from the 6th century, this subject 

appears most frequently, as proved by the icons from Sinai and a tapestry 

panel from Egypt.111 Representations of an enthroned Virgin placed in the 

center of the apse can be found on the mosaics from the 6th and 9th century in 

Pore" (Parenzo) and Rome.112 Byzantine artist kept the representation of the 

                                                        
110 Christ is often represented with the Virgin Enthroned turning away from her to bestow a 

blessing (like in Adoration of the Magi scenes); or to relate to the other figure at the side of the 

throne; or he turns his head away and plays with a bird: Shorr D., op. cit., pp. 83–104. Object of 

his attention is not always apparent in compositions where the Child turns away from his 

Mother, but he is never represented as sitting in her lap turned towards her while his head is 

completely averted in the opposite direction without any visible reason, as seen on the icon 

from Had#i$i.  
111 Earliest representations of Virgin with Christ Enthroned are found on a 6th century encaus-

tic icon from Sinai; an ivory diptych from Berlin and a tapestry from Cleveland—published in 

Weitzmann K., The Icon, New York, 1978, p. 42 (pl. 2); p. 44 (pl. 3) and p. 46 (pl. 4). Same 

subject is also found on an Early Christian wall painting in Egypt, Bawit —published in Grabar 

A., Christian Iconography. A Study of its Origins, Princeton, 1968, p. 134 (pl. 324) 
112 Kitzinger E., “A Virgin’s Face: Antiquarianism in Twelfth-Century Art,” The Art Bulletin, 

Vol. LXII, No. 1, March 1980, p. 7. 
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Virgin with Child or Christ Enthroned as one of their main subjects, shown by 

the 10th and 12th century icons from Sinai.113  

The qualities of the Virgin emphasized in this type of her representation 

are primarily abstract and theological. She is depicted frontally, presenting the 

Christ Child to the world. Except for the hand on the shoulder of the child, 

which could be interpreted as a motherly touch, these images more than any-

thing else are unemotional and distant. Virgin is the Theotokos, as defined in 

the 5th century concept which precludes the establishment of any direct emo-

tional connection between her and her son.114  

Cretan masters often produced large icons of the Virgin Enthroned, in a 

severe, static compositions, that were put on the iconostasis of their monas-

teries. A famous example is the 15th century icon done by Andreas Ritzos for 

the Monastery of St. John the Theologian in Patmos.115 On the icon from 

Tuzla (no. 15) Virgin is represented sitting on a broad throne and softly plac-

ing her hands upon the shoulders of the little Christ who sits on her left leg. 

This rather rare type of the enthroned Virgin is characteristic for the place-

ment of Christ out of the axis, as well as for the placement of the throne. The 

above-mentioned Andreas Ritzos type, which was followed by generations of 

Cretan painters, is strictly frontal and symetrical, devided by the central axis.  

Wooden throne on the Tuzla icon is decorated with stones and 

chrysographies. On the back of the seat there is a series of turned mullions. 

The same shape of the throne is also used in other representations like on the 

16th century icon of Christ Enthroned from Patmos.116 However, on our icon, 

the perspective projection of the throne, which is seen from the side, with the 

result that the left ending of the handrail of the semi-cyclical back is projected 

in front while the right ending is pushed back, has a special significance. The 

oblique position of the back of the throne is in conformity with the placement 

of the Child beyond the central axis and with the sideward plane formed by 

the lower part of the dress of the Virgin, as she brings the left leg inwards and 

raises it in order to support the Child. A few oblique, almost straight folds, 

underline this position of the legs. The inconsistency of perspective in the 

Tuzla icon is created by the wide base of the seat and the adjusted front of the 

throne, which are not positioned sidewards, but which have been left parallel 

to the surface of the panel. 

                                                        
113 For example the icons of Virgin Enthroned from Sinai: one dated 1050–1100 or the other 

dated 1200–50. Published in Weitzmann K. et al. The Icon, pp. 48 and 66.  
114 Kalavrezou I., op. cit., p. 168. 
115 Chatzidakis M., Icons of Patmos, p. 60 (no. 10). 
116

 Ibid, p. 128 (no. 80, pl. 53). 
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The type with oblique planes is a creation of the middle Byzantine era, 

developed in the Palaeologan art and this is also confirmed by two Sinai icons 

of the 14th–15th centuries.117 Quite a few examples of the post-Byzantine pe-

riod prove the survival of the type beyond the era and the expansion of the 

type is not limited to the Cretan cycle.118 

The icon from Tuzla is distinguished for the purely Byzantine figure of 

the Virgin with only symbolic volume and no material weight, for her tall and 

slender silhouette, for her delicate face and small head. Her fine and long-

fingered hands suit the soft flesh modelling. The drapery, with dense, agitated 

folds breaking in acute angles must be related to the Palaeologan prototype. 

The edges of the Virgin’s maphorion are subtly decorated with gold fringe 

ornament. The delicate floral gold ornament on the support of the throne is the 

only element done under Venetian influence. 

This icon was done after the same prototype as the icon of the Virgin 

Lady of Angels, dated about 1607 and found in the Monastery of the Theolo-

gian on Patmos.119 Both iconography and style on these icons are very similar. 

The differences are observed in details such as: Christ’s white chiton with the 

fleur-de-lis decoration on the Tuzla icon is replaced by a plain chiton with 

gold striation on the other icon; richly ornamented back of the throne on the 

Tuzla icon has simple gold parallel lines on the Patmos icon; the Virgin’s ma-

phorion that reveals her right feet on the Tuzla icon, covers it on the other. On 

our icon the Virgin is sitting on one big cushion instead of two small ones, 

and the platform for her feet stays flat, while it is raised on the one from Pat-

mos. The bigest difference is seen in the shape of Christ’s head, which is 

more rounded and less conventional on the Tuzla icon than on the one from 

Patmos. Probably both of these works were done after some excellent, famous 

Palaeologan icon, as has already been supposed for the Patmos icon.120 There 

is one more icon of the Virgin Lady of Angels done arround 1610–30 in the 

Monasteru of Chora on Patmos, which also closely follows the same 

prototype.121  

 

                                                        
117 Chatzidakis M., Icons of Patmos, p. 131, footnote no. 1 on the icon number 87: Satiriou G. 

et M., Icones du Mont Sinai, Athens, 1958, icon no. 222. There are also others that remain 

unpublished, and a 14th century icon from Dalmatia, Djuric V., Ikone iz Jugoslavije (Icons 

from Yugoslavia), Belgrade, 1961, no. 46. 
118 Chatzidakis M., op. cit., p. 131. 
119 Chatzidakis M., op. cit., p. 130, icon no. 87. 
120

 Ibid.  
121

 Ibid, p. 141, icon no. 106. 
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16. THE VIRGIN ENTHRONED ( Figure R-14) 

 Emmanuel Kaliaki 

 Second half of the 17th century 

 91 ! 61 cm 

 Visoko. Church of St. Procopius 

  

The Virgin is presented sitting on a marble throne of a Venetian type, deco-

rated with sculptural vases placed on top of the side columns. The Corinthian 

capitels on top of the columns are decorated with heads of angels. Similar ar-

chitectural thrones with sculptural detachments on its sides belong to nothern 

Gothic influences in the late 14th century Venetian painting.122 Marble throne, 

a clearly Venetian detail, was introduced in the Cretan painting in its early 

period. We find it on Andreas Ritzos’s Virgin Enthroned, and other painters 

copied it later in different variants. 123 

The Virgin is holding the Child on her slightly raised left leg. She places 

her left arm on the Child, and the right one on her knee, while Christ is 

blessing with his right hand and holding a scroll in his left. The composition 

follows the established type of Virgin Enthroned, where the figures are fron-

tally placed around the central axis. Strict frontality of the Virgin and com-

positional symetry is disturbed with the movement of Christ’s head. 

The same iconography as we see on the icon from Visoko is found on an-

other Cretan icon painted about the same time in the 17th century, and done 

by Jacob Daronas.124 

The Visoko icon stylistically belongs to the conservative trends of the 

17th century Cretan painting. The late generation of Cretan painters turned 

towards the older traditional forms and styles. This retrogression to the Pa-

laeologan models and their interpretations in the early Cretan School of art 

had many devoted followers in the generation of Cretan painters after 1600.125 

On the Visoko icon this adherence can be seen in the austere, geometric han-

                                                        
122 Elaborate architectural marble throne with sculptural detachments as a northern Gothic 

element accepted in the Venetian early Renaissance art can be seen, for example, on the 

painting Madnna Enthroned, signed and dated 1394 by Venetian painter Nicolo da Pietro—

published in Steer J., A Concise History of Venetian Painting, London, 1970, p. 27 (pl. 13). 
123 Weitzmann K. et al., The Icon, London 1990, pp. 311 and 319. 
124 This icon is now kept in the Library Korgialeneios on Cefalonia, after being acquired from 

the Harokopos Collection from Athens: Chatzidakis M., Ellines zografi meta tin alosi (1450–

1830), tomos I, [Greek Painters after the Siege of Constantinople (1450–1830), volume I], 

Athens, 1987, p. 259 (pl. 3). 
125 Most famous of them are Jeremy Palladas, Frangias Kavertzas, Emmanuel Tzanfournaris, 

Angelos, Emmanuel Lambardos and others: Chatzidakis M., “The Icons of the Balkan Penin-

sula and the Greek Islands (2)” in Weitzmann K. et al., The Icon, pp. 314–15. 
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dling of the drapery, in the presence of olive green tones in the shadows, and 

in linear treatment of light with white striation. Pink tints on the cheeks, on 

the tip of the nose, and on the outlines of the eyes are also typical of the 15th 

century Cretan painting. Christ’s himation is lavishly decorated with delicate 

gold-webbing and the maphorion worn by the Virgin has a gold band with 

fringe ornament. 

On the bottom of the icon runs a Greek inscription with a name of the 

painter in the middle. A prayer and the names of donors are written on the left 

and right side, below the legs of the throne. 

Madre di Consolazione 

17. MADRE DI CONSOLAZIONE 

 16th century 

 51.8 ! 35 cm  

 Sarajevo. Old Orthodox Church (No. 290) 

  

18. MADRE DI CONSOLAZIONE 

 16th century 

 38.1 ! 30.4 cm 

 Tuzla Bishopric Museum (No. 128) 

  

Almost simultaneously with the iconography of the Byzantine presentations 

of the Virgin holding the Child on her right arm and slightly bending her head 

towards him, the same representation appeared on frescoes and mosaics in 

Italy during the 11th and 12th centuries. The Romanesque-Byzantine Ma-

donna, called Del Divin Amore, that was kept in the shrine in the vicinity of 

Rome which was a place of pilgrimage, repeatad in Italy the same Byzantine 

legend about the miraculous icon that was not done by hand. Preserved fres-

coes from crypts show the same iconographical type of the Virgin during 

12th, 13th and 14th centuries in Italy. Beginning with the13th century, Flor-

entine painting accepted this type with great enthusiasm for the subject of 

tender Madonnas. Apart from Florence, most frequent representations of Ma-

donna with the Child on her right hand are to be found in Venice and Dalma-

tia, which were under strong Byzantine influence. Many replicas of the popu-

lar icon of the Virgin not-done-by-hand (that was believed to be painted by 

Saint Luke himself), and the one depicting the Virgin holding the Child on her 
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right hand, are preserved in numerous Veneto-Dalmatian monuments of the 

13th and 14th centuries.126  

The Virgin cradling Christ in her right arm, as we see on the two icons 

from Sarajevo (no. 17) and Tuzla (no. 18), is represented in the Italian type of 

Madre di Consolazione, a 15th century miraculous icon in the Church of 

Rome under the same invocation.127 Its iconographic prototype could be an 

icon known in Northern Italy since 1300 which according to the local tradi-

tion was atributed to the Greek painter Philipos from Asia Minor.128 This type 

is distinguished by the position of the Child on the Virgin’s right arm; for his 

pose, characterized by successive changes of planes and countermovements; 

for the position of his hands—the one blessing while the other holds the 

globe—and for the headdress of the Virgin, typically Catholic in style.129 An-

other very characteristic feature of this type is the influence of Late Gothic 

tradition seen in the fine noble faces.  

The deep red maphorion of the Tuzla Virgin (no. 18) displays ample 

curves and soft deep folds typical of the Venetian Gothic drapery, as well as 

the broad border along its edge decorated with golden pseudo-Arabic letters. 

The maphorion of the Virgin on the icon from Sarajevo is the same; the only 

difference is that it is brighter red and not so dark as the one on the Tuzla 

icon, which follows the color characteristic for this type. On both icons Christ 

is clad in a chiton of black brocade, the expensive Venetian fabric, with rich 

gold decoration that repeats the same ornament as on his Mother’s maphorion. 

This jewel-like ornament, slightly different on the Sarajevo and Tuzla icons, 

is a clearly Western element that appears on the Virgin’s maphorion in differ-

ent iconographic types of Cretan icons (for example, on icon no. 12). This 

predilection for jewel-like ornamentation is a Gothic influence present in the 

Venetian 14th century painting. Similar fine golden decoration that covers the 

whole surface of the Virgin’s robe is seen on the Madonnas done by promi-

nent Venetian 14th century painters, such as Paolo or Lorenzo Veneziano.130 

                                                        
126 About the appearance of this iconographic type in Italy, Dalmatia and Serbia: Tatic-Djuric 

M., “Iz nase srednjovekovne mariologije: Ikona Bogorodice Evergetide,” Zbornik za likovne 

umetnosti (“From our Medieval Mariology: Icon of the Virgin Evergetyde,” Bulletin for Fine 

Arts), 6, Novi Sad, 1970, pp. 13–33.  
127 Chatzidakis M., Icons of Patmos, p. 90. 
128 Exhibition Catalogue Ikones tis kritikis tehnis apo ton Handaka os tin Moscha ke tin Ayia 

Petrupoli, p. 393, icon no. 30. 
129 Chatzidakis M., op. cit ., p. 90: Chatzidakis M., “ Les debuts de l’ecole cretoise et la ques-

tion de l’ecole dite italogrecque,” Library of the Hellenic Institute of Byzantine and Post-Byz-

antine Studies of Venice, (6), Venice, 1974, p. 200, with relevant examples and bibliography. 
130 This decorative quality hightened by a new Gothic linear design is seen on Venetian 14th 

century representations of Virgin’s maphorion covered with similar gold ornaments as on later 
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Exactly the same delicate stars that cover the drapery all over, as on the Tuzla 

icon, can be found on the Virgin’s maphorion on the Cretan icon of Madre di 

Consolazione dated in the15th–16th centuries, from the Staatlichen Museum 

in Berlin.131 On both icons from Bosnia (nos. 17 and 18), Christ is wearing a 

western-style transparent white shirt, visible on his right sleeve and his hima-

tion is filled with dense golden striation, typical of the Madre di Consolazione 

group of icons. 

The type of Madre di Consolazione, as seen on the Sarajevo and Tuzla 

icons, was developed in Cretan painting by Nikolaos Tzafouris. According to 

documents preserved in the archives in Venice, Tzafouris lived and worked in 

the second half of the 15th century, and was no longer alive in 1501.132 All of 

his signed icons combine Italian features with the expressive means of the 

15th century Cretan painting. The problem of the origins and date of a large 

group of Italo-Cretan icons of Madre di Cosolazione which have the same 

iconographic features as our icons (nos. 17 and 18), was solved by the discov-

ery of a Madre di Consolazione done by Nikolaos Tzafouris, now in the Kan-

ellopoulos Collection.133 This type that Tzafouris developed incorporated 

Western elements, like the pose of the baby, the globe in his hands and the 

typology of the dresses, with characteristics of Cretan painting like the Greek 

type of the faces, the technique of egg tempera and the gold background. 

Cretan painters showed a remarkable preference to the Virgin of the Madre di 

Consolazione type which was repeated with some not very important varia-

tions during the 16th and 17th centuries. Many Cretan icons with this subject 

were also exported to the Mediteranian countries, Western Europe and 

Russia.134  

                                                                                                                                    
Cretan icons: Paolo Veneziano, Enthroned Madonna or Coronation of the Virgin; Lorenzo 

Veneziano, The Annunciation with Saints ; Catarino, Coronation of the Virgin,—published by 

Scire Nepi G., Treasures of Venetian Painting. The Gallerie Dell’Accademia, The Vendome 

Press, 1991, p. 29 (pl. 1); p. 30 (pl. 2); p. 32 (pl. 3), p. 34 (pl. 4), p. 36 (pl. 5). 
131 This icon is published in Elbern H. Victor, Ikonen, Staatliche Museum, Berlin, 1970, pp. 

16–17, icon no. 3. 
132 Exhibition Catalogue Holy Image, Holy Space, p. 212, icon number 53. 
133

 Ibid. 
134 Examples of high quality Cretan icons of Madre di Consolazione done in the 15th century 

are published in Chatzidakis M., Icons of Patmos, icon numbers: 42 (pl. 105), 43 (pl. 105) and 

44 (pl. 103). Icons with the same subject done in the 15th and 16th centuries published in the 

Exhibition Catalogue Ikones tis kritikis tehnis apo ton Handaka os tin Moscha ke tin Ayia 

Petrupoli, icon numbers: 17, 30, 41, 71, 80. 
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Virgin with Christ and Infant St. John 

19. THE VIRGIN AND CHILD WITH ST. JOHN THE BAPTIST 

 16th century 

 92 ! 75.2 cm 

 Tuzla. Bishopric Museum (No. 100)  ( Figure R-15) 

  

The icon from Tuzla (no. 19) shows in many ways a rare variant of a common 

mixture of Renaissance and Byzantine elements in the Italo-Cretan painting. 

This unusual representation fuses in a strange way some of the most signifi-

cant features of Renaissance and Byzantine iconography and style. The Virgin 

with Christ is represented in a pose similar to the Madre di Consolazione 

type, except that she is holding the Child on her left arm. Appearance of little 

John the Baptist in the lower left part, towards whom Christ is bestowing his 

blessing, brings a unique element in the known Post-Byzantine compositions. 

This very compositional scheme representing the Virgin with two children in 

a pyramidal arangement, was one of the many genious inventions of Leonardo 

da Vinci. One of his famous early drawings from Windsor, done about 1480, 

presents the Virgin half kneeling and holding the Child on her right, with in-

fant St. John standing close beside her. The drawing is summary, but it still 

represents Leonardo’s final version of the subject, which was to become the 

most influential Renaissance composition. Leonardo carried the idea perhaps 

to a painting, but certainly to a cartoon, and this was probably the earliest rep-

resentation of the Virgin and Child to include the infant St. John.135  

Between his arms, closed in prayer, St. John the Baptist holds a long stick 

with a cross on its top and an open scroll around it. On the scroll there is a 

Latin inscription: AGNUS DEI. Lamb is depicted behind the infant. This ini-

tial Christian symbol, the Lamb of God, is preserved on the famous 5th-

century mosaic of Agnus Dei in the vault of S. Vitale in Ravenna.136 Repre-

sentations of St. John the Baptist with the lamb appear on a 6th century ivory 

from Ravenna, but the Constantinople Council in 692 forbade depicting the 

                                                        
135 Clark K., Leonardo da Vinci, Cambridge, 1952, p. 22. Leonardo’s discovery of that pyrami-

dal composition became an academic dogma of the high Renaissance, for the infant St. John 

standing beside the Virgin gave that weight and ballance to the base of the pyramid which the 

Virgin and Child alone would otherwise have lacked. Having invented this motive, Leonardo 

abandoned it, and all its combinations were worked out by Raphael in his famous Florentine 

Madonnas. 
136 Grabar A., Christian Iconography, Princeton, 1968, p. 144 (pl. 341). 
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lamb as a symbol of Christ’s Passion.137 After that Christ’s Passion was de-

picted as a baby laying on the altar.138 On the icon from Tuzla, both the in-

scription referring to the lamb and the actual representation of the lamb are 

connected with the words that St. John the Baptist uttered when he saw Christ 

coming (from John, 1: 29: Behold the Lamb of God, which taketh away the sin 

of the world).  

In the Venetian painting of the 16th century, the Virgin with Christ and 

infant St. John was often presented in a landscape with plump naked children 

with curly hair, and characteristic portrait features of the figures. On these 

pictures the Virgin is always wearing a rich Renaissance dress that leaves her 

hair and neck uncovered.139 The major stylistic and typological features of the 

Tuzla icon, some of them Byzantine (gilded background, egg tempera tech-

nique, rich golden webbing on Christ’s chiton and himation, characteristic 

facial features, Christ’s hair) and other Western (Virgin’s Catholic maphorion, 

maticulous golden decoration with floral ornaments on her dress and broad 

border of her maphorion, plastic rendering of the folds and soft modeling of 

the faces, globe with a gold cross on the top in Christ’s hand, white sleeves of 

his shirt) in their origin, are typical of the numerous icons done on Crete from 

the 15th to the 17th century. Yet, this clearly Renaissance composition that 

includes the infant St. John, does not give a clue whether this icon was com-

misioned by a Catholic or Orthodox buyer or whether it was done by a Greek 

who was trying to cary out his order using Renaissance elements as much as 

possible, or by a Venetian who was trying to use models from Cretan icons as 

much as he could. 
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137 Lafontaine-Dosogne, “Une icone d’Angelos et l’ iconographie du St. Jean-Baptiste aile,” 

Bulletin des Musees Royaux d’Arte et d’Histoire, 48e annee, 1976, Bruxelles, 1978, p. 134  

(pl. 7). 
138 First dated monument with Christ’s Passion depicted like a baby on an altar is preserved on 

a frescoe from 1191. in Kurbinovo, Macedonia: Djuric V., Vizantijske freske u Jugoslaviji 

(Byzantine frescoes in Yugoslavia), Belgrade, 1975, p. 14. 
139 An example of the treatment of the same subject in a Venetian 16th century painting is kept 

in Zagreb (Croatia), published in Zlamalik V., Strosmajerova galerija starih majstora, (Stross-

mayer’s Gallery of Old Masters), Zagreb, 1985, p. 46. This painting is attributed to Polidoro 

Lanziani (Bassano del Grapa 1549-Venice 1592). Strong compositional similarities with the 

Veneto-Cretan icon from Tuzla suggest that it was this or similar Venetian paintings that influ-

enced the use of iconography on our icon. 


