Zaza Skhirtladze

The Original Cladding of the Portaitissa Icon

For centuries, the famous icon of Portaitissa and the legend of its appearance
at the Georgian monastery of Iviron have occupied a special place in the
publications of numerous visitors to Mount Athos. Paying special attention to
this legend, the majority of authors say almost nothing about the painted
image of the Virgin and the Child on this miraculous icon. If that omission
would not seem surprising as far as pilgrim literature is concerned, it definitely
is unusual for works showing a scholarly interest in the antiquities of Mount
Athos. Nevertheless, pilgrims made the first step in this direction. The first to
comment on the icon was Ioannis Komninos, whose note about the existence
of the gilt cover on the miraculous icon dates to 1701 and is the oldest extant
reference.' Komninos was followed by Vasilij Grigorovich-Barskij, who briefly
and rather ambiguously described the painted and clad parts of the Portaitissa
icon in 1744 Far more valuable are the notes given by the archbishop Timote
Gabashvili, who visited Mount Athos several times between 1755-1758 and
stayed there at length.’ Gabashvili was a Georgian traveller, who visited many
monasteries and paid the greatest attention to the study and description of the
Iviron (figs. 1 and 2). Among the antiquities of the monastery (buildings,
murals, manuscripts, and inscriptions), he showed special interest in the history
of the Portaitissa icon. A comparison of the versions of the description of this
voyage, Mimoslva in Georgian (which is a “combination of semi-fictional —
documentary prose and a scholarly-historical inquiry™) testifies to the fact
that Timote Gabashvili undertook a thorough study to identify the donors of
the revetment of the Portaitissa icon. For this purpose, he located some materials

1 "Twdvvov tod Kopvivou, ITgooxwvetdoov tod ‘Ayiov *Opovg toi “"Afovos ('Avyiov
“Opoc, 1984), oeh. 64.

A brief note about the icon is preserved in the work of the French missionary Braconnier,
who was active in Thessaloniki in the early eighteenth century, which includes a description of
his voyage to the Athonite monasteries in 1706 (K. Zipovomotvhov, Sévor tayidudrec oty
‘EAldda 1700-1800, tou. B’ CAOfva, 1973), oek. 45-46.

2 V. Grigorovich/Barskij, Vioroe poseshchenie svjatoi Afonskoi gory [The Second Visit to
the Holy Mount Athos], (St.-Petersburg, 1887), p. 136.

3 T. Gabashvili, Mimoslva [Voyage], ed. by H. Metreveli (Thbilisi, 1955).

4 L. Menabde, Dzveli kartuli mtserlobis kerebi [Old Georgian Centres of Literary Activity),
vol. II, (Tbilisi, 1980), p. 232.
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in Iviron proper (they seem to be the inscription on the icon and monastic
commemorations), though later he supplemented and partially revised his
study. As the notes of the Mimoslva versions concerning the miraculous icon
were written at different times, they differ from one another. These versions
include the following:

version A (Ms H-842, 1756):

[bo@o | ddodge dmgdgpos smsdagol gastygsdgl dgls Jsobmb®ml, smsdogls
JoOorgmobsbs s sdomb3sbamsmlbs badbobabs, xoggen—(30b0by gatgebs. §fge-
bo fadboge 5@l dols 5 go 263.

‘[The icon] was heavily clad by Kaikhosro, atabag of Kartli and amirspasalar of Samtskhe,
Jag'el-Tsikhisjvareli, the son of atabag Qvarq‘vare. 263 years have passed since then”.

version B (Ms Q-80, 1758):

[ba@o | dorndgmos ddodgw 20035 5 5doGL3sbagmsdls badbolals, g sygem-
@3obobigas@gmls, ool ggsdygadg smsdsgols dgbs Jsobmlitml, mgmolodgwols
dgl, fdowal Jgomgmb pyomamol olifamb. g gamgo 3ambgd, ds@mseas o6
o

“[The icon] was heavily clad by Kaikhosro, atabag and amirspasalar of Samrskhe, Jaq el Tsikhis-
jvareli, son of atabag Qvarq'vare the Great and Dedisimedi, nephew of the Saintly Queen
Ketevan. I think so, I do not know for sure”.

version C (Ms S-3244, 1759):

[ba@o | dorgdgmos ddodge smsdsglss @s sBombidslammatlss bsdgbolisbs, gsggm-
gobolig gsmgmls, ggamyggatyg smsdsaols dglis Jsobmlitmls, geobodgool, dabme-
bols da@mbols slgeols dgbs (3 ga®go gambgd, Fdobols Jgmgmb omegmols
olfgebs).

“[The icon] was clad heavily by Kaikhosro, atabag and amirspasalar of Samtskhe, Jaqteli-
Tsikhisjvareli, son of Qvarq‘vare the Great and Dedisimedi, daughter of the patron of Mulkhrani
(I think, nephew of the Saintly Queen Ketevan)?

In version C of his work, Timote Gabashvili inserted a sketch of the Portaitissa
icon executed for him by an unknown artist.’ This image has nothing in

5 T. Gabashvili, op. cit., p. 043. The French translation of T. Gabashvili’s description of
the Iviron Monastery was edited by M. Brosset in 1851 together with other materials on the
history of Georgia. Ct. his Additions et éclairissements a Phistoire de la Géorgie depuis Uantiguité
Jusqu’en 1469 de J. C., (St. Petersbourg), p. 189/195 (esp. the note concerning the cladding of
the icon on p. 193). English translation: Pilgrimage to Mount Athos, Constantinople and
Jerusalem 1755-1759, Timothy Gabashvili. Translated & annotated by Mzia Ebanoidze & John
Wilkinson, Richmond, Surrey 2001.

6 On this see — T. Gabashvili, op. cit, p. 015-016. According to H. Metreveli, the C
version of the text was made after the traveller’s return to Georgia. Accordingly, the drawings
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common with the icon proper: it is a drawing of the Virgin and Child, which
shows only the general aspect of the Portaitissa iconographic type.

In 1782, during the visit to Lviron of the Metropolitan lona Gedevanishvili,
the brethren asked him to read the dedicatory inscription on the Portaitissa
icon revetment. This reading, inserted in the travel notes of the Metropolitan,
is quite extraordinary and has nothing in common with the text on the icon
proper: “I, the guardian of Dadiani adorned this icon of the Virgin for intercession
on behalf of my soul”. Gedevanishvili also states that the identity of the donor
is not mentioned in the inscription.”

In 1819, according to the instructions of the commission of the Iviron
monastery brethren, a new revetment of the Portaitissa icon of the Virgin was
executed in Moscow. This is told in the donor inscription placed on the lower
frame of the Russian revetment and reads as follows:

[Tdvaryve, pfiteo, Ifowv 1 [oootdig,

mEO0OEENL TOVTE LET EVUEVELNS ROOUOY,

OV TROGAYOVOL | TOVOETTM ElROVL,

WOTEQ QUTOV Hévye Gl ovv pet ebhafelog

Avva, Avva, Koploong [Tavhov xad Avactaciov ebyevdy,
£lg VU Y adT@V %ol e0UTOV TOREWY,

&v Mooy td ami érel év unvi Noepfolo

ouvvepyla tameivol Agyluavdoitov Kupilhov tot IBn@L‘cov.8

All holy Virgin, protectress of Iberians,

kindly accept this adornment,

that is dedicated to your all holy icon,

as to the rhyton, with fear and respect

by Anna, Anna, Paul Coimisses and Anastasios, Noblemen,

for the commemoration of their (souls) and their beloved parents,
Moscow 1819 in November

by the assistance of humble Cyril the Iveronite, Archimandrite.”

It seems that for a long time the brethren could not decide whether to cover
the icon with the new revetment permanently, as the Russian revetment appears

in the manuscript and the image of the Portaitissa icon among them must have been executed
at that time, by his commission. This drawing is added to the publication of Iona Gedevanishvili’s
journey, edited in 1852 by Pl. Toseliani.

7 Metropolitan lona, Mimosula anu mgzavroba [Journey], (Thilisi, 1852), p. 32.

8 T. Suvpvdung, To “Aywov “Ogog (&v *ABfvaug, 1903), oek. 467; G. Millet, J. Pergoire,
L. Petit, Recueil des inscriptions chrétiennes de I’Athos, 1 (Paris, 1904), p. 85; L. Xatnpdm,
Havayio 3y Hograitiooa s L. uovis Ifnowy tov ‘Ayiov "Opovs (Abva, 1990), oeh. 29-31.

9 A silver candlestick with seven candles, also executed in Moscow and destined to be
put in front of the Portaitissa icon on feast days, is connected with the donor activity of the
Father-Superior Cyril. The dedicatory inscription on the candlestick, dated 1 April, 1818, is in
Slavonic and Greek (I'. Zpvovaung, op. cit., p. 467; G. Millet, J. Pergoire, L. Petit, op. cit.,
p-74).
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only occasionally in the descriptions of travellers and pilgrims; mostly, the
nineteenth-century authors mention the Georgian gilt cover.

Of special interest are the unpublished materials of the journey to Mount
Athos undertaken by Platon loseliani in 1849, which are kept in the Institute
of Manuscripts in Tbilisi (Ms S-3061). Alongside the description of the mona-
stery, they contain references to the Portaitissa icon, providing a brief descrip-
tion and the texts of Georgian and Greek dedicatory inscriptions on its revet-
ment.lo

By the time Archimandrite Porfirij Uspenskij visited Mount Athos in the
1850s, the icon was already covered by the Russian revetment. Nevertheless,
Uspenskij mentioned a Georgian inscription that appeared under the Muscovite
cladding."

Materials collected during the scholarly expedition to Mount Athos in 1898,
later published by Nikodim Kondakov, give a special place to the Portaitissa
icon as well and refer to the old Georgian revetment. Alongside brief descriptions
of its painted and chased parts, he published a photo, showing the old revetment
of the icon.” By that time, the greater part of the icon was covered by a
bipartite curtain (upper portion) and an embroidery (lower frame with Georgian
dedicatory inscription), as well as an openwork netting, which was made to
protect the donations.

A brief note of essential significance for the history of the revetment of the
Portaitissa icon is preserved in an interesting work by the bishop Petre
Konc'oshvili.” He visited the Holy Land and Mount Athos in 1898. Although
the description of his voyage does not mention the revetment itself, the narrative
shows the attitude of the Iviron brethren towards the miraculous icon and
gives an indication of the reason why the Russian revetment remained only a
temporary adornment during the nineteenth century: “In the Georgian mona-
stery at Athos, I was told that the Greek brethren of the Iviron monastery
had commissioned the revetment for the Iviron Portaitissa icon of the Virgin
with the Greek inscription in Moscow, which the Greek Father-Superior had

10 Later, in 1852, the scholar supplemented his edition of T. Gabashvili’s Journey with the
dedicatory inscription of the icon. P. Toseliani, as he himself stated in the footnotes (Ibid., p.
39, n. 1), was preparing a description of Iviron antiquities for the publication in Russian,
although this was never completed.

11 P. Uspenskij, Pervoe puteshestvie v Afonskie Monastyri i skity v 1845 godu [The First Journey
to the Mount Athos Monasteries and Sketes in 1845, vol. I (Kiev, 1877), p. 196.

12 N. Kondakov, Pamjatniki khristianskogo iskusstva na Afone [Monuments of Christian Art on
Mount Athos], (St.-Petersburg, 1902), p. 166-167, pl. XVII (CF. also his Tkonografija Bogomateri,
II (St.-Petersburg, 1915), p. 214-216). The Russian translation of the dedicatory inscription of
the icon given here was made by N. Marr.

13 P. Konc‘oshvili, Mogzauroba tsminda kalaks ierusalims da tsminda atonis mtazed [Jouwrney to
the Holy City of Jerusalem and Mount Athos], (Tbilisi, 1901), p. 164-165.
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himself shown me. But they did not dare to take off the old revetment and
cover the icon of the Virgin with the new revetment as one of the Greek
brethren had a vision not to dare to touch the holy icon, take off the old
revetment and put on the new one”."

The flow of travellers and lovers of antiquities to Iviron increased subse-
quently, though the material concerning the Portaitissa icon was not actually
enriched. The literature of that period mainly abounds in general notes on the
legend of the icon, which occasionally mention the Georgian dedicatory in-
scription placed on its revetment.”

According to the testimony of the Iviron brethren, up to the mid-twentieth
century, the icon was clad in the Russian revetment only on three great feastdays:
Christmas, Easter, and Assumption. Later, that revetment was not removed
and so permanently covered the old chased decoration (fig. 3)."°

In winter 1993, the monastery synaxis decided to remove the later revetment
from the icon. The Portaitissa icon was again visible in its original beauty (fig.
4). It was in such a form, when together with other pilgrims, I saw it in May
1993. Thanks to the benediction of the Father Superior of the monastery,
Archimandrite Vasilios, I was given the opportunity to study this highly
interesting monument of metalwork.

Today one can turn to two main sources for the study of the Portaitissa icon
revetment — the dedicatory inscription placed on the icon and the Synodicon
of the Iviron monastery.

The dedicatory inscription is placed on the lower frame of the icon (figs. 4
and 5). A long text in four lines is embossed on two elongated gold plaques

14 Ibid., p. 165.

15 Cf. the evidence of G. Nadareishvili that the Portaitissa icon is “richly adorned” and that
“the icon has an inscription in Georgian [mentioning] among others the decorator of this
icon Kaikhosro son of Q'varq'vare” (G. Nadareishvili, ‘Kartvelta iveriis monasteri atonzed’
[‘The Monastery of the Georgians on Mount Athos’], Mogzauri, 1903, N. 9, p. 249). For the
complete bibliography see: 1. Doenis, ‘Bibliographie de la Sainte Montagne de I’Athos’, in: Le
Millénaire du Mont Athos. 963-1963, Etudes et Mélanges, vol. 11 (Venezia, 1964), p. 351-483.

16 This is why the icon is shown always with its nineteenth-century revetment in the publications
of the last six decades; cf. R. Pabel, Athos. Der Heilige Berg (Miinster, 1940), pl. between pp.
48 and 49; Zogodviog Movayos, @noaveol ‘Ayiov "Opovs (ABNval, 1958), ogh. 113, miv.
51; Ch. Dahm, Athos, Berg der Verklarung (Burda Verlag, 1959), pl. 14; P. Huber, Athos.
Leben, Glanben, Kunst (Ziirich, 1969), pl. 162; =. TTekenavidns, O Onoavool tov ‘Ayiov
*0Ogovg, 11 CABfjvau, 1975), oeh. 23; E. Amand de Mendieta, L’art an Mont-Athos (Thessaloniki,
1977), p. 276, pl. 3; S. Kadas, Mount Athos. An Illustrated Guide to the Monasteries and their
History (Athens, 1979 — first ed., and 1987 — second ed.), pl. 99; N. Sevéenko, Icons in the
Liturgy, Dumbarton Oaks Papers, 45 (1991), fig. 25.
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4. Portaitissa icon with old Georgian cladding.




156 Skhirtladze

5. Portaitissa icon. Dedicatory inscription. Detail.

covering the whole central part of the lower frame. The inscription is made in
the old Georgian uncial script, asomtavruli, in small, beautiful, stylized letters.
The lines are divided from one another by narrow horizontal strips and the
words by three dots (two dots are occasionally used; it is rare to find the
division mark completely omitted). An abbreviation mark, which is a short
curved line with enlarged edges, is not always used. The last line of the inscription
is partially overlapped by the lower plaque of the icon frame revetment. The
text 1s slightly damaged in two places (first and fourth lines), but still its
complete reconstruction is feasible.

I.d. & Q(JQM)CB(.)Q)H), [gg(a)gg(a) Je d(o)em B(M)U(ﬂo)énba o (dOm)olsom, 3(@3—
) goofmm J(sem)f(49)mm 356053, d(gofgsem)g Lg)emo 3(5)G&()[bo Jis
B(gd)ols powobis g(gs)Oy(ns)®(5)b Bgogals Jaobmlbtmbs s g dmbs

IL 9(gb)o ws g(mgm)oo(y)Om gombm J3bomo bsde(s)mm s3d@mbo.
33(5) e (m)d, @(mdgeds)b modl 3g(s)g mm(0)@lo 9bg dodge(s)bs @s gd-
3mdabs [ (dowo)bs b(s)Eobs Bgbobs 3m@@os@ol(o)bs. gds, mmmesmm,

I dgo(fo)dg dgemdyg gby ﬁaao 3(m)egomobs 3(0g)® goE®(9)d(4))mo ©s
©>03(9)g bgd@o sb(m)®d(g)dols B(gd)obs «3(@)eggm(s) ©s 9(53b)>
B(2)Fg(o) e (@) dgmobs bi(g)mols h(gd)obs g(s)bbengolsls 3939F0g s ghobm
9936 g4(@39m)6(0)39 3(m)wg(s)ms B(5)dm> 4(5)momn fg®o@bo s §(s)®ds
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IV. paoby @l(m)we(glomo b(s)ye(s)®ms dobs s @(dGmo)ls (g)bobs
©(opg)d(s)e dobs F(gh)obs ©s msbs paygladsdmbs 3(5)d(0)bs [dol(o) Jbs ©s
glmgmo)e §(dop)obs b(+y)mobs dobobs, of s d(sms)wol @s 93(ybom)o
93(9b0bodg)g, 5(d0)b

O Queen, Mother of the human-loving God, Holy Virgin Mary, save the soul of my patron
Kaikhosro, the son of Q‘varg‘vare the Great and me, Your slave, wholly weakened Ambrosi.
Grace to You, who favored me, unworthy (person), to clad and adorn Your holy icon Portaitissa.
O Queen, accept this small gift, ventured by me, sinful (person) and protect the remainder of
my life sinlessly and succour me at the time of the expiration of my poor soul, and keep
unknown everything done by me before the Throne of Your Son and God, for the Glory of
Your Son and the Father without beginning and the Holy Spirit, forever, Amen.

The inscription was published several times in the nineteenth century.” Russi-
an' and Greek'” translations also exist. In general, the text of the inscription
in these publications is read and interpreted correctly, although each of them
has certain defects.

17

18

19

The Synodicon of the Iviron monastery is of equal significance for the data

Th. Zhordania, Kronikebi [Chronicles], vol. 11 (Thbilisi, 1897), p. 314-315; P. Konc'oshvili, op.
cit., p. 163; A. Natroev, lverskij monastyr na Afone [The Monastery of Iviron on Mount
Athos], (Thilisi, 1910), p. 96.

P. Uspenskij, op. cit., p. 196; N. Kondakov, op. cit., p. 167; Vyshnij pokrov nad Afonom ili
skazanija na Afone proslavivshikhbsja ikonakh [Heavenly Pokrov upon the Mount Athos or
the Legends about Famous Icons on the Mount Athos] (Moscow, 1902), p. 32-33; A. Natroev,
op. cit., p. 97.

BiBliov iotoguxov megiéyov yeypauuévey apyalav iotopiav meol 1o ‘Aywwvduov "Ooovg
700 "Afw éx dapopwy Takadv yawoyoagwv fifiinv. 'Axavlicuara iotoptxd dudgooa.
Bcot 10 Sdoov xal Aauaoxnvod xovos Eyodqn duw yewos Aauaoxnvot povayot Tnoitov
&v Eter owtnoie 1903. Tavoagiov 10 nuéoa IHapaoxevis.

This work for pilgrims was compiled by the Archimandrite of the Iviron monastery,
Damaskinos. The dedicatory inscription of the old revetment of the Portaitissa icon was
translated for him by the Georgian monk Lavrentios. The text is published in: L. XatCupdrn,
op. cit., p. 31.

One more inscription “derriére une icéne de la Portaitissa”, copied by M. Gedeon, is cited
in the collection of Christian epigraphy of Mount Athos (G. Millet, J. Pergoire et L. Petit,
op. cit., p. 85-86):

Cafoml mohal TEWTOOTATNS CVAWY | 0OL T TEEOEVM KUl OV TOVAUWVE | ycye
YOLQE, ayyehmv Beou hoyou | UmEQQUA ®UNOLY ®aL AOYOV | aong PROTELOU @UTANG TEOS
owtnolay | xar avafaowy aethapmovg alfepos. | Ovtw Tafomh Beo, abwvomorog |
ROVOTQOTTOG, BUTNG TE, ayyEAOOY WY | coog Te nuoTtng Betnv xal avBommvoy | nyyeike
™G ONg, UVVAOOd, TOQOVOLaY | eovog, Belag mavtav mapapvdiag | Twv povalovimy &g
TNOE TN UEYLOTY] | LOVY), RUARLOTY], ATaowVy Aaumgotaty, | ®tntogog Ifnoag eoye to ye &,
| avdoag yevvarovg, xoatarwoo te xat Beovg | Evupov te waw Teopytov nowm|oov Toavvn
mveovl tov {nhov. | Og o Tafomh nelomovionognoag | efactag aywv onv Oewav ye
EL%OVE | 8100 TG Hovig eEatolwy Tm Teomw. | AAL, w mavaxnoate ayvn [opbeve | Bacihea
TeEaoa YNg TE XAl TOLOV, | TOQTALTLOON £50YWG HEXANUEVY, | TNOE YUALTTE LEQOV HOVIY
mvde | aown, akofnrov, evBVYOLLEVIIV | OUV VOOLG ®OL TEWXEOL XAl ChAw ®OOU® | wva
TQOTPUYWV OHRET el TwTNELA | eV fLw mavTL 1 wow wapabupia. | o 0 wuviov % (1799).
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it contains’ It is embodied in a collection, compiled in the monastery in 1074
on the order of the Father-superior Giorgi Oltisari (1065-1077) and by the
initiative of the archpriest Jacob and hymnographer Zosime, being added to
nine other treatises, that form part of the manuscript (Institute of Manuscripts
in Thilisi, Ms A-558""). As is known, the collection was originally made in
memory of the builders of Iviron monastery. In the course of time, it was
supplemented by the remembrances of Georgian donors; ultimately, the col-
lection of these remembrances formed the basis of the synodal records. A part
of the 166 commemorations collected in the Synodicon (fol. 183r-312v) was
copied in the 1070s by Mikael Daghalisoneli according to the originals embodied
earlier in the manuscript. A number of them date to the 1140s and are ascribed
to Toane Taplaisdze; the majority of the remaining commemorations was regu-
larly added to the Synodicon up to 1180, while some of them were appended
even later, in the late fifteenth and early sixteenth century.” In particular,
commemorations NN 162 and 163, written in small minuscule script nuskhur:

and contained in fol. 208rv, belong to the latter group (figs. 6 and 7).
23

The text of the first commemoration is as follows:
by bagboy® 0gogh, fdobeabm 353s6m @s ddsbm, Gmdgm-qlsg Jngdmoss bfgéos:
©oEo ©> bobymasbojdgmo bsdsGmggmmbs smabsgo, bsdzbols bdslismsto,
OG- 3obobxggomgm ©s wopse §a[@ [Bobydgmo 3s@Gmbo yastigssey, bg-
bogPse ©s Qaﬁwmnbabob'ﬂéabpm 3bodgdos ©s ©E3JNOEME0m aggobt‘)VBQEo
gmggembo QQSEO dolibo s Lodgmoms Jgoogoms ggmobs dog® 80[0]633@30
{jmﬁamﬁo ]dm[ﬂsa 33

3o@Ombls 4950 99569b 3megabo dolbo ‘dgmbrgl ;3836)@7806.

s dgdpgmise dobs 3063Tm da dobo Joobolom 935H®mbos gmggeols
baggedfogmbs dsd30bs Bolobsbs, @dGmoldlsbanmo s gorggom®o i mo

20 Originally this was published in the early twentieth century by M. Janashvili, Atonis monastris
1074 tslis khelnatseri aghapebit [The Mount Athos Monastery Manuscript of 1074 with com-
memorations], (Thilisi, 1901), p. 216-277. The critically established text with a study and
commentaries was edited by H. Metreveli, Atonis kartvelta monastris saaghape tsigni [The
Synodicon of the Georgian Monastery on Mount Athos] (Thilisi, 1998), p. 134-267.

21 Th. Zhordania, Opisanie rukopisej Tiflisskogo Tserkovnogo Muzeja [Catalogue of the Ma-
nuscripts of the Church Museum in Thilisi], vol. I (Thbilisi, 1901), p. 85-86.

22 For a special study of different layers of the Synodal records see: N. Berdzenishvili, ‘Atonis
krebulis redaktsia’ [“The Recension of the Athos Collection”], Bulletin of the State Museum
of Georgia, XI-B, (1941), p. 25-40; J. Lefort, N. Oikonomides, D. Papachryssantou, avec la
collaboration de H. Kravari et H. Metreveli, Actes d’Iviron, 1T (Paris, 1990), p- 34, 12-17.
Separate observations concerning the collection are given in: R. P. Blake, *Some Byzantine
Accounting Practices Illustrated from Georgian Sources’, Harvard Studies in Classical Philo-
logy, vol. 51 (1940), p. 19-20.

23 Cf. the first edition of the commemoration — M. Janashvili ed., Atonis monastris, p- 266-267.
Cf. H. Metreveli, Atons, p. 184-185. An abstract made by Bernadette Martin-Hisard of three
commemorations (NN 162, 163 and 164) added to the Synodicon in the early sixteenth
century is entered in the Actes d’[viron, IV (Paris, 1995), p. 23-25.
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6. Georgian Synodicon of Iviron monastery (Institute of Manuscripts in Thisili,
Cod. A-558, fol. 208r). Commemoration N162.
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ue»m s plbyslaerels - e vl IS ‘Jmt"”’
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7. Georgian Synodicon of Iviron monastery (Institute of Manuscripts in Thilisi
Cod. A-558, fol. 208v). Commemorations NN 162 and 163
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Lop@dmmans bsgsgmems bbg-n3mqdo, gmsbsgms, mbdmmas ©d amdmgdge-
5 ggmolis 933gOmdgmo, s sds bmgmols 3[0]65}(05(06&[1):5] bges se@s@sls
bobols sdymagmo, bogy[« Joms pd@mabsms 535 bsfgmmen, & 3, baggmbee
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Know You, Holy fathers and brethren, what is written below: the great and famed atabag of
Georgia, spasalar of Samtskhe, Jag'eli of Tsikhisjvari, and the highly noble patron Q*vargvare
lived prosperously and piously and in felicity, completed all his days and committing himself to
the Lovd, passed away in RPV [186] of the Choronicon [=1498]. Lord, forgive Q‘varg*vare his
sins. And after him bis son Kaikhosro established his rule over the entire state of his father; he
[Kaikhosro] was pious and filled with all divine and human virtues and flawless, consoler of the
poor, the orphans, and the dejected, and not staying long in this world, by the Lord’s word he
was called from this world to eternal life. And great grief and lamentation settled in his patrimony
and house, and most of all for his brother, the patron Mzechabuk, for they had great love for
one another, and he took great care of his [Kaikhosro’s] soul, for he gave lavishly for the
remembrance of bis soul in bis own country and abroad. And after this, I, the wretched Ambrosi,
reared by the blessed and magnanimons patron Kaikhosro, was sent by their brother, the patron
Mzechabuk to all Greece, Jerusalem and Sinai with much wealth; we began to give it away
from Trebizond to Constantinople, and from Constantinople up to this Holy Mount. And we
visited all the monasteries, hermitages, cells and according to the rule, presented our diptychs
and prayers, and [visited] the monasteries of all Hellas and the province of Macedonia, the
metropolitans, bishops, priests, the poor and homeless — we gave to them all with generosity.
Also to our monastery we donated twenty five thousand Otmanuri — part in Pluri and part in
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Tetri’’. And the Father Superior and the entire community of the monastery ordained and
ordered for our magnanimous patron Kaikhosro vespers every Friday, kolio and prayers on
Saturday, by all priests attendants, with entrance into the altar and prayer for him; this perpetually
every Saturday, and one feast on the day of his decease on the sixth of May with liturgy with
the presence of all the priests, Greek or Georgian, vespers with funeral service, with entrance
into the altar, saying Kyrie Eleison, and perpetual prayer, as the builders [of the monastery] are
commemorated. And whoever neglects to do this, does away with this ordainment, and shall
not perform it willingly, let him answer God.

After this, on fol. 208v follows the second commemoration written by the
same hand (fig. 7):°

It1i
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Also, Ambrosi, brought up by the patron Kaikhosro, greatly helped this monastery: [he]
revetted heavily the icon of the Holy Virgin, Portaitissa, built a fortress at his own church,
fortifying it, and built the hospital with its facilities, and the metochion Gomate® was built
thanks to him; and for this we — the monastery, the Father Superior, and the entire community
of brethren — ordained the divine service before the icon of Portaitissa for his soul every
Tuesday, entrance into the altar, and remembrance of his soul by all brethren as is written for
the builders [of the monastery]. Whoever fails in this, let him answer God. Amen.

is somewhat unusual that both commemorations were written in the synodi-

con by Ambrosi himself.”” However, both are paleographically identical with
the Gospel copied and illustrated by Ambrosi during his stay at the monastery

24

25
26

27

Otmanuri, Pluri, Tetri — these coins were well known in Georgia in the second half of the
fifteenth century. They were equivalent to those Ottoman and Venetian golden and silver
coins ~ Osman, Florin and Akga — which were in circulation in Samtskhe at that time (R.
Kebuladze, Evropuli monetebis mimoktseva sakartveloshi [The Circulation of European Coins
in Georgiaf, (Thilisi, 1971), p. 14). R. Blake paid attention to the names of these coins in the
commemoration of atabag Kaikhosro (op. cit., p. 33). In connection with the Iviron comme-
morations on these coins see Cecile Morrison’s note in Actes d’Iviron, IV, p. 25,

M. Janashvili ed., Atonis monastris, p. 268; H. Metreveli, Atonis, p. 186.

On Gomato (or Kamena) monastery and its relationship with Iviron see: Actes d’[viron, vol.
I (Paris, 1985), p. 208-215; vol. II (Paris, 1990), p. 78, 191-193; vol. 111 (Paris, 1994), p- 38-39
(doc. NN58, 59, 62, 70, 72, 75, 79), vol. IV (Paris, 1995), p. 16, 18-20, 32-33 (doc. NN86, 88,
90-92, 94, 141, 144).

H. Metreveli states that the commemoration of Ambrosi is unusual as he tells us about his
voyage and activity at the holy sites in the first person: “Due to this, the commemoration can
be considered the earliest note by a Georgian traveller” (1. Gabashvili, Mimosiva, H. Metreveli’s
edition, p. 0183).
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of the Holy Cross in Jerusalem.” This identity, together with the nicely stylized
handwriting, is also demonstrated by an analogous decoration of the initials
in the text.

According to these two sources, it becomes clear that the revetment of the
Portaitissa icon was made on the commission of Ambrosi, ward of Khaikhosro,
the son of Q‘varq‘vare the Great, atabag and amirspasalar of Samtskhe. Ambrosi,
after the death of Q‘varq'vare and Kaikhosro, was sent by the second son of
Qfvarq'vare, atabag Mzechabuk, with a large sum of money and precious
donation to Mount Athos, as well as to Jerusalem and Sinai.

The activities of Qvarq‘vare Jaq'eli (1451-1498), atabag of the southern
Georgian province of Samtskhe, and those of his sons Kaikhosro (1498-1500)
and Mzechabuk (1500-1516) are connected with one of the most complicated
periods in the history of Georgia. Mongol domination and the subsequent
invasions of Tamerlane weakened and then fragmented the united Georgian
kingdom, which in the fifteenth century finally disintegrated into several rival
kingdoms.”” The fall of Byzantium isolated Georgia and greatly impeded its
contacts with both the Orthodox world and Western Europe. All this resulted
in economic and cultural decline, which heavily affected the spiritual life of
Georgia.”

From the beginning of their rule in the late thirteenth century, the Jaqg'eli's
of Samtskhe also contributed significantly to the disintegration of the country.”
This tendency came to the fore during the reign of Q'varq‘vare, who con-
tinuously struggled against the king of Georgia and even used the Persian
ruler Uzun Hasan against him.”” This struggle led to the defeat of royal power.
In the 1460s Q‘varq‘vare managed to capture Giorgi VIII (1446-1466) and
made him marry his daughter Tamar; in 1484, for a short time, he made his
grandson (by this marriage), Vakhtang, the king of Kartli (East Georgia).” In
order to emphasize the separation of Samtskhe from the united kingdom of
Georgia, Q‘varq‘vare began to coin silver money with his name. The existence

28 Cf. infra, n° 61.

29 K. Salia, History of the Georgian Nation (Paris, 1983), p. 242ff.

30 On this in detail see: L. Javakhisvili, Kartvel: eris istoria [History of the Georgian Nation], vol.
IV (Tbilisi, 1967), p. 48, 169.

31 A. Kikvidze, ‘Samtskhis Samtavros tsarmoshoba sakartvelos peodalur monarkiashi’ [“The
Origin of the Samtskhe Principality in the Feudal Monarchy of Georgia’], Proceedings of
Thilisi State University, vol. XXXVII (1949), p. 39-95.

32 Ibid., p. 83ff. On the foreign policy of Q'varq‘vare and his sons see: M. Tamarashvili, Istoria
katolikobisa kartvelta shoris [The History of Catholicism among the Georgians], (Tbilisi,
1902), p. 57-60, 595-597.

33 K. Sharashidze, ‘Sakartvelos istoriis masalebi (XV-XVIII ss.)’ [‘Materials for the History of
Georgia (15th-18th centuries)’], in: Masalebi sakartvelos da kavkasiis istoriisatvis [Materials
for the History of Georgia and the Cancasus], vol. 30 (Tbilisi 1954), p. 237-240.
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of different versions of these coins testifies to the fact that Q‘varq'vare had a
permanent mint (probably in his residence in Akhaltsikhe) that produced a
large quantity of coins.™

In addition, the atabag of Samtskhe tried to separate his province from
unified Georgia ecclesiastically. Q‘varq‘vare and later his son Mzechabuk,
decided to make the Bishop of Atsq‘uri independent from the Patriarch of
Georgia and become the leader of all the bishoprics of Southern Georgia.” To
a certain extent, these intentions of the Samtskhe rulers were encouraged by
the visits of the high clergy of the East Christian Churches, which occurred
because of the contemporary political situation prevailing in the Georgian
kingdom. The Muslim invasions compelled these visits as a means of soliciting
donations to offset the difficult economic conditions afflicting the patriarchies.
At the same time, in addition to receiving generous presents from the atabags,
such contacts were successfully used to promote the separation of the parishes
of Southern Georgia from the rule of the Georgian Church. Four such visits
are known in the reign of Q*varq‘vare, Kaikhosro and Mzechabuk,” including
a visit of the Constantinopolitan Patriarch Joachim I (1498-1502 and 1504) to
Samtskhe, probably in 1500-1501;” it was during this visit that a panegyric on
Atsq‘uri See and its eparchy, as well as those of the Samtskhe Atabags was
written.”® Of particular interest in this work, which was a requital for the rich
offerings received from Mzechabuk, is the author’s attempt to emphasize the

34 On this see — D. Kapanadze in: the Bulletin of the State Museum of Georgia, XI-B (1941), p.
150-152 and XIV-B (1947), p. 149-165.

35 K. Sharashidze, Samkhret sakartvelos istoriis masalebi (XV-XVI ss.) [Materials for the History
of South Georgia (15th-16th centuries)), (Tbilisi, 1961), p. 85-97.

36 These were made by an anonymous Greek Metropolitan in the 1350s (Th. Zhordania, Opisanie
rukopisej, vol. 11 (Thilisi, 1903), p. 269); by Michael, Patriarch of Jerusalem and Antioch, in
the 1370s who wrote a special document to confirm the independence of the West Georgian
Church, entitled “Mtsneba Sasjuloi”, a Georgian translation of which survives (I. Javakhishvili,
op. cit., p. 111-115; N. Berdzenishvili, Sakartvelos istoriis sakitkhebi [Studies in the History of
Georgia], vol. V, Thilisi, 1971, p. 100-106); by Joachim, Patriarch of Constantinople, in the
first years of the sixteenth century (cf. infra, n® 37); and by Dorotheos, Patriarch of Antioch,
- no later than 1516 (T. Zhordania, Opisanie rukopisej, vol. 11, p. 317-318; 1. Dolidze, ed.,
Dzveli kartuli samartlis dzeglebi {Monuments of Old Georgian Law], vol. 111 (Tbilisi, 1970),
p- 221-223, 1153.

37 T. A. T'oitoomodviog, Twaxeip 6 A', Iatoudeyns Kovotavivovnohems (1498-502),
Oonoxevrixn xai HOway Eyxvxldomédu, topog 6 CAbfval, 1965), ogh. 1091-1092.

38 Za. Adpmpov, Mavounh KoguwBiov tol peydhov prjtogog Amynois meol tiis év "Aayopiw
elnovog Tiic Beotonov, Néog ‘Erlnvouviuwy, topos 9 CABfven, 1909), oeh. 409-432 (after-
wards - Aujynoig). The work is included in manuscript N. 801 of Iviron monastery, in fol.
104r-132r; Id., Katdhoyog tdv év taic Biphobnxrals Tot “Ayiov "Ogovg EXnvirdv zodinwy,
topog B (1900), oeh. 227-228. Its authorship was recently studied (R. Bartikjan, "Pripisyvaemyj
Manuilu, velikomu ritoru Konstantinopol’skoj Patriarkhii panegirik gosudarjam Samckhe-
Saatabago Qvarqvare II, Kaikhosroju i Mzecabuku’ ["The Panegyric to the Rulers of Samtskhe-
Saatabago, Q’varq’vare II, Kaikhosro and Mzechabuk Ascribed to Manuil, the Great Rheto-
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antiquity of the Atsquri church and the significance of this province in the
establishment of Christianity in Georgia.”” The orientation of the ecclesiastical
policy of Qvarq‘vare and his sons is revealed in the decision to appoint a
Greek priest Symeon, originating from Trebizond, as the bishop of Atsquri.”
Likewise, the special care shown by the Jaq‘eli family for the Georgian eccle-
siastical centres of the Holy Land reveals a similar tendency. Along with
paying their Christian debt, this activity was determined by the desire to
establish and heighten the authority of the religious centre of Samtskhe and to
emphasize their own power and possibilities as rulers of an independent
kingdom. Although the attempt of the Samtskhe atabags to gain independence
for the Atsq‘uri eparchy failed and the unity of the Georgian Church remained
intact,” it was impossible to stop the disintegration of the country.

The domain of the Jag'eli became a separate princedom by the second half
of the fifteenth century and comprised a vast territory from Borjomi gorge
(Tori province) up to C'orokhi gorge (Erzerum province).” Its rulers, beginning
with Sargis I the Great (f 1285), were traditionally distinguished by their
political and intense cultural activity. This activity explains how Samtskhe
was still a relatively advanced province in economic and cultural terms at a
time of general hardship for Georgia. Alongside the persistent attempt to
separate their province from the united Georgian kingdom, the representatives
of several generations of the Jaqeli rulers initiated the building and painting
of many significant monastic centres and churches in various parts of Samtskhe,
producing richly adorned icons, processional crosses, and manuscripts in the
different workshops and scriptoria of the province. This activity is especially
vivid from the late thirteenth century and throughout the fourteenth century.
During this period great domed churches were erected that were distinguished

rician of the Patriarchate of Constantinople’], Proceedings of Thilisi State University, vol. 266
(1987), p. 37fD).

39 For this purpose, the first part of the panegyric is dedicated to the missionary activity of the
Apostle Andrew and St. Nino in Georgia, which the author often places within the boundaries
of Samtskhe (cf. Anjynotg, p. 409-419). The same tendency is characteristic of “Mtsneba
Sasjuloi”, written in Georgian later during the visit of the Antiochian Patriarch, Dorotheos,
to Atsquri (cf. supra, n° 35), where in order to emphasize the ecclesiastical separation of the
different provinces of the country, St. Andrew’s activity is connected with Samtskhe, while
that of St. Nino with Kartli, the central province of the country (I. Dolidze, op. cit., p. 227).

40 Kartlis Tskhovreba (The Life of Kartli/Georgia) tells nothing about the provenance of Symeon;
at the same time, it is stated in the Aujynog (p. 422), that before being appointed Atsquri
Bishop, he was the priest of the Tbeti eparchy. It is quite obvious, why Symeon was called
“elect of the Lord, imitation of Christ” in the panegyric of Samtskhe atabags; besides, as the
author emphasizes, “after having occupied the bishopric the days of welfare came all over the
country”.

41 K. Sharashidze, Samkhret sakartvelos, p. 94-97.

42 Kartlis Tskhovreba, t. IV, 1973, p. 656-659.
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from contemporary architectural monuments in other regions of Georgia by
their artistic merits and scale.” Highly artistic fresco ensembles were executed
that usually contained dynastic portraits of the representatives of the Jaqg'eli
family.” The long activity of the atabags resulted in the final construction of
the system of fortresses, scattered all over the territory of Samtskhe, which
provided a single defense system for the whole province.”

In the fifteenth century, difficulties caused by the disastrous invasions and
the disintegration of the country certainly influenced the character of the
cultural emergence of Samtskhe. Although by that time art and architecture
had degraded to the same extent as in other regions of Georgia, still Samtskhe’s
rulers persisted in this endeavour. Though large-scale building activity did not
occur, the literary sources and monuments demonstrate that its intensity re-
mained proportionally the same. In addition to the erection of small chapels,
bell-towers and other monuments, and their painting in certain cases,® the
number of restorations significantly increased.” Besides the activity of the

43 The important monasteries are those of Sapara (late thirteenth century - fig. 8) and Zarzma
(early fourteenth century), as well as Ctule, which was erected in the second half of the
fourteenth century and is connected with atabag Beka Jaqeli. Of the lesser churches of the
same period one should note Bieti, Tsq‘ordza, Tiseli, Karzameti, and the extensively rebuilt
monastery of Shorota (cf. V. Beridze, Samckhis khurotmodzgvreba, XIII-XVI saukuneebi
[Architecture of Samtskhe, thirteenth-sixteenth centuries], Thilisi, 1955; G. Kutaladze and O.
Maisuradze, Shorota (Akhaltsikhe, 1992), p. 28).

44 The earliest are murals of the main church of St. Saba in Sapara monastery, comprising
several layers, executed from the late thirteenth up to the mid-fourteenth century (G. Khutsi-
shvili, Saparis kedlis mokhatuloba [Wall Paintings of Sapara), (Tbilisi, 1988), p. 32-69, 79-121).
The vast mural decoration of the main church of Zarzma monastery was executed in the first
half of the fourteenth century and later was partially repainted in the sixteenth century (E.
Taq‘aishvili, Arkheologicheskie ekskursii, razyskanija | zametki [Archaeological Excursions,
Studies and Notes], vol. T (Thilisi, 1905), p. 40-66). As for C‘ule, it was painted later, in 1381
(D. P. Gordeev, ‘Otchet o poezdke v Akhalcikhskij uezd v 1917 godu. Rospisi v Chule,
Sapare 1 Zarzme’ [‘Report on the Travel in 1917 to the District of Akhaltsikhe; The Frescoes
of Ctule, Sapara and Zarzma’], zvestija Kavkazskogo Istoriko-Arkbeologiceskogo Instituta, .
1, (1923), p. 12-36; S. Amiranashvili, Istorija gruzinskogo iskusstva [History of Georgian Art],
(Moscow, 1963), p. 252). At the same period, smaller decorations were executed in the Lasuridze
chapel of Sapara monastery, in the domed church of Tiseli monastery, and at Bieti rock-cut
monastery as well as elsewhere.

45 V. Beridze, op. cit., p. 19-21.

46 Saq‘uneti, Sadgeri and Kotelia churches, bell-towers in Kheoti and Shorota (V. Beridze, op.
cit., p. 188-192, 196-200, 206-214; G. Kutaladze, O. Maisuradze, op. cit., p. 16-17).

47 The most important rebuilding was that of the dome of Theti cathedral. At the beginning of
the twentieth century it was still unruined (cf. N. Marr, Dnevnik poezdki v Shavshiju i
Klardjin, [Diary of a Journey to Shavsheti and Klarjeti] (St. Petersburg, 1911), pl. 2, 3). They
also commissioned the decoration of the facades of the Parkhali basilica with an arcature (E.
Taq'aishvili, Arkheologicheskaja ekspeditsija 1917 goda v juzhnye provintsii Gruzii [Archaeo-
logical Expedition of 1917 to the Southern Provinces of Georgiaj, (Thilisi, 1952), p. 94-97, pl.
138-140); the reinforcement of the annex of the main church in the Vardzia rock-cut complex
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8. Sapara monastery. View from south-west.

(K. Melitauri, Vardzia (Tbilisi, 1969), p. 8, 12; id., Stroitel’stvo i arkhitektura Vardzii [Con-
struction and Architecture of Vardzia] (Tbilisi, 1975), p. 49-50; G. Gaprindashvili, Vardzia
(Leningrad, 1975), p. 14, pl. 71, 72); and finally, the enlargement of the west cross-arm of
Kumurdo cathedral, which took place later, in the early sixteenth century (E. Taqaishvili,
‘Khristianskie pamjatniki’ [*Christian Monuments’], Materialy po Arkbeologii Kavkaza, XI11
(1909), p. 42-44, pl. VI).
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rulers of the province, similar donor activity was practised by their subjects,
local nobles such as the Kavkasisdze, Mamalasdze, Berisdze, Tokhasdze, and
Shaburisdze families."

Furthermore, historical sources as well as works of art and architecture
testify to the continuation of this activity in the reign of Q‘varg‘vare and his
sons.” At the same time, two main features characterise the donor activity of
the Samtskhe rulers in the second half of the fifteenth and early sixteenth
centuries. The first was the aim to restore and furnish the Atsq‘uri Episcopal
church, as well as to decorate the icon of the Virgin kept within it, which
according to the legend was brought to Atsq‘uri by the Apostle Andrew
(fig. 9).° The second, no less significant, sphere of donor activity of Q‘varq‘vare

48 Cf. the church of Tsakhni, erected in 1433 by Beshken Berisdze (M. Brosset, Rapports sur un
voyage archeologigue dans la Georgie et dans [’Arménie, 11 Livraison, 2eme rapport (St.
Petersbourg, 1851), p. 138-139); Okrobagebi church built by the representatives of the Mama-
lasdze family in 1466 (N. Marr, op. cit., p. 89); loane Bishop of Atsq‘uri, eristavi Shaburisdze
took part in the erection of Smada church (E. Taqaishvili, ‘Khristianskie pamjatniki’, p. 4, fig.
1); at the same period Murvan Kavkasisdze restored the Otxta Eklesia fortress (ibid., p. 88;
W. Djobadze, Early Medieval Georgian Monasteries in Historic Tao, Klarjeti, and Shavshet’i
[Stuttgart, 1992], p. 174-175, pl. 235-237). In 1493, on the initiative of Zaal Tokhasdze a
western chapel was added to Bieti church (E. Taq‘aishvili, ‘Khristianskie pamjatniki’, p. 45).

49 Thanks to surviving dedicatory inscriptions, it is possible to identify the donors and date of
the Solomonisi rock-cut church (the wall paintings of which include the portraits of donors)
and the palace of atabag Mzechabuk in Oltisi (E. Taq‘aishvili, Arkeologinri ekspeditsia kolaol-
tisshi da changlshi [Archaeological Expedition in Kola-Oltisi and Changli], (Paris, 1938), p.
31-33, 41-42. Among the illuminated manuscripts, which are dated and which preserve the
names of highly professionally trained craftsmen, two should be singled out. These are Gospel
pages copied in the 1460s-1470s and adorned with miniatures by the painter Anania, which
were later bound into the manuscript A-845 (copied earlier, in the eleventh century); and the
Four Gospels Q-920, commissioned in 1504 by Tamar, the daughter of atabag Qvarq‘vare
the Great, and copied and richly adorned by the calligrapher Akaki (M. Dzhanashvili, Opisanie
rukopisej Tserkovnogo Muzeja [Catalogue of the Manuscripts of the Ecclesiastical Museum},
vol. IIT (Thilisi, 1908), p. 59-67; R. Shmerling, Obraztsy dekorativnogo ubranstva gruzinskikh
rukopisej [Samples of the Decoration of Georgian Manuscripts], (Tbilisi, 1940), p. 65-66).

50 Kartlis Tskhovreba, 1, p. 39-43. After the cathedral was severely damaged in a disastrous
earthquake of 1283 (Ibid., IT, p. 278) it became the subject of permanent care by the Samtskhe
rulers. Particular attention was lavished on the church beginning from Q%warq‘vare’s rule,
when the attempts to separate the Atsq‘uri episcopate from the Georgian Church were most
active. In his panegyric Patriarch Joachim I emphasises that “truly orthodox and greatly
pious to everything sacred of blessed memory the great king Q‘varq‘vare, rejoicing at the
piety, humility and reasonableness of the bishop, donated to the holy church of the Virgin
many silver and golden objects, many estates and golden adornments — for the venerated
icon” (Avynotg, p. 422-423). Q‘varg‘vare’s sons, Khaikhosro and Mzechabuk continued their
father’s activity. The first of them “adorned with numerous donations the holy, venerated
church of the Virgin”. The same can be said of Mzechabuk as well, who assigned the Zarzma
monastery with its income, villages and peasants to the Atsq‘uri cathedral (cf. S. Kakabadze,
ed., Istorinli sabutebi [Historical Documents], 11 (Thilisi, 1913), p. 26-29). In addition, “he
adorned with donations ... above all the church of our holy mistress, the Virgin, where her
miraculous icon is kept ... and if anyone would have liked to write on how great a [quantity



The Original Cladding of the Portaitissa Icon 169

9. Atsq‘uri Icon of the Virgin (State Art Museum of Georgia).

of] movable and real property, i. e. villages, lands, precious golden and silver holy objects,
precious stones and highly valuable pearls or many other things, he generously donated, it
would have made up a big book ... Everyone belonging to this royal family was generous and
liberal ... but still this great chief, truly the most generous king, Mzechabuk excelled them in
his rich donations and gifts. Even to the present day he endlessly adorns the holy church of
the Virgin with valuable tributes” (Aujynoig p. 426-427). In late fifteenth century the church
was robbed twice and its miraculous icon was twice captured as the result of the invasions of
Uzun Hasan (1477) and Iakub Khan (1486). The stolen icon, ransomed at a heavy price and
brought back, was adorned with a new revetment commissioned by Kaikhosro (cf. Kartlis
Tskhovreba, 11, p. 478-479, 482; Aujynois, p. 424). The present revetment of the icon was
commissioned by the king of Imereti (West Georgia) Giorgi I (1565-1583) and his wife,
Queen Tamar, in 1578-1583 (T. Saq‘varelidze, XIVXIX saukuncebis kartuli okromc‘edloba
[14th-19th-century Georgian Metalwork], vol. I (Tbilisi, 1987), p. 147, 179-180, pl. 84 — with
earlier bibliography).
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and his heirs was the assistance offered to the Holy Sites of the Christian East.
The Samtskhe atabags gave rich donations to various Orthodox patriarchates,
especially to Georgian ecclesiastical centres located beyond the boundaries of
the kingdom. The Patriarch of Constantinople notes that Mzechabuk “gave
especially rich donations to the Holy churches and monasteries, which included
those of the Holy Mount and Sinai, as well as others which he learned were in
need of everything. He, this pious king beloved by God, embellished the
Holy patriarchates with donations””' For the sake of a complete analysis of
the activity of Q‘varq‘vare Jaq‘eli’s family it should be emphasized that looking
through the notes preserved in Georgian and foreign sources, a somewhat
ecstatic tone characterizes each of its representatives. This is evident in the
colophons, which date to the 1520s and 1530s, preserved in Ms Q-969 (fol.
310v-311v) and Ms H-1717 (fol. 232v-233v) of the Thilisi Institute of Ma-
nuscripts,as well as a panegyric to the Jaqeli family, written by the Patriarch
Joachim I, in which all the representatives of the family depict Christian
virtues. To a certain extent, the clerical origin of the authors of the colophons
and the panegyric account for this. Nevertheless, the similarities between
Georgian and Greek sources express a viewpoint widespread among the Samts-
khe nobility, according to which military power and “great devotion to Chri-
stianity” were considered of the utmost moral merit.”

In particular, the sources emphasize the high erudition of each member of
Qtvarq‘vare Jaq'eli’s family. At a time of cultural progress of Samtskhe and its
contacts with the outside world, there seems to be no need for such emphasis
concerning a powerful noble family ruling the province. At the same time, it
reflects an attitude shared among the contemporary Georgian aristocracy,
which aspired to an ideal of the wholly perfect person. The characterisation of
the erudition of the Kaikhosro atabag is limited to a statement about his
mastering foreign languages (Arabic, Persian, and especially — Greek), while

51 Auynoig, p. 426. Given the activity of the Jaq‘eli family and the great scale of their donations,
it is striking that they actually did nothing for the most significant spiritual centres in Georgia
proper. This must be explained by the opposition of the Samtskhe rulers to the high clergy of
the Georgian Church and a policy deliberately to ignore them.

52 K. Sharashidze, ‘Sakartvelos istoriis’, p. 258-259; id., Samkbret sakartvelos, p. 15-17, 78.

53 Itis characteristic that Mzechabuk is named as “Enlightened by God, brave rider and defeater
of many strong and famous warriors”, and at the same time — “the enclosure of Christianity,
venerably admitting a complete monkhood and angelic scheme” (K. Sharashidze, Samkbret
sakartvelos, p. 1516). The description of the Constantinopolitan Patriarch is very similar: “his
mind was greedy in study and deriving benefit from the luminous Evangelical and Apostolic
quotations, the Psalms of the heavenly David, comprehension of which turns the human
mind to God and to the contemplation of the reflection of his sweet and beloved beauty. As
for his physical strength, frame and bravery, in all these he was inferior to none of the famous
ancient heroes. That is why he was formidable to his enemies and barbarians, and well-known
over almost all the world” (Avjynolg, p. 425-426).
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Mzechabuk is depicted in terms of his wide sphere of interests, particularly
the fact that “he had thoroughly, as permitted by human possibilities, studied
the Scripture in three languages — Georgian, Arabic and Persian” and equally
important that “he had dedicated his life to three occupations — books, hunting
and prayers”.”* Similarly, the sources concerning the events of the fifteenth
and sixteenth centuries in the Jaqeli’s province emphasize that an unusually
large number of monks came from noble families.” It is noteworthy that
Mzechabuk himself took monastic vows under the name Jacob. His action
may have been conditioned by the failure to gain the ecclesiastical independence
of Samtskhe.® Although some references were certainly exaggerated, for the
most part they convey a sound image of a personality “entirely perfect and
wholesome in divine and human aspects.™”’

Taken together with other considerations, this ideal of virtue seems to have
played an important role in the great interest shown to Georgian monasteries
in the sacred places of the Orthodox world, as expressed by the assistance
rendered to them by the Samtskhe atabag's family at the turn of the fifteenth-
sixteenth centuries.

Life in the Georgian monastery on Mount Athos was similarly complicated.
From the second half of the fourteenth century, the number of Georgian
monks in Iviron, as well as their rights, greatly diminished.” At the same
time, after the fall of Constantinople the monasteries of Mount Athos were
seized and robbed by the Turks. Numerous invasions by its enemies and
disastrous plundering weakened Iviron as well as other monasteries.”” By the
late fifteenth century, it became obvious that without assistance from the
motherland it would be impossible to restore the devastated Iviron and revive
its monastic life. In fact, a Greek chronicle reflecting the history of Iviron
from the thirteenth-seventeenth centuries states that in 1492 the inhabitants of

54 Amynolg, p. 426.

55 See for example, the Synodal records of Gergeti church (Tbilisi, Institute of Manuscripts, Ms
A-1085), and the colophons of the so-called Kopasdze manuscript (Ms Q-969).

56 K. Sharashidze, Samkbret sakartvelos, p. 16, 95-96.

57 The so-called “Meskhuri Matiane” [Meskheti Chronicle] (Tbilisi, Institute of Manuscripts,
Ms $-947, fol. 10r-11r).

58 A. Natroev, op. cit., p. 254-258; F. W. Husluk, Athos and its Monasteries (London, 1924), p.
54-55; L. Menabde, op. cit., p. 224-225; E. Amand de Mendieta, Mount Athos. The Garden of
the Panaghia (Berlin-Amsterdam, 1972), p. 135; concerning the conditions of the monastery
by the late fifteenth century see Actes d’Iviron, IV, p. 22f.

59 Cf. M. Janashvili ed., Atonis monastris, p. 269.

The fact that in the early fifteenth century Iviron was placed seventh among the Athonite
monasteries but only thirteenth late the same century testifies to the scale of diminution (B.
de Khitrovo, Itinéraires Russes en Orient, vol. I; (Geneve, 1889), p. 208, 262). By that time
the number of monks had also decreased to fifty (Actes d’Tviron, IV, p. 22-23).
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the monastery sent representatives to the “Iberian autocracy”. They went to
the “master and king, patron Q'varq‘vare” who “listened to them and helped
them”.” This was not the first case when the Samtskhe rulers rendered assistance
to Iviron. From a monastery synodicon it is known that on the occasion of
the premature death of Q'varq'vare’s third son, Bahadur (f 1474), the Jaq'eli
family offered rich donations to the Jerusalem and Sinai monasteries, while
the Greek monk Symeon, “their serf for a long time”, and the Georgian monk
Akaki, “their ward from his early childhood and [their] slave”, were sent to
Mount Athos by the Q'varq‘vare family. Besides the donations “given from
Trebizond to Constantinople and from Constantinople to the Holy Mountain”,
they donated twenty thousand Otmanuri, “some in Fluri and some in Tetri”,
and two horses to Iviron monastery itself.” It is probable that the decision of

60 Beodoaiov icgonoviyov [xai Teosuiov fyovuévov] dujynone doadtys Teol tig Paotdixiic
povijs tdv Ifiewv v dgeilovor ywdoxew mavres oi povayol avtijg, published in: M.
I'édeov, ‘O "Ablog. Avauvéaeis - Eyyoaga - onuewdaes (Ev Kovotavuvovndhel, 1885), ogh.
172-175. There also exists an old Georgian translation of the chronicle, edited by K. Kekelidze
in his - Etindebi dzveli kartuli literaturis istoriidan [Studies in the History of Old Georgian
Literature], v. 111 (Thilisi, 1955), p. 69-86. On the donations of atabag Qvarq'vare see ibid., p.
82-83.

61 Commemoration N164 on fol. 209rv:

[ ]s3bo9® 0go3b, Bagbos s8sam 3s@@mbos 545 s@fg@obs dobybo glidgm
0Jdbs: 3s@Ombo dsdsma®, Gmdgmo dodggm bigMos ©s 396dg ddoms mosbs
®oalis bges, 0y Gedgmms ogm 936 9dgl sb= PeoEgl, gbg 3s@®mbo haggbo
dods asbgym 3Bmdgmms ws ddomagsb s, gad@alims g0, beoamobogsb,
> fadgows abols dols Lo zbqls F06930, gogmon oo bhamo Lsmdtommans
dobs, bomm Jsbsgoms mobs, 30bsarg go-obs fmobs, s spsglem Lsbmo
dadgeo dFgbsdgboms gadmmmJdgmoms. 35Tob poEgdgmas Jdmdgmms ©s
ddsas sdobms, @dGmolidlsba@gdols doon, ozblbagg mgdls ws Jo99965Ls
oobs gabmos Joggsbsms mbmse dodgobg[b ] Lsgbgbgdgmo o bsgnm(zsgo,
goost-030 09Gbs@tidl s bobseli(ss, ©s 9309039 b6 Bmasnsgl bsJmbymo
@> fomdmymal g Jmobbyl badgddbgmols Juggabals. oo fo0dmggpom s, go-
M30(35 ¥ JO-04m, asbgdgmgmon gdolizm3mbms, Jmbsbmbos, dppgmos ©s
aabagms bges B®a3gbmbosls 30b@6F0bg3mmgedog s gom®g 23> §do-
o dmsdwpy. ©s dngmgm gmggmo dmobs sdobs dobsb@ghbo s, fobolbsgdé
dogosbgbgo dmbsslingbgdgmo ws bagne(3530: 3 gadgogy 3o630350gm Byqbo
9bg dobabgyGo, Gadgmy yoggmasysb 9dghab mopesbszgbamogm, s gamy-
bos g@osw wadgxlmagdymogm, ©s bgbszgdo s beaegbo ©s JoMmmbbo wdg-
Bobbo Esagnm 0ggbgl, s aGosm 76939 dobolzgdmm aalidamoym. s 53l
gbygoms®ls g3mgamagdsls Dobs deogagligbgo 53s Baygblss dobsli@g@ls mgo
sobiols mmdsbyg@ols, Gmdgmody gemGoo ©s Oedgeoldg | mgotse, s
2309939, m®bo 3bgbbo, ws asgsbobgm g@mo spao 3>@@mbolss dsswe@obiozls
©eqbs dogagmgbols dobobs m3pmbdg@ls smbs, Gsoms Homegboss dmegmo
ogml, dg0dgbo oy Jodmggma, g403ls fodgoegb ws GHadgbsp ‘dggo@mmgb
©> gmggmos bggol sdmgnliomsms dmoslgbydegb, ©s bisbo@gdols, s bsdmo-
Jaeebs, ©s bzbsladls bgws dmosbgbgdegb, ©s gmggmms mmgems, 3o
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monastery brethren to appeal for help to the Samtskhe atabags and not to the
king of Georgia, or the rulers of any other province of the country was made
in response to this contribution by the Jaq‘eli family.

It is not known what else was contributed to Iviron by Q‘varq‘vare. However,
an extant note claims that the activity of his sons Kaikhosro and Mzechabuk
was significant. Besides rich donations mentioned in the Synodicon of the
monastery, some of their other contributions included the decoration of the
Portaitissa icon with cladding, the erection of its church fortress, the building
of the hospital with its equipment and the building of the monastery metochion
in Gomato. Furthermore, the archives of the Iviron monastery reveal that
they commissioned the restoration of decayed towers and cells in the southern
part of the monastery, the re-erection of the great fortress tower (fig. 10),”

3635 5035396989mmbo dmoglgbgdmeab. ©s gob Mrgd-gmb s gby gabbgbogmo
Jedsmmb, pdgombs dsb asbglb 3sbigbo.

bergmem sdols bsJdols dbsbe@bo, Gmdgmbo bsdzbom dmofogbyl, g@mo gdg-
6o 0gm, IpEyednbsbmbo, bsbgmon bzdmb, Gmdgmo oo bsboo yds domws
J3bogmo ogm, ©s gomo Jodmggmo dmbsbmbo, Lobgmom s3530, Log®domash
doon msbs spb®pomo ©s dmbs.

Know you that the following was the reason of the description of our patrons: the patron
Bahadunr, written first and his brothers in order of succession of age, who was younger or
older, this patron of ours Bahadur, departed from his parents and brothers and, I must add,
from this world, taking the road of eternity, a youth, perfect in divine matters, and aged
twenty, twenty-one years old, filling his father’s house with ineffable grief. Then the noble
parents and bis brothers, through divine service, gave away lavishly for the remembrance of
his soul in his common and country and in foreign countries, both in Jerusalem and Sinai, and
they gave us too wealth and sent us to the land of Greece. And we went and, as was proper,
we gave away to bishops, monks, priests and the poor from Trebizond to Constantinople and
to this Holy Mountain. And we visited all the monasteries of this mountain, and according to
the rule, we presented our diptychs and prayers, and we visited this monastery [i. e. Iviron],
for it had much declined, and the church had grown very old, and the cells and the walls and
poles were mostly in ruins, and turned into desperate light. And in such dire need we presented
this monastery of ours twenty thousand Otmanuri — part in Pluri and part in Tetri, as well as
two horses, and ordained one commemoration for our patron Babadur on the day of his
decease the tenth of October, and all the priests — Greek and Georgian — serve vespers, with
an entrance into the altar and be mentioned while prosphora and while reading the Gospel,
Apostles and Synaxary, and all prayers, as the builders [of the monastery] were commemorated.
And whoever neglects to do this, and does away with this ordainment, let him answer God.

And the performers of this, who came from Samtskhe, one was a Greek, hieromonk Svimon
by Name, and one Georgian monk, Akaki by name, brought up from childhood with them
and their serf.

Cf. M. Janashvili ed., Aronis monastris, p. 267-269; H. Metreveli, Atonis, p. 186-187). For
the date of Bahadur’s death see the colophon of Ms. H-1717 of the Institute of Manuscripts
in Thilisi (fol.232v; K. Sharashidze, Sakartvelos istoriis, p. 197-200, 258.

It is generally supposed that the Symeon sent to Mount Athos by atabag Q‘varq'vare is the
Greek priest who was later, in 1486, made a bishop of Atsq‘uri (cf. I. Javakhishvili, op. cit., p.
145; L. Menabde, Dzveli kartuli mtserlobis kerebi [Centres of Old Georgian Literacy], t. 1
(Thilisi, 1962), p. 469, n° 8).

62 Today the tower is partially destroyed, although when A. Riley visited it in 1883 it was still
undamaged (A. Riley, Athos or the Mountain of the Monks (London, 1887), p. 131). On the
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and the arrangement of the lateral domes of the main church as well as the
exterior gallery (fig. 11).”’ In addition to the monastery Synodicon, the depiction
of Kaikhosro and Mzechabuk in the exterior gallery of the main church should
be considered as a direct reflection of this contribution. Their portraits were
included in the row of those Georgian kings and nobles who were distinguished
by their special contribution in the building of the Iviron (fig. 12).%

The contributions of the Samtskhe atabags to old Georgian monasteries
located beyond the boundaries of the country seem to have occurred on a
wide scale, comprising all the Holy Sites which were the subject of special
care for Georgians beginning in the Early Middle Ages. This small Orthodox
kingdom in the north-east corner of the Byzantine world for a significant
period took special care of the many Georgian monastic centres in the Holy
Land. Over time, due to the persistent hardships of the country, their rights
in these places gradually weakened, but as soon as peace and minimal welfare
returned to the kingdom, new claims to the old rights were repeatedly made.
Such was the case beginning in the first half of the fifteenth century, when the
country recovered after the invasion of Tamerlane, at which time Georgians
paid new attention to the sacred places of Eastern Christendom. The Samtskhe
rulers played a pivotal role in this regard. A prominent example of their role

engraving in this publication, it is shown from the south-west. The same view is given on a
lithograph by an anonymous artist, published in P. Milonas® album (Athos and its Monastic
Institutions Through Old Engravings and Other Works of Art (Athens, 1963), p. 83, pl. 29).
According to Milonas, this representation seems to have been executed in the 1880s, though
as P. J. Burridge noted, the tower here is completed; consequently, the lithograph is most
likely to have been drawn after Riley’s visit, ca. 1885-1890 (P. J. Burridge, The Development
of Monastic Architecture on Mount Athos with Special Reference to the Monasteries of Pan-
tocrator and Chilandar (University of York, 1982), p. 165).

63 “Kauyoopons rai Meltletlaumoux, ol eboePeis adbévial xal faotkels, oltives ueydhog
ovvioynoav glg Ty Tijg Movilg Gvelgyeow, ral el TV TdV TadTNg TEONOEIDY KOl UETOYIMV,
®ol Té memovnuéva diemBaguéva TOV THgYwY ol TV xelhiwv dviynpay xal Edubobuoay
GMAG #al 6 péyac mieyog TOTE £x BABowy dviyéedn xai tyéveto &x Bepehiov, ol ai Tig
"Exxinolag tovphot, wal 6 £ vdpBeE, nal ta dhha mdvia yonolpms rateonevdodnoay,
elg 06Eav Oeol” (M. Gedeon, op. cit., p. 173-174; cited with certain mistakes in: P. Uspenskij,
Pervoe puteshestvie, 1, p. 177-178). In the Georgian recension, this passage is given in greater
detail: K. Kekelidze, Etindebi, p. 83).

The inscriptions of 1500 and 1513 on the southern and western facades of the catholicon
should be connected with this building activity (G. Millet, J. Pergoire, L. Petit, op. cit.,
NN200 and 220).

64 P. Uspenskij, op. cit., p. 190; A. Natroev, op. cit., p. 56. In 1883 these portraits were repainted,
resulting in the alteration of their explanatory inscriptions. This is explained in the colophon
of Cod. Ath. Georg. 8 (N. Marr, ‘Agiograficheskie materialy po gruzinskim rukopisjam
Ivera’ [‘Hagiographical Materials according to the Georgian Manuscripts of Iviron’], Zapisk:
Vostochnogo Otdelentja Imperatorskogo Russkogo Arkheologicheskogo Obshchestva, t. X111,
fasc. 23 (1901), p. 72), notes of P. Konc’oshvili (op. cit., p. 175-176) and G. Nadareishvili (op.
Git., p. 268-269).
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10. Monastery of Iviron. Great fortress tower.
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11. Monastery of Iviron. The main church with exterior gallery. View from north-west.

concerns the Jerusalem monastery of the Holy Cross, an age-old centre of
Georgian religious and cultural activity, learning and creative work, abiding
in the monasteries of Jerusalem and its environments.” For a long period, the
monastery of the Holy Cross belonged to the Georgians and, accordingly, it
always received special care from the Georgian royal court and aristocracy.*
From the monastery Synodicon it is known that by the order of Mzechabuk,
Ambrosi donated a large sum of money for the commemoration of Kaikhosro;
a hundred Fluri of this sum was spent by the brethren to buy a field.” According

65 L. Menabde, op. cit., t. IT, p. 69ff.

66 H. Metreveli, Masalebi ierusalimis kartuli koloniis istoriistvis [Materials for the History of the
Georgian Colony in Jerusalem], (Tbilisi, 1962); T. Virsaladze, Rospis’ Ierusalimskogo Krestnogo
Monastyrja i portret Shota Rustaveli [Wall Paintings of the Monastery of the Holy Cross in
Jerusalem and the Portrait of Shota Rustaveli], (Thilisi, 1973), p. 10ff.

67 The early list of commemorations of the monastery of the Holy Cross (the so-called Tischen-
dorf’s list) gives a long account of this:

Labgmooms dGomols dsdobs, dobs @s byymobs fdogobsms, dgfggboms 3s-

Gombbols ©s Bbmaagﬁbﬁﬁmtgag@aho XPoobs ©s dﬁJBE’nma gmgeaw Fdowols
@(d6m)ol Fdmdgmobsms s gmggmms fdowsms p(dOm)oboms Bugb, xa6-
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9o ddams > ©dems ©d bdnmosw Lo (3G )m(m)dsb 3ogdnmdsh, sgogzom
by foabo 3s@ommbls smedsals Fbgdsdngl ga®obygmobs dsmobs ddobs -
mobs badgnmiggmme. oseo badnbymo asdmgatbeghs dsmolss advbdoomols
5ddBmbal sgmoms, s Jmsofdowsl s Ltrmosw bodgddbymdogab dGsgoma

359(3%; 9303y ds Lagammms s [dobosms spgomas dmopm: ol gerndsw
9000 oo 4abs 0goEs. 3 33060539bs Js@bgsmsls smado asghobgm, Afgb®l
— 3sbsIzoms, fodgoms s GOa3gbol wsggdoms ymggmos Fgmofspms
33 bemae. 3ob 56 gs®Es0gsEML ©s EIs ML, MIgHMTsb ogo ©ssmml
Lalmaggagemba. sa@gmgg sbo eymado bameo dmas s, bab(o)bsdogsb hogwggoo.
dobmgols ghmo 3obegmo ©sggoEgm, bads@awobmp gbmgbmwgl s bgmo 5ds
%7500l dobsl@Hobagsb dogagdmegl, gopog gl dmbsbgg®o ogmb, s@s dmo-
Dogmml. 9309039 9000 gadEbmol dsddodo Fgdmbiomgl bsds@om ©s mgegdo

390 @bmobagy. @ geoalbo bbgse [dmbsblgbgdgedo | bolisfgdmoe @ dgbeo-
mdse 0m]dmegl Eagzmgdmsp. 3o@®mbls Jsobmbmml Fgubogbgl dydhmdsb,
ddsms > Eaemsa(gs IMsgsemo dmanagl 3o 39, 9(g7begb) gl @dg®amdsb.

satgmgg by gamse dobol godol sdd@mlgl sgmoms olsfds ©> dmazzows
> gfomo samsbo Fgdmbiods xgsml Js@@mbls, s JobGmdgmo 330> ©s
9O®0 3500 ogoes badgsmgmbs badsGom ©s 5ds gum(s)ebogl dsgosbydoysh
Bagfa®gom ©s dmbaglgbgdgendogab; sdbGmligl s dobm ©go-d5dsm Jgubog-

b9l @dgOmdab, obnmdg@o gemgme dgbsgsmo dmays.

In the name of God, of God the Father, of the Son and of the Holy Spirit, with the
assistance of the Holy and life-giving Cross, and with the help of the All Holy Mother of God,
and all the saints of God, we, the brothers and sisters of the Holy Cross [Monastery], and the
all divine community we have instituted this book for the master, Atabag Mzechabuk, for
prayers for their blessed brother’s soul. He sent us great wealth, by the hand of his ward
Ambrosi, and he gave away much on the Holy Mountain and the entire Greece; he also
donated to these divine and holy places. He bought a large field at one hundred Pluri. We
instituted a feast for the third Sunday of Lent, with a requiem in the vesper, with service and
a repast, each year without missing. Who does not pay and keep it back, let God keep him
back from the Kingdom of Heaven. Also, he gave us one hundred Pluri in cash, which we put
in the treasury. For this, we hung a candle, for it to burn eternally and let oil for it be given
from this Holy Cross monastery. While this monastery exists, let this rule never cease. They
also donated a honorable silver cup and a platter of silver as well. Another thirty Pluri were
also donated, to be recorded in the remembrance book. Let forgiveness be said without fail.
Let the Lord forgive Master Kaikhosro; they gave us, to brothers and sisters much in addition,
Lord forgive him.

Also, all this was done by the hand of their serf Ambrosi, and he came and donated one
thousand to the Holy Cross [monastery], and he tolled the bell and bought one ox from the
drove, to be fattened. And for all this we recorded it in the chronicle and also in the remembrance
book. Lord forgive Ambrosi and his parents, be gave us fifteen Pluri for recording this.

A relatively short commemoration is inserted in the Synaxarion of the Monastery of the
Holy Cross in Jerusalem: (Cod. Jer. Georg. 24-25):

a. 33@0539Ls Bambgamals. 5ol EEglia s@ado ©s fodgs 3(5) GO (@)bols soms-

3530b Jsobmbtmbo, Bgaboggl mdg®@mdsb. gobs ogows sl gerg®sm ©s dobo(z)ls
asbayBobgar. gobgs @ssgmmb, gegm ogmb.

In the third week of the Lent. In this day (is established) commemoration and liturgy for
the Patron Atabag Kaikhosro. He purchased the field for one hundred Pluri and we ordered
[commemoration] for this. Whoever will lessen let him be cursed.

The Georgian text was published by H. Metreveli in her Masalebi, p. 77, 108; see also:
Verzeichnis der orientalischen Handschriften in Deutschland, Bd. 111: ]. Assfalg, Georgische
Handschriften (Wiesbaden, 1963), p. 70-71.
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to the commemoration of the Synodicon of the Iviron monastery, Ambrosi
was sent also to Sinai, likewise closely connected to Georgia for centuries.
The data of the manuscripts and icon collections, as well as epigraphic evidence,
points to the intense activity of Georgians in the monastery of St. Catherine
itself and indicates that some churches in the environs of Mount Horeb belonged
to Georgians.” Strangely enough, the Sinai Synodal Records (Cod. Sin. Georg.
77, fol. 192r-205v) do not contain any commemorations of Q‘varq‘vare’s sons,
Kaikhosro and Mzechabuk, nor the remembrance of Ambrosi, whereas the
Synodicons of the Iviron and the Jerusalem monastery of the Holy Cross
contain extensive commemorations of these persons, telling in detail about
their rich donations and building activity. Moreover, because of the special
contribution by Kaikhosro, Mzechabuk, and Ambrosi, the brethren had to
mention them in their prayers “as builders”. In the Athonite commemoration,
Ambrosi does not say anything about Sinai: “We began to give [the money]
away from Trebizond to Constantinople, and from Constantinople to this
Holy Mountain”. Likewise, the Synodal Reports of the monastery of the
Holy Cross make no mention of Ambrosi’s donation to Sinai: “Ambrosi gave
much [money] on the Holy Mountain and the whole of Greece”. It can be
assumed that for unknown reasons Ambrosi interrupted his journey and did
not reach Sinai.

The special attention of the Samtskhe atabags towards the Holy Land and
Mount Athos, as reflected in material assistance and building activity, did not
slacken in the subsequent period. A large book of donations, which were
given to the monastery by Nav-Q‘varq‘vare (1516-1535) the grandson of Q‘var-
q'vare the Great, and son of Kaikhosro,” states that the members of the Jaq‘eli
family made significant donations — “the customs fee for Tortumi salt, all with
Tetri” (i. e. silver coin) — to the church of the Virgin Portaitissa in return for
forgiveness and intercession for their souls.”” The commemorations of Nav-
Qtvarq‘vare, his wife and sons, included in the Synodal Reports of St. Catherine’s

68 P. Uspenskij, op. cit., p. 188-196; A. Tsagareli, ‘Pamjatniki gruzinskoj stariny v Svjatoj Zemle
ina Sinae’ [‘Monuments of Georgian Antiquity in the Holy Land and on Sinai’], Pravoslavnyj
Palestinskij Sbornik, IV (1888), p. 1920; cf. D. K'ldiasvili, ‘L’icéne de Saint Georges du Mont
Sinai avec le portrait de Davit AymaSenebeli’, Revue des études géorgiennes et caucasiennes,
N° 5 (1989), p. 119-120; D. Mouriki, ‘La presence géorgienne au Sinai d’aprés le témoignage
des icones du monastére de Sainte-Catherine’, BuGavrio xai l'eopyua. Kallireyvines xau
moltiotineg oyeoels, Zvumooto, (Abnva, 1991), oeh. 39-40.

69 H. Metreveli, ‘Nav-q‘varq‘vares utsnobi dokumenti’ [‘An Unknown Document of Nav-
Qtvarq'vare’], Mravaltavi IV (1975), p. 192-205; Id., ‘Un document inconnu de Nav-Kvarkvare
du Monastere de I'Iviron au Mount Athos’, Bedi Kartlisa, vol. XXXIII (1975), p. 63-72.

70 H. Metreveli, Nav-q‘varq‘vares, p. 203.
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monastery (Cod. Sin. Georg. 77, fol. 192r),”" testify to the contribution to
Sinai of these members of the Samtskhe atabags.

Having examined the general history of the Samtskhe atabags and their
fervent activity in support of various churches and monasteries in the Orthodox
world, we arrive at a crucial question surrounding the Portaitissa icon: who
executed its decoration and where was this done? The evidence suggests that
Ambrosi initiated the decoration. In particular, the Iviron monastery comme-
moration, which gives a detailed account of the donations sent by his brother
Mzechabuk together with Ambrosi, does not refer to the execution of the
revetment for the Portaitissa icon and its arrival from Georgia. At the same
time, the commemoration of Kaikhosro in the Jerusalem monastery of the
Holy Cross, in addition to many other donations, offers a detailed account of
contributions, including the presentation of a silver chalice and plate.”” On the
other hand, the Iviron commemoration of Ambrosi (N163) emphasizes that
he rendered great assistance to the monastery and “heavily clad the icon”.
More importantly, for his decoration of the icon and building activity in the
monastery, the Iviron brethren ordained a service for Ambrosi’s soul every
Tuesday before the icon of Portaitissa, as well as entrance into the altar, and
remembrance of his soul by each member of the brethren “as is written for
the builders [of the monaskery]”. Such an honour for especially great services
had rarely been given to anyone.”

The donations to the sacred places of Eastern Christendom comprise only
one part of Ambrosi’s activities. His decoration of the miraculous icon and
building work in the Iviron monastery were especially significant. As a ward
and serf of Kaikhosro, Ambrosi did not himself possess the material means to
execute such a vast work. This could only have been realised with rich donations
from the atabags. Nevertheless, as their delegate to Mount Athos, his contribu-
tion to the Iviron monastery and, accordingly, the honour given to him by the
brethren resulted from his practical activities. At the same time, the palacography
of the revetment’s dedicatory inscription, its perfect calligraphy, the use of
complex ligatures, as well as the highly eloquent level of the text, all suggest
that it was executed by a Georgian craftsman. It is significant that Ambrosi
speaks in the first person in the inscription. Taken together all these points
underscore Ambrosi’s active presence as the ward and serf of the atabags, and

71 1 Javakhishvili, Sinis mtis kartul kbelnatserta aghtseriloba [Catalogue of Georgian Manuscripts
of Mount Sinai] (Tbilisi, 1947), p. 241.

72 Cf. supra, n° 66.

73 Some scholars call Ambrosi a bishop, but there is no documentary confirmation of his having
this title (A. Tsagareli, op. cit., p. 61; P. Konc’oshvili, op. cit., p. 164; A. Natroev, op. cit.,
p- 98).
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testify to his immediate participation in the execution of the Portaitissa revet-
ment.

Two manuscripts kept in the Tbilisi Institute of Manuscripts further support
this argument. One of them, the Four Gospels (Ms Q-84), was copied and
illuminated by Ambrosi in the Jerusalem monastery of the Holy Cross.”* A
middle-sized manuscript (10.2 x 7.2 cm) copied on parchment in a nice calli-
graphic hand reveals the skill of the calligrapher and miniaturist. Together
with large initials, outlined in cinnabar and gold, the Gospel decoration com-
prises ornamental heads (at the beginning of the Gospels of Matthew, Luke
and John, on fols. 4r, 91r, 144r) and seven miniatures. In addition to the
images of the Evangelists (fol. 3v, 55v, 90v, 143v) (fig. 13), they include the
Nativity (2v) (fig. 14), Baptism (7v) (fig. 15), and Annunciation (92v). The
paint layer is largely exfoliated in the miniatures, almost completely revealing
the preparatory design of the compositions, which is drawn in the same black
ink as the written text. The design, as well as the compositional arrangement
of the scenes, figures and their attitudes, the manner of execution of the
landscape and architectural background, are distinguished by their high artistic
merit, testifying to the training of the miniaturist. The homogeneity of the
artistic decoration of the codex is evident; it supports the conclusion that,
similar to the text, the miniatures and decorative heads were executed by
Ambrosi. He placed the only colophon at the end of the Gospel by Matthew
(fol. 54r) (fig. 16): s of glig L(s)b(5)B(9)ds s@ofg®s 3(m)@gomobs »3-
5@ (0)l(5)a(5)b 0B (Gybs)e(g)dl, dmbaliggdls x (9o6)obs 3(s)Gomb-
boli(s)bs, bowopgd(g)moe @(IGmo)bs d(s)dobs, dolse @s b(y)amobs
f(Bop)ols ©s bammiggm(s)e b(yg)me(oweg)d(yg)mobs 3(s)®(m)bols
Joobali@mbo(z)b — And this Gospel was copied by the sinful Ambrosi in
Jerusalem, in the monastery of the Holy Cross, for the glory of God, the
Father, the Son and the Holy Spirit, and for the prayer for the great soul of the
patron Kaikhosro.”

74 Description of Georgian Manuscripts, collection Q, vol. I (Tbilis, 1957), p. 97-98. The manuscript
was earlier kept in Martvili monastery. It was there that E. Taqaishvili had seen it in the early
1920s and given its brief description (E. Taq‘aishvili, Arkbeologinri mogzaurobani da shenish-
vnani [Archaeological Excursions and Notes], vol. 11 (Tbilisi, 1914), p. 109.

75 The colophon is cited in: T. Gabashvili, Mimoslva (ed. by H. Metreveli), p. 0185, n” 1. A.
second cinnabar inscription is placed next to it: J(G0l)g, (gofysen)g blogmemm)b
47> 200b — Christ, have mercy upon Nikoloz Ka, amen. This inscription is made in a
different script from that of the Gospel, being written in larger and more angular letters. Brief
inscriptions written in the same hand are numerous in the manuscript and all indicate the use
of the Gospel in liturgical practice. It can be supposed that the inscriptions were made by
Nikolaos Choloq‘ashvili (1585-1659) who was the Father-Superior of the monastery of the
Holy Cross in Jerusalem in 1643-1649. The palaeography of the inscriptions made by him in
various manuscripts is similar to that found in the Gospel copied by Ambrosi. Despite this
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13. Institute of Manuscripts in Thilisi. 14. Cod. Q-84, fol. 2v. Nativity.
Cod. Q-84, fol. 55v. St. Mark.

similarity, this identification is hindered to a certain extent by the fact that this famous
Father-Superior of the Georgian monastery in Jerusalem is traditionally mentioned by his
monastic name Nikephoros. Both names — Nikephoros and Nikolaos are found in the colophons
of various manuscripts (Nikephoros — Ms H-2339 of the Institute of Manuscripts in Thilisi,
fol. 3v; Ms Georg-24 of the Greek Patriarchate in Jerusalem, fol. 256v; Ms K-25 of the
Historical-Ethnographical Museum in Kutaisi, fol. 300v). Cf.: Description of Georgian Ma-
nuscripts, collection H, vol. V (Tbilisi, 1949), p. 234; N. Marr, lerusalimis berdznuli sapatriarkos
cigntsatsavis kartuli khelnac‘erebis mokle aghtseriloba (A Brief Catalogue of the Georgian
Manuscripts kept in the Greek Patriarchate of Jerusalem], (Tbilisi, 1955), p. 234; M. Nikoleishvili
ed., Kutaisis istoriul-etnograpinli muzeumis kartul khelnac‘erta aghtseriloba [Catalogue of the
Georgian Manuscripts of the Kutaisi Historical-Ethnographical Museum], vol. I (Tbilisi, 1953),
p. 116,

The silver plates, bearing the Crucifixion above and St. John the Evangelist below, fixed on
the wooden cover of the manuscript with velvet binding, are not contemporary with the
manuscript. They were executed later, in the seventeenth or eighteenth century, by a middle-
ranking craftsman. It can not be excluded that the plates for the decoration of the codex were
executed after its removal to Georgia, where it was renovated by Kirile (Cyril) Gabunia the
Father-Superior of the Sairme monastery of the Virgin (cf. colophon on fol. 218r).
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15. Cod. Q-84, fol. 7v. Baptism. 16. Cod. Q-84, fol. 00. Colophon of Ambrosi.

The second manuscript, a Psalter (Ms A-351)" is also written on parchment.
It is small in size (10 x 7.5 cm). In this case as well, the main adornment of the
text, written in neat, even letters, are the initials, although here they are made
in gold, indicating the lavishness of the manuscript. This is confirmed by the
fact that one or two lines on every page is completely written in gold. The
same colour is used for the sign marking the end of the line (three dots), while
the punctuation mark is given in black points inscribed in golden circles. The
most significant artistic accent of the manuscript is a miniature of the Prophet
David opening the Psalter text (fol. 2v) (fig. 17). The composition follows the
traditional iconography of the biblical king: David is depicted seated on a
wide throne with a high back and holding a harp in his hand. He is looking
up, at the blessing hand stretching out from a fragment of heaven, depicted in
the centre of the upper part of the miniature. The architectural background

76 Notes on the manuscripts are given in: L. Shervashidze, ‘Miniatjury Kutaisskoj rukopisi
N115 i Leningradskoj OI 58°. Bulletin of the Academy of Sciences of the Georgian SSR, t.
XIV, N1 (1953), p. 55-62; L. Menabde, op. cit, t. I, Thilisi, 1962, p. 499-500; Catalogue of
Georgian Manuscripts, Collection A, t. I; (Thbilisi, 1985), p. 68-70.
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behind David is formed by a wall divided into horizontal courses filling the
whole lower part of the composition. On both sides, it is terminated by high
buildings, the one to the right being a canopy which seems to symbolize Sion.
Artistic traits originating from late Palaiologan models are revealed in the
figure’s proportions and posture, as well as in the precise and expressive
design. The clearly built, symmetrical and well-balanced composition was
created by an experienced craftsman. This can be seen in the modelling of the
face, which is rendered in light pink with soft lighting on a dark grey, olive
ground and with small white highlights in the corners of the eyes, above the
brows and on the neck. The same can be said of the bright, lively colouristic
arrangement of the miniature: gold is the leading colour both in the background
and in the details of David’s royal vestments, his crown and harp. The light
ochre of the royal throne covered by a golden design strengthens this impression.
In addition, the blue colour of the robe and the bright red, green and light
lilac used in the architectural details is perceived as more distinct colouristic
accents. The background is also marked by the characteristic tendencies of
this period: striving towards emphasizing certain spatial accents in the compo-
sition is felt in the buildings of light classical forms, with the velum spread
between them, a detail already traditional by that time.

In addition to this miniature, the manuscript is also adorned with a small
headpiece at the beginning of the text of the Psalms (fol. 3r) (fig. 17). This is a
stylised vegetable motif inscribed in a rectangular frame. The easy interlace of
its stems and leaves is drawn masterly by an experienced hand in blue against
the gold background and is outlined by a thin, even, red border. The colophons
supplemented to the manuscript include several texts which are much longer
than those in the Gospels copied by Ambrosi in Jerusalem. On fol. 163v there
is a colophon written in a larger nuskhuri script in golden ink, over the main
text of the Psalm: bsogenm bmgmobs, gasme Joolgg @dgtom, po@ls 953
adbobmgdse bymom ©s gméEoom bsmgemls dobs mdGmsgdols dgbobisls
bggg930© 9339 35G®mbo Ibgdsda s, G339,y gosw dmbigmby 6l bfsgmsm
bomdOomas dibgdsoms dgbos — Light of the world, Lord Christ, make
patron Mzechabuk worthy of dwelling in soul and body in the light of Your
Divinity for he is very keen to study Your holy commandments. On fol. 164r,
it is supplemented by a second colophon also written in gold ink. The text in
recto is written in asomtavruli script while in verso it is continued by nuskburi
(fig. 18): p(og)d(s)e ©s I(s)Emmd(s)o Esli(s)dsdbs s Ldymgdsbs
g(@ggem)ms sGbosbs ©s sG> s@lobsg(s)b dmdggabgdgmbs selms slg-
dolisks @(dg@)abs hK(g9)bls, G(mIg)mo-ogo d(a@s)wE(0)l o6 ©s
d(005)@(0)b Ladynod(m)3sb ©s gOm &b, G(md)mobs Imd(s)pEgdoms
s Fgsgmdoms ©s 3(gm)b(g)doms g(mggm)ms bosmb(m)ams dolbmsms s
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§(Bo@o)bs m(ddm)ols 38 (m)demolss-
> bdaem 04366(49)b §(dows)bo gy
©(s5g0)mol g(lagmds)bbo dMdaby-
doms  owobs odbhobybdgmols
D30-3346 (@) (g)mobs 3(s) §®(m)-
bols g(93)@g(9)® ()L dobs dzbolis
@ sbmgbols 3(s)@Gmbols Abgdsda-
goboms, @(mde)ols IMsgomdzs
560(5)b Fgembo bggzols dobobsbo
3 3596(9)8(>)2 dobo Bemgemgd(g)e
gob @ (dg0mds)b Lodd(s)gmgls
3(06)> g(23)o(5)bs, 5(d0)b — Glory
and thanks to the beginning and per-
fection of all beings, Who had introdu-
ced beings into existence out of non-
existence, our God, who ever exists and
assists in three Persons and one Sub-
stance for ever, by the grace and mercy
: N and belp of all His adberents and of
18. Cod. A-351, fol. 164r. the Holy Mother of God this Holy
Colophon of Ambrosi. Psalms of David was completed by the

order of the son of the great noble,

antocrat, the patron Qarq“vare, and the patron Mzechabuk, ... amen. The
next colophon on fol. 164v-165r belongs to atabag Mzechabuk himself, although
it is again written in Ambrosi’s hand. The main part of the text of the colophon
is palacographically similar to the text of the Psalms and is written in black
ink, with particular words in gold (fig. 19):5m35( 900696 {do@sbo glig Esgombo
dg, 3mbsdsb s> dmbagdsb JMoli@gl @ddmolsdsb dbgdoday bobldae ©s
Lagme bigmobs hgdobsmgol s Iglsbpmdmap 30mdgmms, ddsms ©s
bamglsgms hgdobasmgol. o 306> dogdbgogbgm gbdgm dgbomdsols déds-
bgdrom. 35@®mbLs Egeobodgpls mogsbo dobbo dggbpml PdgOmdsk.
35@mmbo g3otygaty sEEga®dgmy ©s (3mEgabo dolbo dgnbomb mdgHhmdsb.
35@®mbls Jsobmbeml gnbpml @dg@mdsb. 3s@®mbls dbgdsdazl gab-
ol @IgH0dsh. 35@O®bLs dsoy@l gnboml @ Hmdsh. ymggmms ddsmes
©s baomglisgms Bygbdsb Beygbzs s mdngbs dmagabligbgls — I had ordered
to describe these holy Psalms, I Mzechabuk, slave and believer in Christ God,
to redeem and guard my soul and for the forgiveness of my parents, brothers
and relatives. Now whoever follows this will be forgiven. God forgive the
patron Dedisimedi her sins. Long live the patron Qarqg‘vare and God forgive
his sins. God forgive the patron Kaikhosro. God forgive the patron Mzechabuk.
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God forgive the patron Bahadur. All our brothers and relatives and you too be
commemorated. Finally, in the lower part of fol. 165r is one more colophon
separated from the previous text by a large interval. It is also written in
Ambrosi’s hand and is arranged in the same way as the previous colophon
(fig. 19): asmoggl Jo®mbogmbls @34, s3@omls 39 bymoms g@osw (3mE-
gognobs fgoenols sddGmbgboms. ggome mdgHom dmyimagdgm gog blg-
69050 3s@@mbols Ibgdadezobo, sdob — It was completed in Koronikon RPB
(172), on April 25, by the hand of the very sinful writer Ambrosi. God, make
unceasing the commemoration of the patron Mzechabuk, Amen.

Two manuscripts can be cited as close parallels to the Psalter copied and
illuminated by Ambrosi. The first of them is a Greek-Georgian collection
(St.-Petersburg Public Library, Ms Raznojaz. O1-58), which is tentatively
dated to the turn of the fifteenth-sixteenth centuries.”* This manuscript of
unusual contents and lavish illuminations was definitely created by the joint
efforts of several scribes and miniaturists.” The miniatures are easily divided
into two groups based on their stylistic peculiarities. One group comprises
the images that have much in common with the miniatures of Ms A-351 (to
the same series can be ascribed those miniatures of the Greek-Georgian ma-
nuscript which were later embodied in fol. 155 of the seventeenth-century
liturgical collection, Kutaisi Historical-Ethnographical Museum, Ms K-115).%
The second manuscript of the Four Gospels (Tbilisi Institute of Manuscripts,
Ms Q-920), was copied by the scribe Akaki. He was active at the court of
Dedisimedi, the daughter of atabag Q‘varq‘vare, and made the copy in 1504
by atabag Mzechabuk to Mount Athos with a rich donation after the death of

77 Long notes and observations on the manuscripts periodically appear in the scholarly literature
(N. L. Okunev, ‘O greko-gruzinskoj rukopisi s miniatjurami’ [*On a Greek-Georgian Ma-
nuscript with Miniatures’], Kbristianskij Vostok, t. I (1912), p. 43-44; L. Shervashidze, op. cit.,
p. 55-62; Sh. Amiranashvili, Istorija gruzinskogo iskusstva [History of Georgian Art], (Moscow,
1963), p. 287; V. Likhacheva, “The Miniatures of the Georgian Menologion of the 14th
Century’, I International Symposium on Georgian Art, Offprint (Tbilisi, 1977). Despite this
up to now opinions differ about the function of this manuscript. V. Likhacheva and P.
Mijovic consider it to be a menologion (V. Likhacheva, op. cit., p. 3; P. Mijovic, ‘Gruzinskie
menologi s XI po XIV vv.” [‘Georgian Menologia of the 11th-14th cc.’], Zograf, N8, 1977, p.
19), while L. Evseeva thinks it to be an iconographical manual (L. M. Evseeva, ‘Greko-
gruzinskaja rukopis’ iz sobranija Gos. Publichnoj Biblioteki im. M. E. Saltykova-Shchedrina’
[‘Greek-Georgian Manuscript from the Collection of M. E. Saltykov-Shchedrin Public Li-
brary’], in: Drevnerusskoe iskusstvo, vol. 111, (Moscow, 1983), p. 332-367); L. Evseeva, Afonskaia
kniga obraztsov. O metode raboty i modeljakh srednevekovogo kbudozhnika [Athonite Book
of Models. Concerning the Methods of the Work of Medieval Craftsmen] (Moscow, 1998).

78 L. Evseeva, ‘Greko-gruzinskaja rukopis’, p. 342.

79 N. Okunev has already noted the participation of several craftsmen in the illuminating of the
manuscript (cf. his - ‘O greko-gruzinskoj rukopisi s miniatjurami’, p. 44).

80 L. Shervashidze, op. cit., p. 55 ff.
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19. Cod. A-351, fol. 164v-165r. Colophons of Atabag Mzechabuk and Ambrosi.

on Qvarq‘vare’s commission.” Could this be the same monk who was sent
his brother Bahadur in the 1470s? The miniatures in the manuscript depict
the four Evangelists (Matthew — fol. 11v, Mark - fol. 80v, Luke — fol. 124v,
John —fol. 194v), but they differ from one another to a certain extent. However,
an affinity among the image of St. John the Evangelist and the miniatures of
the Four Gospels and Psalter copied by Ambrosi has been noted, especially in
their colouristic solutions and modelling of faces.”

A comprehensive study of these manuscripts must still be undertaken. This
is particularly the case with the Greek-Georgian collection, the Georgian text
of which has not yet been studied. An examination of its contents and palaeo-
graphy, and a detailed reading of its colophons will throw light on much of its
history. Nevertheless, it is significant that the miniatures of these manuscripts
have much in common with the Four Gospels and Psalter copied and illuminated
by Ambrosi. It seems probable that all these manuscripts should be considered

81 Description of Georgian Manuscripts, Collection Q, t. II (Tbilisi, 1958), p. 347-349.
82 Cf. supra, p. 172, n°61.
83 L. Evseeva, ‘Greko-gruzinskaja rukopis’, p. 342, 344.
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as the product of one artistic school, if not one workshop, and that Ambrosi
should be connected with it.**

There is an evident palacographic similarity between the commemoration
written by Ambrosi in the Synodicon of the Iviron monastery, the initials of
Four Gospels and Psalter copied by him, and the dedicatory inscription of the
Portaitissa icon. In all these cases, the shapes of the letters and their restricted
decorative rendering make it possible to recognize the hand of Ambrosi himself
in the inscription of the Portaitissa icon.

The case of Ambrosi is certainly not exceptional in Georgia during this
period. On the contrary, the practice whereby persons of versatile learning
attached to the retinue of the rulers of the separate provinces of the country
and actively engaged in different spheres of creative work, seems to have been
widespread. In this respect, the Bandaisdze family is a striking example: during
the fourteenth-fifteenth centuries, several generations were closely connected
with the Kvenipneveli family® who ruled the Ksani principality (a large province
in central Georgia), and copied and illuminated manuscripts and painted
churches for them.” At the turn of the fifteenth-sixteenth centuries Soil Ko-
pasdze, an amilakhvari (i. e. chief of the cavalry) of Tao, the southern part of
the province ruled by the Jaqg‘elis, was active in Samtskhe. In the sources, he is
described as “well skilled in painting, a philosopher, a faithful adherent of the
Scriptures, and a commentator on its translations”.” It is known that in 1502
he painted and revetted an icon (now kept in the Kutaisi Historical-
Ethnographical Museum, Inv. N1197), whose long dedicatory inscription men-
tioning the patron Mzechabuk was executed according to the same formulae
as the inscription of Ambrosi on the Portaitissa icon.™

The silence of the sources concerning the delivery of the Portaitissa icon
revetment to Mount Athos by Ambrosi excludes the possibility of its execution
in Samtskhe; thus the only possible place of its execution was at the Iviron

84 Based on a brief stylistic analysis of the miniatures L. Evseeva proposed that the Greek-Georgian
collection was compiled on Mount Athos (L. Evseeva, ‘Greko-gruzinskaja rukopis’, p. 367).

85 M. Brosset, op. cit., III livraison, 6e rapport (St. Petersbourg, 1851), p. 77-78; Sh. Meskhia,
‘Dzegli Eristavta’, in: Masalebi sakartvelos da kavkasiis istoritstvis, 30 (1954), p. 316-321; V.
Beridze, Dzveli kartveli ostatebi [Old Georgian Masters of Art] (Tbilisi, 1967), p. 15-17.

86 The evidence of Avgaroz Bandaisdze tells of his mastering of several fields, among them -
literary activity, calligraphy, preparation of parchment, book binding, painting, sewing, and
building activity (Institute of Manuscripts, Ms A-575, fol. 311); published in: Th. Zhordania,
Kronikebi, 11 (Tbilisi, 1897), p. 204; V. Beridze, Dzveli kartveli ostatebi, p. 15. In addition, it
is supposed that Avgaroz Bandaisdze compiled the Chronicle of the Ksani principality (Sh.
Meskhia, op. cit., p. 316-321).

87 Colophon of Ms Q-969 of the Institute of Manuscripts in Thilisi, fol. 311r.

88 S. Kakabadze, ‘Oltisis mtavari kopasdze’ [‘Kopasdze the Ruler of Oltisi’], Saistorio krebuli, 1
(1928), p. 110-111.
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monastery itself. Nonetheless, the revetment is certainly connected with Samtsk-
he. From the fourteenth century up to the mid-sixteenth century, representatives
of several generations of Jaq‘elis sponsored creative work in architecture, mural
painting and book illumination as well as metalwork. Indeed, the Samtskhe
school of metalwork produced chased decorations of venerated relics for the
Georgian Church, including the icon of the Saviour of the Anchi cathedral
(first half of the fourteenth century) (fig. 20),” the icon of the Virgin of
Atsqturi cathedral (late fifteenth century),” and the processional cross of the
Sadgeri church (early sixteenth century) (fig. 21).”" This work had far older
origins since Samtskhe had earlier become one of the significant schools of
Georgian metalwork. In this school were executed, for example, the Zarzma
icon of the Transfiguration (886),” the Breti processional cross (early tenth
century),” the Shemokmedi rhypidion (turn of the tenth-eleventh centuries),”*
and the Breti icon of Saint John the Baptist (early eleventh century).” It is also
known that from this time the Sapara monastery had become one of the
prominent centres of metalwork in the country (fig. 8).” Thus, taking into
account the general political, economic and cultural efflorescence of Samtskhe
in the fourteenth-fifteenth centuries, it is considered possible that the inner
revetment of the wings of the icon of the Saviour from the Anchi cathedral
was executed in Sapara.”

How then are we to interpret the notes of the Iviron monastery commemo-
ration and those given by Timote Gabashvili (certainly based on the former)
concerning the “heavy cladding” of the Portaitissa icon? There is no easy
answer to this question because Georgian sources do not use such a term,
especially in the numerous dedicatory inscriptions on icon revetments. Conse-
quently, the only possible explanation seems to lie in the desire of the compiler
of the commemoration (as reflected by the eighteenth-century traveller) to
emphasize the fact that the miraculous icon was completely embellished with
chased decoration, except for the faces, contrary to the case when the revetment
adorned only individual parts of the icon. This then raises another question:

89 S. Amiranashvili, Beka Opizari (Thbilisi, 1956), p. 910, pl. 46-50; T. Saq‘varelidze, op. cit.,
p.12-24, pl. 25.

90 Cf. supra, n°49.

91 T. Saq‘varelidze, op. cit., p. 37-38; cf. A. Chkhartisvili, Mamne okromc’edeli [Goldsmith
Mamne], (Thilisi, 1978), p. 8ff.

92 G. Chubinashvili, Gruzinskoe chekannoe iskusstvo [Georgian Metallwork], (Tbilisi, 1959),
p. 27-42, fig. 14.

93 Ibid., p. 70-79, fig. 101-105.

94 Tbid., p. 127-133, fig. 114-115.

95 Ibid., p. 190-193, fig. 125-128.

96 Tbid., p. 445-447.

97 T. Saq'varelidze, op. cit., p. 24.
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20. Anchi Icon of the Saviour (State Art Museum of Georgia).

was the Portaitissa icon covered with cladding earlier? This is highly unlikely,
since sources do not mention it. Had an older revetment existed, then the
dedicatory inscription and the monastery commemoration would have noted
that the icon was re-chased or the revetment was renewed, according to tradition
traceable in the epigraphy of other works of Georgian metalwork.”

98 Cf. for example, the Paliastomi icon (T. Saq‘varelidze, op. cit., p. 155); the icon of Khvamli St.
George (M. Brosset, op. cit., II livraison, 9eme rapport (St.-Petersbourg, 1850), p. 26); the
chased plate bearing the Ascension, later used as an icon (G. Chubinashvili, op. cit., p. 111);
the Kortskheli icon (N. Kondakov, D. Bakradze, Opis’ pamjatnikov drevnosti v nekotorykh
khyamakh i monastyrjakh Gruzii [Description of the Ancient Monuments in Some Churches
and Monasteries of Georgia], (St.-Petersbourg, 1890), p. 98); the icon of the Saviour from
Anchi (S. Amiranashvili, Beka Opizari, p. 11); the icon of the Dormition from the Shemokmedi
monastery (E. Taq‘aishvili, Arkheologicheskie ekskursiz, 1, p. 74-75).
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21. Processional Cross of the Sadgeri church (State Art Museum of Georgia).
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Ascertaining the precise date of the execution of the Portaitissa icon revetment
is not difficult given that it was made after the death of Kaikhosro and at the
time when donations were taken to the Holy Sites of Eastern Christendom
for the remembrance of his soul. Accordingly, we can conclude that the revet-
ment occurred no earlier than 1500 (the date of Kaikhosro’s death). Soon after
his patron’s death Ambrosi was to start for Mount Athos, Jerusalem and
Sinai. The treatise written by the Constantinopolitan Patriarch Joachim I,
recites the story of Mzechabuk sending donations to the Holy Sites no later
than 1504’ Thus, 1500-1504 should be considered the period during which

e : ; 100
the Portaitissa icon was embellished with a revetment.

In the state it has reached us, the original revetment of the Portaitissa icon
reveals several chronological layers. The unity of the latter forms a composition
whose scheme and programme was created according to the traditions of
Orthodox art established over centuries. The central part of the icon — the
Virgin with the Child and small busts of the Archangels on both sides of the
halo - is flanked by the images of the Apostles and Evangelists, arranged at
intervals against the ornamental background on the lateral parts of the frame.
To the left the sequence from the top is as follows: Peter, Mark, Matthew,
Jacob, Luke, and Andrew. To the right appear: Paul, John, Simon, Bartholomew,
Philip, and Thomas. The lowest frame of the icon bears the long dedicatory
inscription, while the upper frame is completely decorated with vegetal motifs
(fig. 4).

This type of structure for a metal icon had been preserved in Byzantium for
a long time.' Its particular variations are known, whereby separate figures of
saints as well as Christological or Mariological scenes are distributed on the
frame around the central images. The number of the representations as well as
their frequency and size on the framing varies. Yet, beginning in the eleventh
century in Georgia, > and from the fourteenth century in Byzantium, the

99 Cf. supra, n°37.

100 H. Metreveli thinks that the date of execution of the Portaitissa icon revetment, 1493, given
in the earliest (A) version of Timothe Gabashvili’s Mimoslva, must stem from the notes of
N162 commemoration of Iviron monastery. In her opinion, using the year of death of the
atabag Qvarq'vare (1498), recorded in the commemoration, Timote Gabashvili determined
the period of activity of the atabag Kaikhosro and accordingly, the date of execution of the
revetment (cf. T. Gabashvili, Mimoslva, p. 045).

101 A. Grabar, Les revétements en or et en argent des icones byzantines du Moyen Age (Venice,
1975), p. 10.

102 The earliest examples in Georgia are the Chuq‘uli and Tsageri icons (G. Chubinashvili, op.
cit., p. 28, 32-33, fig. 1 and 2).
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general compositional principle of the icon scheme remained unaltered. Among
the examples executed according to this model are revetments showing a
certain affinity with the Portaitissa icon, in particular the bilateral icon of the
Saviour and the Virgin from the church of St. Clement, Ochrid (now in
Skopje Museum) (figs. 22 and 23),” as well as the icons of the Trinity'® and
the Virgin'® from the Vatopedi monastery on Mount Athos. While sharing a
common programme and scheme, certain peculiarities distinguish one from
another. In the first case, the depiction of the images on both sides of the
Ochrid icon greatly enlarges the number of figures placed on the frame, com-
prising the Prophets and Church Fathers (around the Virgin) alongside the
Apostles and Evangelists (around the Saviour). On Athonite icons, the sequence
of the Apostles is supplemented by several images of Saints (other figures are
of a later period). Finally, unlike the Portaitissa icon, the lateral images on the
above-quoted parallels are represented on all four sides of the framing. Not-
withstanding these distinctions, the common tradition rooted in the same
principles should be stressed, being apparently widespread in the Byzantine
cultural area long before the execution of the Portaitissa icon. As far as their
affinity to the Portaitissa icon goes, the icons from the Vatopedi monastery
undoubtedly testify to the long-term practice of producing revetments in
terms of a similar programme and compositional scheme on Mount Athos.
One component of this tradition apparently included the principle of placing
a dedicatory inscription on the lower frame of the metal icon or chased decora-
tion. Contrary to Byzantium, where only the fourteenth-century icon of the
Hodegetria from the Vatopedi monastery on Mount Athos can be cited,'®
Georgian examples are far more numerous, comprising a long period. The
earliest of them is the icon of the Transfiguration from Zarzma. Though its
original dedicatory inscription of 886 was later (in the first half of the eleventh
century) copied and complemented during the revetment restoration, its place
on the lower frame of the icon was left unchanged.” Similarly, examples of
the dedicatory inscription placed in the same location abound in the tenth-
eleventh centuries,® partially in the twelfth-thirteenth centuries,'” as well as

103 A. Grabar, op. cit., p. 38-39, pl. XIX-XXII, fig. 31-36.

104 N. Kondakov had already noted this icon in the early twentieth century (see his — Pamjatniki
khristianskogo iskusstva na Afone, p. 186-188; A. Grabar, op. cit., p. 66-68, pl. XLVIII-XLIX,
fig. 81-86).

105 A. Grabar, op. cit., p. 49-52, pl. XXX, fig. 47.

106 Cf. supra, n® 104.

107 G. Chubinashvili, op. cit., p. 28, 32-33, pl. 1-2.

108 Cf. the icon bearing the Deesis from Paqf, and the icons of St. George and St. John the
Baptist in the churches of Sag'dari and Murq‘meli (G. Chubinashvili, op. cit., pl. 52, 226,
266).

109 Several examples can be cited: the group of clad icons from the Mghvimevi monastery — the
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. e T 3
22. Ochrid. Church of St. Clement. Icon of the Saviour.

tripartite Deesis, the Crucifixion, the Saviour; the icons of Christ and the Virgin from
Chazhashi; the triptych of the Seti church (G. Chubinashvili, op. cit., p. 398-400, 592-593,
598-600, fig. 68-71, 73-78, 363; R. Q'enia, V. Silogava, Ushguli (Tbilisi, 1986), pl. 2-3, 20; A.
Javakhishvili, G. Abramishvili, Jewellery and Metalwork in the Museums of Georgia (Le-
ningrad, 1986), pl. 187).
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23. Ochrid. Church of St. Clement. Icon of the Virgin.
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in the post-Byzantine epoch,''® which testifies to the endurance of this tradition
across several centuries, during which, to a great extent, it preconditioned the
character of the scheme and programme of icon decoration. In the fifteenth-
eighteenth centuries, dedicatory inscriptions were often placed on the back
side of icons. Still, in executing the Portaitissa icon, the Georgian craftsman
gave preference to the mode established in the metalwork of his country. This
preference, alongside the repetition of a compositional scheme of icon decora-
tion certainly well known to him, might have reflected the desire to make the
inscription, containing information on the donation of Samtskhe atabags to
this miraculous icon, one of the sacred relics of Mount Athos, openly displayed
and thus fully comprehended.

The oldest layer of the Portaitissa icon comprises the central part with the
figures of the Virgin and Christ, plates with the dedicatory inscription on the
lower frame, and ornamental plates on the lower part of the upper frame.

The central image of the icon — the Virgin with the Child - certainly repeats
that of the painted original (fig. 24);''"' among the figures, only the faces of the

110 L. Khuskivadze, Levan Dadianis saokromcedlo sakbelosno [The Goldsmith’s workshop at
the Court of Prince Levan Dadiani], (Tbilisi, 1974), pl. 4, 5, 7, 12, 19, 26; T. Saq'varelidze,
op. cit., pl. 45, 47, 74, 85, 86, 88, 90.

111 Views differ about the origin and the date of the painting of the Portaitissa icon. Majority of
the publications refer to the legend of the miraculous appearance of the icon to Mount
Athos after the iconoclast controversy. Only few authors give the presumable date of the
execution of the painted images of the Virgin and Christ. Thus N. Kondakov tentatively
suggested the period of iconoclasm (Pamjatniki khristianskogo iskusstva na Afone, p. 166)
while later he attributed it to the 12 century (Cf. Tkonografija Bogomateri, 11, p. 214). This
date was shared later by Ch. Diehl (Manuel d’art Byzantin, 11 (Paris, 1926), p. 589-590). G.
Sotiriou associated the icon with Panselinos or his school (To “Ayiov "Opog CA0fva, 1915),
0. 132). More recently, P. Vocotopoulos, having compared the icon to certain Byzantine
monuments, dated it to the beginning of the 11th century (‘Note sur Iicone de la Vierge
Portaitissa’, Zograf, 25 (1996), p. 27-30). It should be noted that he omitted Georgian monu-
ments and historical sources. It is impossible to claim an absolute iconographic correlation
between the painted images and the chased revetment of the icon as it is unknown whether
the half-figures of the Archangels were painted in the upper part of the central area on both
sides of the Virgin’s halo, or what was depicted on the icon frame — separate figures (or
half-figures) of the saints (Evangelists and Apostles among them), or scenes. In 1648, while
making a copy of the icon, in his letter to the king Alexei Mikhailovich and Archimandrite
(later Patriarch) Nikon, concerning its removal to Russia, Father-Superior of the Iviron
monastery, Archimandrite Pachomios gives a detailed description of the process of making a
copy and states: “f] omolo d¢v Ghldooel Gmo TV movTy 1abolov, obTe natd TO pijrnog,
olTe ®atd 1O mhdToC, OUTE RaTA TO OYfjpa, AL dhwg 8L Bhov Opola éotiv 1) vEa €ig TA
mdvta tic mahadc” (Podlinnye akty, otnosjashchiesja k lverskoj tkone Bogomateri, prine-
sennoj v Rossiju v 1648 godu [Authentic Acts Connected with the Iviron Icon of the Holy
Virgin Brought to Russia in 1648] (Moscow 1879), p. 6 (factually the same is repeated in the
second letter sent to the Archimandrite — Ibid., p. 11; both letters are dated June 15, 1648).
However, it is less likely that the revetment was temporarily taken off while making the
copy, as this would have been specially pointed out. As a result, this copy of the Portaitissa
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Virgin and Christ are left uncovered by the cladding. This part of the revetment
is arranged on two large plates. The lower of them is bigger, reaching higher
than the figures' shoulders while the upper plate bears the heads and the
background around them. These two parts of the revetment are not thoroughly
fitted to one another. If on the figures their junction is less noticeable, against
the background it is easily perceived because of the discrepancy between the
parts' ornamental motifs.

The vestments of the Virgin, who is depicted in the iconographic type of
the Hodegetria, * as well as those of Christ, are traditional. The maphotion of
the Virgin is plain, being embellished with festoons on the right shoulder
only. Another decorative adornment is a large rosette with a precious stone,
which was later attached to the veil covering the forehead of the Virgin (fig.
24). In addition, a six-pointed star executed graphically is stamped on her
breast and her right shoulder. The maphorion is trimmed with a narrow band
bearing a simple leaf ornament, a continuos scroll in the bends of which thin,
jagged leaves are inscribed. The dress of the Virgin is plain; on the breast, it is
decorated with vertical, parallel incisions, while the right cuff is trimmed with
a narrow ornamental band. The vestment of the Child seated on the left hand
of His Mother is treated in a somewhat different manner. A chiton, seen on
the breast and the right arm, is covered all over by an engraved ornament. The
rows of the stylised floral motif of a stem with two curved scrolls and an
oblong bud with a small cone on the top follow the drapery lines. The entire
cloth is actually seen on the chiton only, where the ornament is arranged in
horizontal rows (fig. 4).

Given a certain iconographic affinity of the painted and clad parts of the
Portaitissa icon, it should be noted that the treatment of the revetment reflects
general contemporary trends in art, which differ from the traits of the earlier
epoch when the miraculous icon was painted. Indeed, this layer of the revetment
fully displays a tendency characteristic of Georgian metalwork of the Late
Middle Ages. Earlier, the process of striving for plasticity of form and figure
attained its height in Georgia in the eleventh century and retained its vivacity
up to the thirteenth century, after which this tendency greatly weakened.
Therefore, like a number of Georgian metal icons from the fourteenth-sixteenth
centuries (for instance, the inner revetment of the wings of the Anchi icon of

icon as well as other later copies based on it, will not be used in this discussion of the
iconography.

112 N. Kondakov saw a variation of Eleousa in this type of Hodegetria depicted from the waist
up. According to him, the most significant trait of the iconographic type of Portaitissa is the
head of the Virgin bent to the Child, whose head is represented in a frontal position (N. P.
Kondakov, Tkonografia Bogomateri, 11, p. 214-215).
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24, Portaitissa Icon. Central Part. Detail.
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the Saviour, " the icons of the Saviour and the Virgin from the Gelati mona-
stery, - and the icon of the Virgin from the Kldisubani church'”), the revetment
of the Portaitissa icon is not distinguished by the perfection of plastic forms,
line and design which was characteristic of Georgian metalwork of an earlier
period.

On the revetment, the figure of the Virgin projects from the background in
low relief. Furthermore, instead of being plastically modelled, the main parts
of the bodies are described graphically, by lines. Drapery designs distinguish
separate forms. Plastic masses of the maphorion folds are to a certain extent
revealed on the head only, which the flow of the folds follow. In other cases,
as on the body, the drapery of maphorion heavy cloth is depicted with large
lines cut in metal. Compact rows of these stiff lines of uneven thickness cover
the surface of the image, shaped as parallel or radiating bunches, which greatly
increase the decorativeness of the revetment. This manner of shaping the
vestment conforms to the character of the metalwork. It reflects a peculiar
approach to relief by which the graphic treatment of form and figure, emphasi-
sing the role of line as the leading artistic means of rendering the icon revetment,
replaces the emphasis on plastic volume. In addition, the palms of the Virgin
with very long, thin fingers, do not differ from the other bodily details; they
too are not plastically distinguished from the background (fig. 25).

The same can be said about the figure of the Child, in which graphic modes
likewise accentuate its general volume and the decorative elaboration. While,
on the one hand, the correct body movement and the convincing attitude or
gesture are given less attention, the drapery design is of a somewhat different
character: the flow of parallel lines, which entirely covers the ornamented
dress surface, is supplemented by far more dynamic forms in the hymation
folds, though again they are treated graphically by means of stamped lines.
Against this background, Christ’s left hand correctly rests on a scroll and a
cloth represented by a lofty design falls from the shoulder. On the other
hand, the absolute conventionality, even clumsiness, marking the depiction of
the feet is in contrast to this. In order to depict it in profile, the right foot
turns outward from the heel, though the nails and shoe laces are outlined on it
(fig. 26). This rendering cannot be regarded as a characteristic trait of the
epoch or the result of a lesser mastery of the goldsmith, insofar as a similar
mode of depiction of a foot appears much earlier, on the ninth-century encaustic

113 T, Saq‘varelidze, op. cit., pl. 1-5.
114 Ibid, pl. 43, 44.
115 G. Chubinashvili, op. cit., pl. 546.
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26. Portaitissa icon. Old Georgian cladding. Detail.



202 Skhirtladze

icon from Tsilkani.""® The same cannot be said of the left foot, whose foreshor-
tened frontal view was attempted unsuccessfully. This type of foreshortening
was often used in icon painting and metalwork for a long period;'"” therefore,
we could expect that it would also be used in the Portaitissa icon painting as
well, but the goldsmith repeated it unsuccessfully.

The central part of the revetment was damaged over time. It is partially
pressed in by the right hand of the Virgin. In addition, the gilt layer on the
central part of her figure has to a large extent come off, because of the constant
touching of the revetment surface by people coming to pray. The revetment is
punctured by nail holes in several places, which seem to have been used for
attaching donations and the nineteenth-century Russian cladding. On the other
hand, the background of the central part of the icon is preserved in good
condition.

The background up to the Virgin’s halo is chased in the same sheet as the
figure itself. Above it, the background is formed by several small plates.

Ornament used in the background decoration of the central part is represented
by the only variation on the Portaitissa icon — a flower inscribed in a scroll
interlaced with a tripartite bud placed between its two open petals (figs. 4 and
24). This type of ornament, together with its variations, comes from the reper-
toire of thirteenth/fourteenth-century Byzantine engraved ornamentation.'"
Among its variations, which are sometimes used alongside other ornaments in
the background or frame decorations, the icon of the Annunciation from the
church of St. Clement in Ochrid (Skopje, Historical Museum, ca. 1300),""”
whose affinity with the engraved ornament against the background of the
Portaitissa icon should be pointed out. As for Georgian metalwork, the motif
is traditional and often appears from the tenth to sixteenth centuries.'”® N.
Kondakov took this circumstance into consideration when he noted that “the
design of the chased ground contains curves with roses inside, following the
Georgian model and style”.”” The ornament became widespread in Georgian

116 L. Khuskivadze, ‘Monument géorgien de peinture encaustique, Atti del Primo Simposio
Internazionale sull’arte Georgiana (Milano, 1977), p. 149-158, pl. LXIIL

117 Cf. for example — N. P. Kondakov, Ikonografia Bogomateri, 11, p. 201, 203, fig. 93: V.
Djuric, Icones de Yougoslavie (Belgrade, 1961), p. 87-88, 92, 95, pl. X,XXII, XXVIIL; .
Lafontaine-Dosogne, Iconographie de enfance de la Vierge dans PEmpire byzantine et en
Occident (Bruxelles, 1964), p. 49, 164, 173; V. Lazarev, Istoria Vizantijskoj zhivopisi [History
of Byzantine Painting] (Moscow, 1986), pl. 421, 458, 554, 596; K. A. Manafis, ed., Sina.
Treasures of the Monastery of Saint Catherine (Athens, 1990), pl. 60; A. Grabar, op. cit., fig.
47,

118 A. Grabar, op. cit., fig. 7, 38, 42-43, 45, 88.

119 Ibid., p. 34-37, fig. 26-29.

120 G. Chubinashvili, op. cit., pl. 1, 63, 68-72, 153-154, 218, 300-304, 415-417, 432a.

121 N. Kondakov, Pamjatniki kbristianskogo iskusstva na Afone, p. 167.
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art beginning in the late twelfth century and lasting up to the fourteenth
century. During this period, it appeared in different variations, both in the
scheme and plastic treatment of the subject, in the sculptural decoration of
architecture,'” mural painting,” and book illumination."**

The decoration on the plates fixed on the lower part of the icon’s upper
frame differs from the background ornament in its design. The main difference
lies in the fact that the ornamental pattern on the frame is articulated by
rhomboid framings formed by double wavy strips connected with one another
by small knots. The framings, as well as the inner sides of their wavy strips,
are lancet shaped. Each framing carries a trefoil interlace formed by circular
stems with pointed oblong buds and flowers. The portion between the framing
and the tripartite motif is filled by small stalks coming out of the circular
stems. The background left free of rhomboid shape is covered by an ornament
similar to that on the background of the central part of the icon (fig. 4).

The motif of the lancet-shaped rhombs deserves special attention. The emer-
gence of such a motif in the repertoire of engraved ornamentation derives
from those stages in the development of Byzantine and Georgian art that
involved a particular intercourse with the artistic traditions of oriental, Islamic
art. One such stage began in the late twelfth century because of the general
political situation then obtaining in the Caucasus and the whole Christian
East. During that time Islamic influence can be observed in some architectural

122 P. Zakaraia, Kartuli centralur-gumbatovani arkhbitektura X1-VXIII ss. [Georgian Central-
Domed Architecture of the 11th-18th centuries], t. 11 (Tbilisi, 1972), pl. 64, 93, 118, 122
(Pitareti, Tsughrughasheni, Akhtala).

123 The main church of the Vardzia monastery (G. Gaprindashvili ed., Vardzia (Leningrad,
1975), pl. 74, 75, 85, 90); Ozaani church of the Ascension (E. Privalova, ‘Rospis tserkvi’
Voznesenia v Ozaani” [*Wall Paintings of the Church of the Ascension in Ozaani’], Ars
Georgica, IX-A (1987), p. 140-141); the main church of the Natlismcemeli monastery in the
Gareja desert (Sh. Amiranashvili, Kartuli khelovnebis istoria [History of Georgian Art],
Thilisi, 1971, pl. 85, 86); Q‘intsvisi church of St. Nicolas (O. Piralishvili, Q‘ntsvisi (Tbilisi,
1979), pl. 7, 54-57, 59); the refectory of the Bertubani Monastery in Gareja (A. Volskaja,
Rospisi srednevekovykh trapeznykh Gruzii (Wall Paintings of Medieval Refectories of Georgia/
(Thilisi, 1974), p. 138, pl. 29, 45); Timotesubani (E. Privalova, Rospis’ Timotesubani [ Timote-
subant murals] (Tbilisi, 1980), p. 104, pl. 46); the main church of the Kobair monastery and
its north chapel (N. Thierry, ‘Les peintures de la cathedrale de Kobayr’, CahArch, XXIX
(1980-1981), fig. 2, 3); the church of the Annunciation in the Udabno monastery in Gareja
(G. Chubinashvili, Peshchernye monastyri David Garedji [Cave Monasteries of David Garejal,
(Thilisi, 1948), p. 72).

124 Manuscripts of the Institute of Manuscripts in Thilisi — Four Gospels from Jru¢‘i (H-1667),
Gelati (Q-908), Vani (A-1335), and Largvisi (A-496), astronomical treatise (A-65). R. Shmer-
ling, Obraztsy, pl. X, XIV, XV; Sh. Amiranashvili, Istorija, pl. 102; id., Gruzinskaja Miniatjura
(Moscow, 1966), pl. 31, 38, 45; G. Alibegashvili, Khudozhestvennyj printsip illustrirovanija
gruzinskoj rukopisnoj knigi XI — nachala XIIT vekov [Artistic Principles of Ilustration of
Georgian Manuscripts of the 11th — beginning of the 13th cc.], (Tbilisi, 1973), pl. 43.
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monuments and the fine arts of Georgia.'”” As the Islamic world expanded,
beginning in the fourteenth century, the influence gradually grew stronger as
in other regions of the post-Byzantine world. Whereas it was not clearly
articulated in specific examples of the fourteenth-fifteenth centuries,* later
on, beginning in the sixteenth century, the influence of oriental art became
more pervasive in all spheres of art,'” including metalwork, affecting stylistic
traits and selection from the ornamental repertoire. However, as demonstrated
by scholarly studies, the use of Oriental motifs in Georgian art was limited to
relatively few, distinct works in which these motifs are dissolved in the general
composition or combined with local motifs, thus creating something essentially
different from the prototype.””

The same can be said of the ornament used in the frame decoration of the
Portaitissa icon. Alongside its certain affinity with the examples of oriental
ornamentation, a different perception of the line in its decorative function by
the Georgian craftsmen is definitely reflected here. Indeed, in Islamic monu-
ments of art, circular ornamental patterns are more complicated, sometimes
even intricate, whose complexity generates a more strained character. On the
other hand, the linear dynamism on the revetment of the Portaitissa icon is
less tense and more calm and even. On the whole, the pattern here is clearer,
distinct, easily legible. Thus, the craftsman endowed a motif of oriental pro-
venance with different expressiveness.

Definitely significant is the fact that the same approach towards ornamenta-
tion is revealed in the manuscripts copied and illuminated by Ambrosi. In this
respect, an ornamental motif used by him for the headpiece decoration of the
Psalms text seems relatively characteristic (fol. 3r). The motif greatly differs

125 G. Chubinashvili, Peshchernye monastyri David Garedzi, p. 70-71, 74, 82; G. Alibegashvili,
op. cit., p. 112-113; Z. Skhirtladze, Rospis® Bertubanskogo khrama [Wall Paintings of Bertubani
Church] (Tbilisi, 1987), p. 143-145; id., “The Church of Kirants’, Annual Conference of the
Faculty of Oriental Studies of Thilisi University, Abstracts of Papers(Tbilisi, 1987), p. 21.

126 Particularly characteristic examples of the epoch are the ornamental decoration of the Daba
(third decade of the fourteenth century) and Ctule (1381) churches. R. Shmerling, ‘Postroika
Molaret Ukhutsesa tsarja Georgija Blistateljnogo v sel. Daba Bordzhomskogo rajona’ [“The
Building of the “Molaret ukhutsesi” — Minister of Finances of King Giorgi the Magnificent
in the Village of Daba, Borjomi District’], Ars Georgica, 11, (1948), p. 120-121; V. Beridze,
Samtskbis, p. 149-150, pl. 71, 72.

127 G. Chubinashvili, ‘Iranskie vlijanija v pamjatnikakh arkhitektury Gruzii’ [‘Iranian Influences
in the Monuments of Architecture in Georgia’], [11 International Congress on Iranian Art
and Archaeology, Offprint (Leningrad, 1936), p. 251-261; R. Shmerling, “Zolotoj sosud iz
Ckhoro-Tsku’ [*Gold Bowl from Chkhoro-Tsku’], Ars Georgica, 1 (1942), p. 143-157; L.
Khuskivadze, Kartuli saero miniatura [Georgian Secular Miniature] (Thilisi, 1976), p. 8ff.

128 R. Shmerling, ‘Postroika’, p. 120. It should be noted that secular miniatures, where artistic
tendencies connected with the Orient were most strongly manifested, are in a unique, absolutely
distinguished position (I. Khuskivadze, op. cit., p. 8).
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by its scheme from the ornament in the upper frame of the revetment of the
Portaitissa icon. The artistic execution of the ornament also emphasises this
difference: on the headpiece of the psalm text the ornament is depicted in
several colours (gold, blue, cinnabar), due to which it is deprived of the graphical
distinctness characteristic of the chased ornament. Nevertheless, despite the
above, similarity is easily discernible, and it is revealed in the artistic peculiarities
of the motif: first of all this is an affinity with the prototypes sharing the
tradition of the same oriental artistic circle, besides the inner inclination towards
the transformation of the prototypes due to which the ornament acquired a
new scheme, differing from the others not only in its character but expressive-
ness.

Comprehension of a similar tendency is traceable on other Athonite icons
and therefore implies paying attention to the ways by which separate elements
rooted in the oriental artistic tradition gradually penetrated into a somewhat
secluded monastic community. Leaving aside the discussion of this aspect of
Athonite metalwork, attention should be paid to the revetment of a mosaic
icon of the Crucifixion from Vatopedi monastery. Similar to the original
decoration of the upper frame of the Portaitissa icon, a row of rhomboid-shaped
rosettes with lancet forms play certain organising role in its decoration.'”

No tangible proof exists to suggest that the use of the decoration on the
lateral frames of the Portaitissa icon was analogous to the preserved one.
Nevertheless, an inclination towards equilibrium and symmetry, which to a
certain extent characterises the general compositional scheme, makes it possible
to propose the existence of a single system of ornamental framing around the
central image, especially as a considerable part of Byzantine and Georgian
chased decorations demonstrate this adherence to such a solution.

Of the narrow bevels (chamfers) between the central part of the icon and its
frame, only the upper one has preserved the original revetment layer. The
single narrow plate covering it is filled with a row of palmette-like leaves. The
inner side of the motif has a semicircular back and is divided into small
sprouts. Each petal touches the other with its tip from the back side. Small
curved stems, which serve as additional joints for the separate motifs of the
ornamentation, are inserted between the palmettes. This ornament, with its
different variations was already known in the art of the Early Middle Ages,"
and later on became widespread both in the Christian East and Western Euro-

129 A. Grabar, op. cit., fig. 53, 56-59.

130 ]. Cledat, ‘Le Monastére et la Necropole de Baouit’, Mémoires de ’Institut Frangais d’Ar-
chéologie Orientale du Caire, t. X1, fasc. 2 (Le Caire, 1906), pl. CVIIL; E. Chassinat,
‘Fouilles & Baouit’, Mémoires de I'Institut Francais d’Archéologie Orientale du Caire, t. XII1
(1913), pl. LXXIX,1; Ya. Smirnov, Tsromskaja mozaika [The Mosaic of Tsromi], (Thilisi,
1935), p. 7, fig. 7-12.
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pe.” Given this development, it seems even more unusual that this motif does
not appear more regularly in the ornamental repertoire of Byzantine and
Georgian metalwork.

The epoch had made its imprint on the artistic peculiarities of execution of
the ornament. Unlike in earlier monuments of the eleventh-thirteenth centuries,
mastery of the technique was almost entirely lost in the later period. Whereas
previously the plastic rendering of each ornament within a given motif scheme
achieved a vivid pictorial quality, later this rendering assumed a non-expressive
form reduced to a flat surface. As a result, ornament design often became less
masterful with individual flowers executed in an uneven manner. Even though
the background of the revetment was engraved, thereby reducing the plasticity
of forms, still it exhibits a mobile, dynamic structure. In addition to these
characteristics, the arrangement of tightly set ornaments - the circles with
floral motifs that cover the background surface without symmetry and order
— demonstrate irregularity of execution. Similarly, the flowers are also depicted
in various positions with their heads bent in different directions. Thus, as a
result, this free compositional arrangement of motifs creates a homogeneous
carpetlike surface, which, nevertheless, is not monotonous. The principle of a
decorative filling of the surface, first revealed in Georgian metalwork far earlier
(beginning at least from the twelfth century), here as well as in contemporary
monuments, is especially pronounced and combined with the design of the
vestment drapery. It considerably increases the general decorative effect of the
revetment. On the whole, the old layer of the Portaitissa icon revetment executed
by Ambrosi well represents its epoch. It fully reflects the tendency typical of
the fifteenth/sixteenth-century metalwork. On the one hand, it strives to express
the artistic trends of the previous period; at the same time, a considerable
weakening of these trends is felt, due to which this striving could not ultimately
achieve the former completeness and brilliance.

The haloes of the Virgin and Child do not belong to the original layer of
the revetment. When fixed to the latter, they did not completely cover the
original haloes, which appear to be different in their outlines and do not
coincide with the later ones by their place as well. Consequently, a large strip
of the old layer is seen by the right contour of the Virgin's halo; efforts were
made to conceal its lower part beneath ornamental plates fixed on it, and it
partially reaches under the latter (Virgin’s) halo. A small fragment is discernible
on the figure of the Child as well (fig. 4). According to it, it becomes clear that
the halo circle above the Child’s head was drawn somewhat higher more to
the left. Because of this, a small segment, located immediately above the place

131 Ya. Smirnov, op. cit., p. 30-32, fig. 7.
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where the Virgin and the Saviour touch each other, was left uncovered after
fixing the relief haloes onto the revetment. In order to eliminate this discrepancy,
two small plates belonging to the icon’s background were fastened to the
segment that had a smooth surface, like the Virgin’s halo. At the time the new
haloes were made, these plates were most likely taken from those parts of the
icon, which were damaged by time.

The background of the Virgin’s halo is formed by a complicated relief
interlace. It is decorated with five rosettes. The central one is a network of
plant stems forming a complicated pattern, with green enamel inserted in it.
The design of the side rosette pairs is formed by a different interlace, woven
into a complicated pattern of the thin smooth stem. The Child’s halo is similar
in its decoration. Due to its small size, only three rosettes were placed here,
the central of which is treated in the same way as on the Virgin’s halo; the side
ones bear white stones (fig. 24).

The treatment of the haloes definitely bears the imprint of Byzantine art.””
First of all rosettes play a leading part in their decoration, though this element
is also found on the monuments of Georgian metalwork as, for example, on
the Khakhuli icon (early twelfth century) and the icon of the Virgin from
the Bachkovo monastery (1311).”* On the first of them rosettes appear as
light accents incorporated into the general ensemble (fig. 27). On the icon of
the Virgin from Bachkovo, which was adorned with the revetment by the
brothers Athanase and Egnate Egnatisdze, rosettes constitute the leading motif
of not only the haloes, but the whole decorative system of the revetment (fig.
28). Similarly, Byzantine influence of their use in the Portaitissa icon, analogous
to the above-mentioned examples, is doubtless. Although rosettes in this case
appear only on the haloes, they represent one of the most significant artistic
accents of the whole system of the revetment because of their plastic and
decorative treatment (large stones embellishing them also play a certain part
in it). Most importantly, the rosettes adorning the haloes on the icon of Iviron
monastery replicate those on various Byzantine monuments both in their
form and in the character of the interlace design.”® A comparison of these
monuments with the character of the treatment of haloes on the Portaitissa

132 The statement of N. Kondakov that the haloes are of old Georgian type is not convincing
(N. Kondakov, op. cit., p. 167). 3

133 R. Q'enia, Khakhulis Ghutismshoblis kbatis karedis moc’ediloba [The Cladding of the Khakbuli

] Icon of the Virgin], (Thbilisi, 1972), p. 44ff.

134 M. Havayiwtidn, H émova tijg Havaylos Thuxopihodoag ot povaotiot tod Iletoittov
ot Bovkyagia, Edgoootvovs. ‘Agiépmua otov Mavind Xatiddxny CAbijva, 1992), oeh.
459-460, uwv. 235. For materials concerning the icon see: A. Shanidze, Gruzinskij monastyr v
Bolgarii i ego tipik [Georgian Monastery in Bulgaria and its Typicon] (Tbilisi, 1971), p. 354ff.

135 A. Grabar, op. cit,, fig. 32, 42, 47-48, 61, 73.
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27. Khaklhuli icon of the Virgin. Central part (State Art Museum of Georgia).
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28. Bachkovo monastery. Icon of the Virgin.
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icon reveals the existence of a common artistic tendency. At the same time, an
especially high level of execution of these details on the icon of Tviron monastery
strikes the eye; the former is more emphatically manifested in its comparison
with the style of the images of the Virgin and the Child on the revetment. In
the rendering of the haloes, attention is drawn to the treatment of the interlace
design and revealing of the plastic expressiveness of the complicated interlace,
being interwoven as a kind of tangle. Two semicircular massive forms of
different size, composed from various interlacing stems and leaves and depicted
with great accuracy and delicacy, contrast with the relatively flat volumes of
the figures of the Virgin and the Child, which are articulated by means of
large drapery lines carved somewhat carelessly and standing at some distance
from one another. However, this notable difference does not generate any
discord between the separate details of the central part of the revetment, nor
does it compromise the homogeneity of its general artistic aspect.”™®

The explanatory inscriptions of the images are not original either. One of
them extends to both sides of the Virgin’s halo: MHP ©Y H ITOPTAITICA,
while the other is placed to the left of the Child’s halo: I'C X"C (tigs. 24, 29,
and 30). The massive, square frames of silver, where the large letters of the
explanatory inscriptions stand out against the dark blue enamel background,
were executed independently and were later fixed to the revetment by four
silver nails. The character of their execution reveals the hand of another crafts-
man, who was not contemporary with the icon revetment itself.

Most likely the Virgin and the Child had an explanatory inscription in the
days of Ambrosi. The fact that no traces of the original inscription remain on
the revetment supports the conclusion that, analogous to the present ones,
they were executed separately and then fixed to the ornamental background.
An examination of Byzantine material demonstrates that, in the thirteenth/four-
teenth centuries and even later, execution of the inscription on the revetment
proper was widespread. At the same time, cases analogous to the Portaitissa
icon'” testify to the simultaneous existence of both practices.

The artistic peculiarities of the Archangel figures represented on both sides
of the Virgin’s halo point to the hand of another craftsman. Indeed, a cursory
glance at the icon revetment reveals distinctly different rendering of these

136 A late nineteenth-century photograph shows that openwork crowns with enamel medallions
were fixed on the haloes (N. Kondakov, Pamjatniki kbristianskogo iskusstva na Afone, pl.
XVII). It 1s unknown on what evidence Kondakov ascribed them to the seventeenth century
(ibid., p. 167). These crowns seem to have been removed when the icon was covered with
the Russian revetment.

137 A. Grabar, op. cit,, fig. 61 (icon of the Saviour from the Vatopedi monastery), fig. 69-70
(icon of the Virgin from the same monastery).
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29. Portaitissa icon. Old Georgian cladding. 30. Porraitissa icon. Old Georgian cladding.
Explanatory inscription. Explanatory inscription.

parts of the revetment, specifically seen in the proportions, postures, and
plastic treatment of the figures.

Half figures clad in imperial vestments have neither a neutral background
nor any framing. That is why they are not clearly distinguished against the
richly ornamented, carpetlike background of the central part of the icon; nor
do they play any special role as far as the whole composition is concerned
(especially since they are made from an identical material, and accordingly,
colour as the background and figures). Nonetheless, these figures assume a
notable position in the general decorative ensemble of the icon revetment
because of their high relief and bold, even free manner of their plastic volumes.
In this respect, a hand upraised in veneration before the body and especially a
slightly bent head, projecting as a single block, stand out (fig. 4).

The fact that the images are fixed immediately on the ornamental background,
where no special places were left for them, seems to be a less important
argument in proving the different date of their execution; such cases were not
exceptional in the practice of Byzantine and Georgian goldsmiths. Other factors
are more important in underscoring their chronological discrepancy with the
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original revetment of the Portaitissa icon. First, the style of the images is
similar to the figures of the Evangelists and Apostles and suggests an earlier
date for their execution (fourteenth-fifteenth centuries). Naturally, this can be
explained by the existence of more archaic tendencies in the style of the
images; although a high technical level of execution seems to support the first
viewpoint. Most importantly, it is unknown whether the Archangel figures
existed in the painted layer of the icon. Often when such images were present
by the side of the Virgin and the Child, they were not generally covered by
the cladding. In this respect, the fact that such a tendency is characteristic of
the great majority of Byzantine monuments known today'” is significant. It is
doubtless that these images existed on the painted layer of the Portaitissa icon
since they are on its oldest copy (moved to Russia). The supposition that the
copy might have been made without taking off the revetment should not,
certainly, be ignored; although, in this case, more pressing is the need to
explain the presence of the Archangel figures. No simple, unambiguous answer
exists to these questions. It is fair to assume that the chased images of the
Archangels, executed somewhat earlier than the original cladding of the Portai-
tissa icon and probably adorning some other icon, were later added to the
revetment of the miraculous icon.

The cladding of the icon framing represents a different layer. For one, its
material differs from other parts that are completely executed in silver, except
for the plates with the Apostles and Evangelists.

The main feature in this part of the Portaitissa icon revetment is an inscription
of the craftsman who created it. The inscription in two lines is placed in the
lower right angle of the icon, above the plate bearing an image of St. Thomas.
It is executed in small initial letters, by a distinct, standard hand. Only the
ligature — SP — in the second line is written in minuscule. Another ligature —
TI - is also used in the same line.

The ending of the second word (in the first line of the inscription), containing
the name of the master, is covered by the plate of the outer edge of the frame.
Because it is impossible to determine the number of concealed letters, the
complete name of the goldsmith may be reconstructed only conjecturally.
The legible text of the inscription reads as follows: EPTON AAZKAP]...]
TOY ZMAPTINOY (fig. 31). According to the norms of Greek onomasticon
the incomplete word of the first line may be reconstructed as Aaoxolog or
Aaoraoig” At the same time, the form Emagtivov, given in the second line,
signifies that the name of the craftsman was to be given in the corresponding
genitive case, namely AaoxapLov or AAOROQOV.

138 Ibid., fig. 32, 42, 47-49, 70.
139 W. Pape, Die griechischen Eigennamen, Bd. 2 (Brunswick, 1884), p. 776.
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The name AaoxaLog or ACOROQLS
seems to have been well-known for the
Greek-speaking world. At the same time,
beginning in the Late Antiquity, it ap-
pears in Greek vocabulary, but in the
form of a verb;* as a proper name
Aoonogrog or Aaoxaols is found far
later and emerges as a family name or a
nickname.

Beginning at least in the thirteenth cen-
tury, the Laskaris took an active part in
the political and cultural life of Byzanti-
um. Several representatives of the family
are known in the fifteenth/eighteenth
centuries, though no man of art seems
to have been among them.""

The stem of Znagtivog, ZmoQr, is far

older as a lexical unit and is often found
142

in Classical Greek in various meanings. .
Zragtiov or Zmaptog, formed from  31. Portaitissa icon. Dedicatory inscription
omaot, does not seem by context to cor- of the craftsman on the late period framing.
respond to the contents of the inscripti-

on. Accordingly, there arises a basis for

the supposition that the stem ot together with the suffix -ivog had acquired
a new meaning which, according to the old function of the suffix in, can be
perceived in the meaning of the patronymy or provenance (though the suffix
atig, accepted and active to the present, was more likely to have been used to
express provenance). If such uses were excluded by classical norms, then the
date of the inscription should prompt a new consideration. It dates to a period
when old linguistic traditions were breaking down and forgotten, giving place
to new ones and separate deviations often appearing both in manuscripts and

epigraphy.'’

140 Aekuweov vijc ‘EAdnvindc Faoons CABTvag, 1852), aeh. 783; A. Anuntodmov, Méya Aekueov
tij¢ ‘EAAnvinsis yAwoong, topog E' CABfjval, 1951), oeh. 42-67.

141 The Oxford Dictionary of Byzantium, vol. II (New York, Oxford, 1991), p. 1180-1181; E.
Trapp, Downfall and Survival of the Laskaris Family, Macedonian Studies, 1983, 1-2, p.
45-49; Eyxvxlomedia [Tamvgovs Adgovg Mmoirdvixa, Topog 37 (1989), oel. 371-373.

142 Aebuov vijs ‘EAAnviiic TAwoons, oeh. 1285; E. A. Sophocles, The Lexicon of the Roman
and Byzantine Periods (from B.C. 146 to A.D. 1100), vol. II (New York, 1887), col. 1003; C.
W. Lampe, Patristic Greek Lexicon (Oxford, 1968), col. 1247.

143 There are numerous examples of Greek epigraphy in Georgia: T. Q‘aukhchishvili, Berdznuli
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If we assume Emaptivog to determine the provenance, it must be, first of
all, associated with one of the oldest centres of Peloponessus, Sparta, which
had retained its age-old significance during the Middle Ages.” Concerning
the provenance of the master-renewer of the revetment of the Iviron icon the
fact should be noteworthy that the tomb of one of the latest representatives of
the Laskaris family, Manuel Laskaris Khadziki dated by the inscription to
1445, was discovered near Sparta, in the Mistra monastic complex, namely in
the arcosolium of the narthex in the main church of the Panthanassa mona-
stery.'®

This inscription caught the attention of P. Ioseliani during his stay in the
Iviron monastery; a Russian translation of the text is preserved among the
materials of his voyage.**

The system of ornamental decoration is the same on both sides of the icon
framing. Its main part is adorned by circles with a point in the middle, being
arranged in horizontal rows against a punched background. Originally each
row comprised five such circles; but since the plates of the outer edge of the
framing partially cover them, the rows containing four circles are seen on the
whole perimeter of the framing. In turn, this row is duplicated by the edge
composed of an imitation of precious stones, formed by alternating oblong
rhomb-like and two small circular “stones”. The row is framed by a narrow
filigree, followed by a heavy, multi-patterned garland strip; finally, the outer
edge of the frame is provided by a narrow relief shaft formed by a needle
interlace (fig. 32).

Looking at these chased strips, formed by different ornamental motifs, at-
tention is drawn to a very high level of technique. Whereas in the row of the
circles a certain inaccuracy can still be observed, other details of this chased
layer are modelled with such accuracy as to suggest that they were made by
the same stamp. This could not but leave its imprint on the artistic aspect of
the ornamental borders. It makes no difference that both the imitation of
precious stones and the garland strip are not executed by the engraving technique
and, accordingly, have far higher relief (the same can be said about the outer
edging of the icon frame, which seems to have been first cast and then decorated
by etching). Unlike the ornament on the background of the old revetment, a
certain constraint, stiffness and immobility are discernible here. Narrow orna-
mental strips covering the lateral and lower slants were executed in the same

Carc’evebi sakartveloshi [Greek Inscriptions in Georgia], (Tbilisi, 1951), p. XLVIII-LIIL, 2-4,
129-130, 164-165.

144 I1. Aodrac, ‘H Exdot dudpéoov tod aimvov (New York, 1922).

145 G. Millet, Monuments byzantins de Mistra (Paris, 1910), pl. 152.

146 Institute of Manuseripts in Tbilisi, Ms $-3061, fol. 19r. In the Russian translation Parte
stands for Sparta.
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period. Motifs embellishing the slants of
the original revetment of the icon were
used in their decoration.

The chronological limits left their im-
print on both the leaf scheme and the
style of its execution, which is marked
by a greater stiffness. Three points are
inserted in the left portion between the
leaves from the back side, serving as an
additional decorative element of the later
layer.

Observing the revetment of the Portai-
tissa icon, we notice the lack of corre-
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spondence in terms of their artistic ren-
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dering between the ornamental decorati-
on of the framing and the images of the
Evangelists and Apostles attached to it.
Indeed, it is obvious that the half-figured
chased gold plates were executed not on-
ly by different craftsmen but in different
periods. Their fixation on the side frames
of the Portaitissa icon was determined N : :

: 32. Portaitissa icon. Late period framing.
at the same time when the frames were Deiail
re-embellished with the silver cladding.
This synchronicity is demonstrated by
the fact that on the later framing the places for the plates with the images of
the Evangelists and Apostles were specially marked by a narrow relief contour.
Nevertheless, in certain cases, the size of the plates and that of the places left
for them do not correspond to one another; for example, the plate with the
image of St. Andrew is somewhat smaller, while that with the images of St.
Paul and St. Symeon are bigger — the plates even partially overlap the contours.
In certain cases we notice partial damage of the edges of the plates with relief
(for example, the upper edge of the plate with the images of St. Thomas, St.
John, St. Andrew), which suggests that they were used for the second time (cf.
tig. 4). '

The first feature of the framing plates with figures that attracts our attention
is their asymmetrical arrangement. This is even more noticeable with the
golden images standing out as distinct colouristic accents against the dark
grey silver background. Whereas on the left-hand part of the frame the distance
between separate plates is more or less even, on the right one, beginning from

R
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the upper part, considerable spaces are left between the images. This lack of
correspondence between the distribution of the plates on the left and right
frames increases from top to bottom; on the right frame, only several centimeters
are left between the last two plates. It is hard to say what caused this discrepancy,
whether an inner striving of the master to avoid the strict symmetry of the
icon revetment scheme, or his professional level. The issue is compounded by
the fact that, as mentioned above, the icon framing as a whole is a product of a
later period, and the figures of the Evangelists and Apostles were placed on it
at that time. Therefore, in this case, we have to deal with the co-existence of
different chronological layers, which makes it impossible to give any straight-
forward answer to the question. Nevertheless, it is clear, that by the time
when the original layer of the icon revetment was made, or its frames were
re-clad, this kind of asymmetry was not at all unusual or unexpected.

The plates with the images of the Evangelists and Apostles have a characteristic
form: their upper part is semicircular, each plate being framed by a narrow
relief edging on two sides. All the figures are depicted up to the waist and
turned three-quarters towards the central part of the icon. Clad in traditional
vestments, they hold a book or scroll in their hands. Greek explanatory in-
scriptions are distributed vertically on both sides of their haloes, on a square
protruding surface. An examination of the chased decorations of Byzantine
icons reveals the popularity of such an iconography in the fourteenth/fifteenth
centuries. Numerous examples exist which show great affinity with the images
on the Portaitissa icon, making it possible to assume their origin from one and
the same artistic circle."”” At present it is difficult to define this circle precisely
because of variations in the provenance of the monuments, though the fact
that specimens of the Athonite school of goldsmithing are among them is
eloquent. It suggests that in this traditional monastic artistic centre, alongside
the establishment of such a scheme of decoration, the iconography of lateral
images was also adopted and practised by local craftsmen.

The style of the images also testifies to the same period. It is not hard to
note a different manner of vestment drapery of the Evangelists and Apostles,
as compared with the central images of the icon. Free and natural movements,
which distinguish these small half figures, contribute to the accentuation of
their plastic expressiveness. In this respect, the absolutely smooth neutral

147 Alongside the icon of the Saviour and the Virgin named above, these are — the icon of the
Virgin with donors from the Tretyakov Gallery, Moscow, the icon of the Virgin in the
Trinity church in Venice and, especially, three icons from the Vatopedi monastery on Mount
Athos: those of the Saviour, the Virgin and the Trinity (A. Grabar, op. cit., fig. 31-36, 43-44,
61, 65, 82, 84, 86).
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background around the figures emphasizes even more greatly the forms which,
notwithstanding their small size, are modelled in detail. A closer scrutiny
reveals a picturesque, free manner in the treatment of the vestment, which
endows its solid and substantial half figures and the flow of the folds with a
dynamic quality (cf. fig. 33).

The absolute affinity with the images of the Archangels fixed on both sides
of the Virgin’s halo is important in defining the provenance of the plates' style
and the chronological boundaries of their execution. Most significant, however,
is the great similarity in both the iconography and artistic peculiarities between
the Portaitissa icon and the Byzantine monuments mentioned above."* The
same artistic tendency is easily discernible in the proportions of the figures,
the character of line and modelling of forms; while the great affinity of some
of them (as in the bilateral icon of the Skopje Museum'"’) suggests as a possibility
that they originated in a common centre of goldsmithery. In the light of these
parallels with Byzantine monuments, we can surmise that they date from a
period stretching from the late thirteenth to the early fifteenth century. Ne-
vertheless, we must explain the emergence of the images on the Portaitissa
icon that are identical to them in style. If we assume that the plates with the
Evangelists and Apostles were already present on the old layer of the icon
revetment, still we must conclude from their archaizing style that they did not
derive from the hand of Ambrosi. This is even more true of the later layer of
the icon frame, where both these trends are revealed more vividly. Accordingly,
we can not exclude the supposition that by the time of execution of the old
revetment, the images of the lateral framing of the icon either existed already
or were assigned to another craftsman by Ambrosi himself and that they were
made according to old originals. Subsequently, while re-cladding the lateral
frames these images were fixed to it.

In his brief description of the Portaitissa icon, after having quoted a dedicatory
inscription, P. Toseliani mentions a nacreous frame executed in 1722."° He
does not state what was adorned — the whole icon or the inscription only, nor
does he mention where he learned the date of its execution. This frame no
longer exists.

At a relatively early stage of development of medieval Georgian metalwork,
when numerous monuments were executed during the tenth-eleventh centuries,
all exhibit common artistic peculiarities; despite the different professional level
of execution, these monuments represent a single artistic vision, stylistically

148 Cf. supra, n® 101, 103-106.
149 A. Grabar, op. cit,, fig. 31-36.
150 Institute of Manuscripts in Thbilisi, Ms. S-3061, fol. 19r.
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homogeneous and integrated. Con-
trary to this, in the later period begin-
ning in the fourteenth and fifteenth
centuries, artistic integrity is usually
absent in metal icons and the chased
decorations of painted icons. Still, even
in this epoch, several monuments were
produced, which — despite the exist-
ence of stylistically different layers and
variations in detail — must be consid-
ered as artistically integrated and com-
plete works. The revetment of the
Portaitissa icon can be considered as
one of these relatively rare examples.
Several factors explain the artistic het-
erogeneity and diversity of the revet-
ment. First, it combined images that
differ from one another in their design,
: : character of line and plastic articulati-
33. Portaitissa icon. Framing. Detail. on. Second, ornamental motifs used for
the decoration of separate parts of the

icon are not uniform in scheme and
treatment. Finally, separate details of the revetment differ from one another in
both the material and, accordingly, the colour. Despite all these differences,
the revetment of the Portaitissa icon together with the painted images creates
a homogeneous, unified work of art whose variations and multiple layers are
difficult to perceive at first glance. At the same time, the stylistic traits and
individual features of each layer of the chased decoration of the icon make it
possible to determine precisely the chronological boundaries of their execution,
and to identify those premises, which were decisive for the artistic traits reflected
in the images of each layer.

It is difficult to say when the revetment of the Portaitissa icon acquired its
final aspect. We only know for certain that the original revetment was altered
in the course of the centuries. Some parts were removed (such as the lateral
frame decoration and explanatory inscriptions), and replaced by new ones
(including the silver frame, haloes and inscriptions). It is possible as well that
in the process of partial renovation part of the revetment, separate details
were used a second time (for example, the plates with the images of the
Evangelists and Apostles). Accordingly, it is possible to reconstruct a fairly
clear picture of the chronological sequence for the addition of separate layers
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of the chasing. This long process of metamorphosis emphasises the special
care which — because of its miraculous power and overall sacredness — had
always been shown to the holy icon of the Virgin Portaitissa, delivered by
Divine providence to the Georgian monastery on Mount Athos.



