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ABSTRACT 

This study focuses primarily on donor portraits of families found in Cypriot wall 

paintings and icons created during the Lusignan and Venetian periods.  Although donor 

portraiture is a mode of expression that dates to antiquity, in the medieval period an 

increasingly prosperous upper middle class used this genre more frequently.  My concern 

is with the addition of children to these portraits and the ways in which this affects the 

family portrayal on Cyprus.  These portraits are intriguing because they provide a rare 

glimpse into the culture and people of this island as constructed within the medium of 

portraiture.  They provide visual evidence of the donors’ ideals of family in these lasting 

monuments to their memory. 

There are noticeable changes in these portraits through time that indicate the 

shifting foreign rulership faced by the population.  Part of the Byzantine Empire until 

captured by Richard the Lionheart in 1191, Cyprus came under Frankish domain when it 

was transferred in 1192 to Guy de Lusignan, the dispossessed King of Jerusalem.  For 

years Cyprus had been a stopping place for pilgrims and, later, crusaders on their way to 

the Holy Land.  By the time Cyprus came under Venetian rule, it had grown as a stopping 

place for merchants as part of their trade route to the East.  This exposure to cross cultural 

trade, migrations, and differing reigning powers makes Cyprus a complex study in social 

history.  These layers of mixed social identities across ethnic, religious and political 

boundaries are documented in the island’s donor portraits.  Part of this analysis is an 

attempt to discern in these constructed identities what is indigenous, what is foreign and 

what is part of the changing times.  A close examination of these images uncovers this 
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mingling of identities and certain conventions in the way these donor portraits become 

expressions of the family.  

The strategy used to examine these donor portraits is to look at them by 

employing some of the characteristic functions of portraiture, in this case as outlined by 

Shearer West in her introduction to portraiture.   After an introductory chapter that details 

some background on donor portraiture and the art of Cyprus, each of the following 

chapters uses two main images for comparison to explore the ways in which they might 

reveal aspects of the family.  This comparative method is used in the successive chapters 

with the one constant image of the Zacharia family, painted during the Venetian 

occupation, as a basis for comparison.  Chapter two takes this portrait and compares it to 

the portrait of Neophytos, a twelfth-century hermit monk who also used the Deësis scene 

as the setting for his portrait.  By looking at these particular scenes as works of art, this 

chapter introduces ideas to consider throughout the dissertation on the ways these 

constructions reveal wishes of the donors, such as strategies of hierarchy, of veneration 

and viewer’s access.  Chapter three explores how the family group portrait serves as a 

document for the biography of the family.  Chapter four deals with the important social 

practice of the dowry and my idea that some of the later portraits, which include 

daughters, may be displaying dowry wealth.  Chapter five looks at family 

commemorative portraiture found particularly in icons, beginning the fourteenth century, 

where deceased family members are portrayed alongside, seemingly, living family 

members.  Finally, in chapter six, I examine the ways in which these family portraits may 

indicate political changes on the island, especially as Cyprus moves from a feudal society 

to a commercial one in the Venetian period. 
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In order to facilitate discoveries that might be made by organizing the material in 

a systematic manner, I have assembled a catalogue of Cypriot family donor portraits and 

a chart indicating the numbers of men, women and children included in family groups, in 

the appendices.  It is my hope that this dissertation will create more discussion about 

family groups and will, hopefully, uncover other portraits that may be added to this list, 

making it a more complete picture of the surviving record.   



 vii

ACKNOWLEDGMENTS 

I am fortunate to have had the help of many wonderful individuals and institutions 

during the course of my research and writing of this dissertation.  It is with a deep sense 

of gratitude that I extend thanks to my advisor, Dr. Elizabeth Bolman, who introduced me 

to Byzantine art and to the island of Cyprus.  She has helped to guide and inspire me 

every step of this journey and has been unflagging in her assistance and critique of my 

work.  I would also like to thank Dr. Jane Evans and Dr. Tracy Cooper, members of my 

dissertation committee at Temple University, for their scholarly advice and training.  The 

Art History Department of Temple University has been an outstanding place to learn the 

profession of art history.  I would like to thank Temple University for its support of this 

project through a dissertation completion grant awarded me in the spring of 2010.  My 

thanks also go to Harrisburg Area Community College for a grant they provided to help 

me photograph twenty-two Cypriot churches during the summer of 2008.  I am grateful 

to Dr. Annemarie Weyl Carr, a noted scholar on the art history of Cyprus, who so 

graciously served as a guest reader for my dissertation and provided many helpful 

suggestions and ways to think about this material.  

The research on Cyprus was conducted in the summer of 2008.  For two months I 

was a resident at the Cyprus American Archaeological Research Institute (CAARI).  I am 

thankful for the efforts of the staff and administration on my behalf in organizing my 

photographic tour and in using the research facilities at CAARI.  I am especially grateful 

to the Executive Assistant, Vathoulla Moustoukki, for help with contacting Cypriots, 

providing translations and travel arrangements in Cyprus.  I also would like to thank the 

director, Dr. Thomas Davis, and the librarian, Diana Constantinides for their assistance. 



 viii

Fellow residents of CAARI were a great source for information about working on 

Cyprus.   

As part of my evidence for this research it was necessary to photograph twenty-

two churches with donor portraits. Special permission was needed to photograph the 

interiors of Cypriot churches.  A special thanks goes to Pavlos Flourentzos and the 

Department of Antiquities of Cyprus for permission to photograph those donor portraits 

in Cypriot Churches under the auspices of the Department of Antiquities.  For other 

churches, I needed permission from the Orthodox Church in Cyprus.  I am extremely 

grateful to the Archbishop of Cyprus, Chrysostomos II, and the bishops of the districts of 

Morphou, Limassol, Paphos, and Trimythous for graciously granting permission to 

photograph churches under their jurisdiction.  I especially appreciate the time Fr. 

Gregorios Ioannides, from the bishopric of Trimythous, devoted to meeting with me and 

discussing donor portraiture and his assistance in photographing St. Demitrianus in Dali.  

There were many other priests and individuals who assisted us by opening churches and 

waiting patiently while we worked.  

I would also like to thank the director of the Byzantine Museum of the 

Archbishop Makarios III Foundation in Nicosia, Dr. Andreas Mitsides, for meeting with 

me and granting permission to use photographs of some of the icons in my dissertation.  

Dr. Ioannis Eliades, the curator of the museum, was particularly helpful in answering 

questions and generous with his time providing information about the icons in the 

collection.  I would also like to thank Rev. Demosthenes Demosthenous who directs the 

organization and restoration of the icons, paintings and manuscripts in the museum’s 

collection, for giving me a tour of the icon restoration workshop.  Dr. Christodoulos 



 ix

Hadjichristodoulou, curator for the Bank of Cyprus Cultural Foundation, was extremely 

helpful in recommending articles on donor portraits and discussing current Cypriot 

publications.  I also benefited from the use of resources at the University of Cyprus, the 

Cyprus Archaeological Museum, the A. G. Leventis Municipal Museum of Nicosia, the 

Pedoulas Byzantine Museum, Agios Neophytos Ecclesiastical Museum, the Lapidary 

Museum in Northern Nicosia, the Archaeological and Natural History Museum in 

Morphou, and the icon museum at the monastery of Agios Ioannis Lampadistis.  

A special thanks is reserved for my husband, John McNulty, who accompanied 

me on the two-week journey through the Troodos Mountains to photograph church 

interiors.  He has been an amazing source of help, support and encouragement for this 

project every step of the way.  His skills as photographer, as proofreader, as someone to 

try out ideas on and just to give me the strength to keep moving forward with this project 

were invaluable and I thank him for his efforts.  From the beginning of my graduate work 

my mother has encouraged me and supported me in countless ways and I thank her for 

her help in accomplishing this goal.  I would also like to dedicate this paper to my 

children Aaron, Jordan and Elizabeth and to Aaron’s wife, Sarah, and my recently born 

grandson Atticus, who have stood by my side as I undertook this endeavor.  I thank my 

sisters, Nancy and Kathy for their support.  It has been a pleasure thinking about families 

on Cyprus as I think of my own family.  My father instilled me with a love of history and 

I know that he has been a guiding light in this project. 

I have many friends to thank for their encouragement and support.  I would 

especially like to thank my friend, Deb Mattern Kephart, who accompanied me on my 



 x 

first trip to Cyprus in 2003 and served as driver, navigator and consultant as I learned my 

way around this wonderful island, steeped in history.  



 xi

ILLUSTRATIONS 

CHAPTER 1 

Fig. 1.1  Birth of Caterina Cornaro, anonymous Venetian or Austrian Artist 

CHAPTER 2 

Fig. 2.1  Deësis, Neophytos, Enkleistra Paphos, 1183 
 
Fig. 2.2  Zacharia family, Panagia Theotokos, Galata, 1514 
 
Fig. 2.3  Deësis scene is located above this stone table jutting from the wall of the 

cave that Neophytos used for a desk 
 
Fig. 2.4  Zacharia portrait above the door, North wall, Panagia Thoetokos, Galata 
 
Fig. 2.5  Narthex, western end of church, Panagia Theotokos, 1514 
 
CHAPTER 3  
 
Fig. 3.1  St. Nicholas tis Stegis icon, ca. 1300 
 
Fig. 3.2  Donors, St. Nicholas of the Roof, Kakopetria, northern narthex 
 
Fig. 3.3  The knight’s family, St. Nicholas tis Stegis, ca. 1300 

 
Fig. 3.4  Histoire Universelle, Brussels, Bibl. Roy., MS 10175, Acre, c. 1270-1280, 

fol. 216v. 
 
Fig. 3.5  Detail of the knight, St. Nicholas tis Stegis icon, ca. 1300 
 
Fig. 3.6  Sir Pierre Leiaune, Arab Achmet Mosque, Nicosia, Cyprus, 1343 
 
Fig. 3.7  Detail of the wife and daughter, St. Nicholas tis Stegis icon, ca. 1300 
 
Fig. 3.8 Michael Katsouroubis and his wife, St. Demetrianos, Dali, 1317 
 
Fig. 3.9 Frankish Lady, Panagia Phorbiotissa, Asinou, 1300? 
 
Fig. 3.10  Lusignan noblewoman, Church of the Holy Cross, Pelendri, third quarter 

of fourteenth century? 
 
Fig. 3.11 Polos Zacharia and (Marcos?) 
 



 xii

Fig. 3.12  Detail of Venetian men, Miracle of the Cross at San Lio, Giovanni 
Mansuetti, 1494 

 
Fig. 3.13  Madelena and daughters 
 
Fig. 3.14  Female donors on icons from the Byzantine Museum, Nicosia, sixteenth 

century 
 
Fig. 3.15  Detail of Miracle of the Cross at San Lorenzo, Gentile Bellini, 1500 

 

Fig. 3.16   Eldest Zacharia daughter 

 
CHAPTER 4 
 
Fig. 4.1 Manuel II and his family, M.S. Ivoires 100, f. 2r.  Musée du Louvre 

 
Fig. 4.2  Donors on St. Mamas icon, from the Church of the Virgin 

Chrysaliniotissa, Nicosia, about 1500 
 
Fig. 4.3  Donors on the left side of the Virgin Kamariotissa icon, from the Church 

of the Virgin, Chrysaliniotissa, Nicosia, end of the fifteenth century 
 

Fig. 4.4  The Presentation in the Temple [Christ], from the Church of St. 
Kassianos, Nicosia, first half of the sixteenth century 

 
Fig. 4.5  Donor Family, Panagia Theotokos, Kakopetria, 1520 
 
Fig. 4.6  “Our Maria,” Panagia Theotokos, Kakopetria, 1520 
 
Fig. 4.7  Chamades daughters, Archangel Michael, Pedoulas, 1474 
 
Fig. 4.8  Cotton bedspread with woven embroidery; “men” and “maidens” design.  

Paphos, c. 1900.  Cypriot Ethnography Museum. 
 
Fig. 4.9  Wedding Bowl, Larnaka, Pierides Museum, fourteenth century? 
 
Fig. 4.10  Basil Chamades, wife and daughters, Archangel Michael, Pedoulas, 1474 

 
Fig. 4.11  Mother and daughters, Archangel Michael, Pedoulas, 1474 

 
Fig. 4.12  Costanza de’ Medici Caetani, attributed to Fra Bartolommeo, ca. 1490 
 
Fig. 4.13  Eldest daughter, Archangel Michael, Pedoulas, 1474 

 
Fig. 4.14 The Zacharia family, Panagia Theotokos, Galata, 1514 
 



 xiii

Fig. 4.15  Margaret of Austria with psalter, Master of 1499 
 
CHAPTER 5 
 
Fig. 5.1   Fayum portrait, Private Collection  
 
Fig. 5.2  Donor at foot of William of St. John, archbishop of Nazareth, Acre, 1290 

 
Fig. 5.3   Detail male donor, Glykophilusa, Church of the Nativity, Bethlehem, 1130 
 
Fig. 5.4  Male donors in the southern apse of the narthex at Panagia tis Asinou, ca. 

1300.  
  

Fig. 5.5  Commemorative figure named George, Church of St. Theodosius, 
Akhelia, thirteenth century 

 
Fig. 5.6  Pertin, Church of Ss. Peter and Paul, white marble, Famagusta, 1310 

  
Fig. 5.7  Simone de Gibelet, from the parish church of Panagia Angeloktistos, Kiti, 
  1302 
 
Fig. 5.8 Marie (28), daughter of Gautier de Bessan, Armenian Church, Nicosia, 

1322 
 
Fig. 5.9 An unknown woman? who died in childbirth, Limassol District Museum, 

Cyprus, (fourteenth century?) 
 
Fig. 5.10  The Meeting of the Virgin Mary and Elizabeth, Church of the Holy Cross 

at Pelendri, third quarter of the fourteenth century 
 
Fig. 5.11 Icon with the Xeros family, Byzantine Museum, Nicosia, 1356 
 
Fig. 5.12  Virgin Hodegetria and Donors, from the Church of the Virgin 

Chrysaliniotissa, Nicosia, 15th century 
 
Fig. 5.13 St. Mamas icon, from the Church of the Virgin, Chrysaliniotissa, Nicosia, 

ca. 1500 
 
Fig. 5.14 Detail of left group of donors, St. Mamas icon, from the Church of the 

Virgin, Chrysaliniotissa, Nicosia, ca. 1500 
 
Fig. 5.15 Pepani Peratis, Church of Stavros tou Agiasmati, Platanistasa, 1494 
 
Fig. 5.16  Virgin Kamariotissa from the Church of the Virgin, Chrysaliniotissa, 

Nicosia, end of the fifteenth century 
 



 xiv

Fig. 5.17  Detail of donors (Bella, Helen and son) on the left side of Virgin 
Kamariotissa, end of the fifteenth century 

 
Fig. 5.18  Detail donors (Eustathios and sons) on the right side of Virgin 

Kamariotissa, end of the fifteenth century 
 
Fig. 5.19  Donors in lunette above the south entrance, Church of the Panagia 

Kanakaria, Lythrankomi, ca. 1500 
 
Fig. 5.20  Fragmentary icon, woman and baby, Church of the Panagia 

Chryseriotissa, Yeri, sixteenth century 
 
Fig. 5.21  Catherine Leburs, wife of Johann the priest, with chrysom child, 1575 
 
Fig. 5.22  Menikos Pelekanos, Anastasis, Church of Panagia Chrysaliniotissa, 

Nicosia, 1563, 
 
Fig. 5.23  The Virgin Between Ss. Nicholas and St. George icon, Vatyli,  

sixteenth - seventeenth centuries.  
 
CHAPTER 6 
 
Fig. 6.1 Arhcbishop Markarios III, Archbishop Makarios III Foundation    
  Cultural Centre, Nicosia 
 
Fig. 6.2  Archbishop Makarios III, Archbishop Makarios III Foundation Cultural 

Centre 
 
Fig. 6.3  Archbishop Makarios III, Archbishop Makarios III Foundation Cultural 

Centre 
 
Fig. 6.4  Detail of donors, The Presentation in the Temple of Christ, first half of the 

sixteenth century 
 
Fig. 6.5  Detail in The Presentation in the Temple of Christ, first half of the 

sixteenth century 
 
Fig. 6.6  The councilors and their wives, St. Mamas, Louvaras, 1495. 
 
Fig. 6.7  West wall of nave, St. Mamas, Louvaras, 1495. 
 
Fig. 6.8  Councilor, St. Mamas, Louvaras 
 
Fig. 6.9  Peter and Pepani Peratis, Church of the Holy Cross, Platanistasa, 1494 or 

1505 
       



 xv

Fig. 6.10 Detail of Sacred Conversation, Vittore Carpaccio, around 1500 
 
Fig. 6.11 Donors, Church of the Dormition, Kourdali, sixteenth century 
 
Fig. 6.12  Female donor, Kourdali 
 
Fig. 6.13 Female donor, Louvaras 
 
Fig. 6.14   Portrait of a Lady, Bernardino Licinio, 1524 
    
Fig. 6.15  Madelena with her rosary beads 
 
Fig. 6.16  Female donors with rosary beads, icons from the Byzantine Museum, 

Nicosia, sixteenth century  



 1 

CHAPTER 1 
INTRODUCTION 

 It is the aim of this dissertation to examine the construction of family identity as 

expressed in Cypriot donor portraiture.  The portraits provide visual data that survive in 

wall paintings and icons from the Byzantine period through the Lusignan dynasty and 

cease at the terminus of the Venetian occupation.  The earliest surviving donor portrait 

from the Byzantine period is dated 1105-1106, but the temporal extent covered by this 

study will begin at the end of the twelfth century and finish in 1570, the date of the 

invasion of the Ottomans that ended the Venetian occupation of Cyprus.  This 

dissertation turns to the twenty-seven images in which the presence of offspring converts 

the long-established genre of the donor portrait into a family portrait.  The earliest of 

these occurs in panel painting, but mural painting soon joins in, building from a sporadic 

sprinkling to a steady sequence of examples in the century when Cyprus was a colony of 

Venice.1 

National portrait galleries, such as the one in Washington, D.C. often bill 

themselves as a means to view the history of a country.2  This is one way to consider the 

donor portraits from Cyprus.  Because there is so little surviving secular art from the 

twelfth through the sixteenth centuries on Cyprus, the largest body of citizens’ portraiture 

is what remains painted on the walls of churches, on icons and surviving tomb effigies. 

This extended examination of identity construction in family donor portraits will attempt 

                                                        
1 See Appendix A for catalogue of family donor portraits.  See Appendix B for the 

total number of family groupings.  

2 Shearer West, Portraiture (Oxford: Oxford University Press, 2004), 48.  West 
notes a leaflet from the National Portrait Gallery in Washington, D.C. in 1990 that 
publicized:  “This is a history museum.  By the time you finish with this, you will have 
seen all of American history.” 
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to bring to light trends in, and patterns and characteristics of, the ways these donors 

wished to be viewed and remembered.  Because this is an attempt to understand ideas 

about the family unit and children, this paper will not include depictions of individuals or 

monastic figures, unless they are used comparatively.  Extending this study 

chronologically and using newer methodologies through these three regimes affords an 

opportunity for comparison that has yet to be made about donor portraiture as the island 

underwent the social and cultural transformations occasioned by Byzantine, Frankish and 

Venetian domination. 

What do these portraits tell us about the donors and what do the subjects depicted 

in them consider important ideals to convey about themselves?  This study is an endeavor 

to consider the visual tools used to express a range of family ideals from the upper strata 

of Cypriot society during the three periods of foreign rule.  It will also be an attempt to 

understand the donors’ aspirations for their families within their communities.  The 

principal foci of this study are wall paintings and icons.  Textual sources help provide 

contextual information. 

The etymology of the word portrait, from the Latin root protrahere, meaning to 

reveal, expose, or betray, alludes to the mask-like nature of portraiture and the 

disconnection that can occur between the actual persons being depicted, and the crafted 

representations of them.  Some scholars have noted that a certain amount of deception is 

an inherent aspect of portraiture.  One issue that has preoccupied the study of portraiture 

is a concern with likeness, and strategies for revealing the interior qualities of a person.  

A bust-length photographic portrait published in The Washington Post several years ago 
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shows the complexity of this paradigm.3  In the portrait we see a pretty, smiling, brunette 

female deeply involved in a cell phone conversation; what the viewer does not know is 

that this woman is engaged in the nefarious activity of robbing a bank.  Most scholars 

have defined portraiture as the depiction of a real person, but even if this is typically the 

case, the portrait is not and never can be the person, or be a straightforward reflection of 

the person.  In addition to this point, the artist or patron can intentionally deceive the 

viewer, as exemplified by the accurate likeness of the real, smiling woman on the mobile 

phone, with no clues to the action around her. 

By considering the donor portrait as a public performance, the donors may be 

seen to construct a certain identity.  The portraits that will be discussed in this dissertation 

are of Cypriot citizens who are unknown to us today.  Their depictions all present a 

closed, inscrutable quality to the viewer.  The donors images on walls and icons are 

constructions dependent on artistic conventions, the wishes of the sitters, and the talents 

of the artists who portrayed them.  This dissertation will be an attempt to remove their 

masks and uncover the possible motivations behind their portrait commissions. 

Just as a portrait can reveal or betray truth and likeness, the historiography of 

methodologies used to analyze portraiture contains that same paradox.  Past methods 

have tended to be limited in approach and have, at times, closed us off from alternate 

interpretations.  In a post-structuralist era, it is imperative for scholars to explore the 

wealth of methodologies that include history, literature studies, anthropology and identity 

politics that add relevance to their own projects.  This dissertation will primarily focus on 

the social functions of portraiture while using other methodologies where applicable.  

                                                        
2 Tom Jackman, “Robbing Four Banks, on the Phone All the While,” The 

Washington Post Friday, November 11, 2005. 
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Trends in the donor portraiture will be examined for the visible changes that may 

be perceived as the interactions between the images and the successive ruling powers in 

the country.  New approaches in social history to the study of children and the family will 

be used to expand our understanding of the visual material.  It is time to interpret these 

donor portraits in terms of religious ideas, socio-political history, gender, ritual, 

individual identity construction, and as an elaborate performance of family identity.4  By 

treating the topic of donor portraiture thematically over the course of the Byzantine, 

Frankish and Venetian eras, this study will also address the gap in scholarship that has 

occurred by the traditional separation of the Cypriot material into chronological periods. 

Portraiture Studies – History in the West 

What is a portrait?  Did the donors who commissioned these works see them 

merely as representations?  Or were they “portraits” that conveyed both likeness and a 

semblance of the personality of the sitter?  Although the portrait has been defined in 

many ways, for the purposes of this dissertation, the definition that Richard Brilliant uses 

will be used.  He stated that “portraits are art works, intentionally made of living or once 

living people by artists, in a variety of media, and for an audience.”5  Because the donor 

portraiture of Cyprus was created on an island whose heritage had ties to the western 

world, Byzantium, and in later years, the Italian Renaissance, a brief review of portraiture 

                                                        
 4 Annemarie Weyl Carr, “Byzantine and Italians on Cyprus: Images from Art,” 
DOP 49 (1995), 343.  Carr notes that the fifteenth and sixteenth centuries are “one of the 
richest of all periods of Cypriot painting” with over twenty painted churches and “dozens 
of icons.” 
 

5 Richard Brilliant, Portraiture (Cambridge, Mass.: Harvard University Press, 
1991), 8. See also this classic volume on likeness in ancient portraiture: James D. 
Breckenridge, Likeness: A Conceptual History of Ancient Portraiture (Evanston, Illinois:  
Northwestern University Press, 1969). 
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studies in these traditions will help our understanding of some of the modes in operation. 

In the western tradition, individualized likeness in a realistic manner is seen as a 

specifically Roman achievement, beginning in the Republican period.  Roman portraiture 

has fascinated art historians through the insistent presence of its realism and interaction 

with the viewer. The sheer quantity of works has provided scholars with a wealth of 

material with which to speculate on the nature of the likeness that Romans pursued and 

its impact on the history of western art.  Some scholars have attempted to classify the 

work based on an analysis of the systematic features detected in portraiture as part of a 

collective system, as applied in a structuralist methodology.6   James Breckenridge 

determined that in the ancient world the development of the portrait went through phases, 

beginning with an emphasis on the physical likeness, moving to a combination of the 

individual spirit with the physical being, and, finally, portraying the spirit of the person 

without physical resemblance.7 

 During the period of the Roman republic and in its final stages in the first century 

BCE, Roman leaders were portrayed in what has been labeled the “veristic” style.  This is 

a style that shows the leaders as aged and wrinkled.  This warts-and-all portrayal is the 

opposite of what we might think the flattering portrait of a leader might be.   Scholars 

have debated whether this mode of portrayal originated in death masks.  Harriet Flower 

proposed that veristic portraiture did not originate with the funerary realm but derived 

                                                        
6 Sheldon Nodelman, “How to Read a Roman Portrait,” Art in America (Jan.-Feb. 

1975): 27-33.  Nodelman aptly and succinctly characterizes the evolution in Roman 
portraiture from the first century BCE to the fifth century CE. 
 

7 Breckenridge, Likeness, 268. 
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from the importance of the social and political roles of the Roman male within society.8  

It was important to establish familial nobility and virtue through images of the ancestors 

or imagines.  An accurate likeness established family identity and recognition. This 

corresponds to Sheldon Nodelman’s conclusion that Roman portraiture was to express 

such ideals as virtue, compassion, piety and leadership.  A physical language of facial 

features developed to represent these characteristics.  Portraits were not only to contain 

likeness, but features that could be identified with personality characteristics. 

Portraiture in Byzantium  

Although the literature on portraiture in Byzantium and the medieval period is 

growing, there have been few general studies addressing the subject.  Shearer West notes 

that this lack may be due to the fact that most of the writings on specific works have been 

included in other types of studies.9  Her annotated bibliography of general studies of 

portraiture in the medieval period only mentions the work of Iohannis Spatharakis and 

Constance Head.10  Spatharakis’s 1976 book attempts to show the Byzantine’s conception 

of likeness by comparing portraits of emperors and dignitaries in illuminated 

manuscripts.  These examples were executed during the person’s lifetime and establish 

the accuracy of the likenesses using other sources, most notably coins.  This book helped 

                                                        
 

8 Harriet I. Flower, Ancestor Masks and Aristocratic Power in Roman Culture 
(Oxford: Clarendon Press, 1996), 339-351; esp. 351. 

 
9 West, Portraiture, 229. 

 
10 Iohannis Spatharakis, The Portrait in Byzantine Illuminated Manuscripts 

(Leiden: E. J. Brill, 1976).  Constance Head, Imperial Byzantine Portraits: A Verbal and 
Graphic Gallery (New Rochelle, N.Y.: Caratzas Bros., 1982).  
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to open up the study of medieval portraiture.11  Early scholars analyzed Byzantine 

portraits according to a typology that categorized ways of depicting particular features to 

represent certain classes of individuals. 

A recurring thread of debate about Byzantine portraiture has focused on the 

dichotomy between likeness and a form of realistically, modeled portrayal versus a more 

schematic, symbolic portrayal based on an invented convention.12  This idea of the more 

abstract mode, or what one might call the schematized portraiture, as opposed to the 

naturalized, illusionistic mode, has been a recurring dichotomy in the discourse on the 

history of art.  This makes the discussion of likeness in portraiture a very complex issue. 

Studies of Roman portraiture, coupled with the few Byzantine studies, show a change of 

the portrait from physiognomic likeness to the use of attributes that describe the 

interiority of the sitter in a visual way.  Willibald Sauerländer recently acknowledged this 

schematic mode of rendering when he commented that even though the medieval world is 

“full of faces,” these faces have often resisted interpretation because their identity is 

conveyed more by the symbols that accompany them, rather than by likeness.13 

                                                        
 

11 James, D. Breckenridge, review of The Portrait in Byzantine Illuminated 
Manuscripts by Johannes Spatharakis, The Art Bulletin Vol. 60, No. 2 (June 1978): 360-
363. 

 
12 Ernst Kitzinger, “Some Reflections on Portraiture in Byzantine Art,” Zbornik 

radova Vizantoloskog instituta 8 (1963): 185-193. It was his belief that holy figures were 
depicted in an idealized manner with features that were modeled in what we would say is 
a more illusionist.  He contended that contemporary figures, such as the donors seen in 
the depiction of Justinian at Ravenna were done a more schematic manner.  See also 
Hugo Buchtal, “Some Notes on Byzantine Hagiographical Portraiture,” Gazette des 
Beaux Arts, LXII (1963): 81-90.   In this article, Buchtal examines the origins of 
hagiographical depictions and whether they were rooted in a tradition that either went 
back to the lifetime of the saint or that had become an invented convention. 
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Scholars have often cited Tania Velmans’ broad consideration of various aspects 

of Byzantine portraiture under the Palaiologan monarchy.14  The topics she considered in 

this study serve as a useful model that can be applied to the study of donor portraits found 

in Orthodox churches.   The issues she raised about Palaiologan portraiture included the 

number, where they were placed in the church, the variety of imperial portraiture, the 

way donors appear in the various panels, the interaction between the donors and the holy 

figures, their role in funerary commemoration and their placement on icons.  Her list has 

served as a helpful template for other scholars to discuss aspects of Byzantine donor 

portraiture.  

Italy and Renaissance Portraiture 

The one era of portraiture studies that has the greatest abundance of written 

material from which to begin this exploration of methodologies is the Renaissance.  

Because of the attention paid to illusionism, the Renaissance has been credited with the 

“rebirth” of portraiture.15  Most general studies of portraiture during the Renaissance 

begin with the work of Jean Alazard, The Florentine Portrait, published in 1963 and John 

Pope-Hennesey, who in 1966 outlined many of the important concepts and issues with 

                                                                                                                                                                     
13 Willibald Sauerländer, “The Fate of the Face in Medieval Art,” in Set in Stone: 

The Face in Medieval Sculpture (New York: The Metropolitan Museum of Art, 2006), 3-
17; esp. 3-5.  
 
 14 Tania Velmans, “Le portrait dans l’art des Paléologues,” in Art et Societé à 
Byzance sous les Paléologues.  Actes du Colloque organise par l’ Association 
internationale des études byzantines a Venise en septembre 1968 (Venice 1971), 91-148. 

 
15 Joanna Woodall, Portraiture:  Facing the Subject (Manchester, England: 

Manchester University Press, 1997), 1. 
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which later scholars grappled.16  Some of those issues include the status of the person, the 

types of poses, the augmentation of the portrait with emblems and attributes that help 

define the social status and character of the subject.  These considerations can be directly 

applied to the study of Late Antique and Byzantine portraiture as well.  Paintings often 

use conventions to help the viewer recognize an individual.  In early Renaissance 

portraiture, a motto was chosen to accompany the sitter as a means of signifying his or 

her virtue.  In Byzantine portraiture inscriptions help to identify figures and may include 

other information that express the wishes of the subjects.  

Other more theoretical approaches to the Renaissance were two influential works, 

one by Erving Goffman, published in1957, called The Fashioning of Identity in Everyday 

Life and Stephen Greenblatt’s Self-Fashioning in the Renaissance, of 1980.17  Though 

neither of them were art historians, their ideas have been used as a means to explore 

cultural identity, literature and anthropology and have been applied to discussions about 

the visual material.  Goffman’s work revealed the theatrics involved in the ways that 

people present themselves to the world and the ways that others perceive them.  His 

theories have engendered intense discussions among those who explore the nature of 

portraiture.  Greenblatt’s book explored literature of Renaissance England from Thomas 

More to Shakespeare as a means to see how individuals, such as More, fashioned their 

identities and what he sees as expressions of conflicted selves in their writings.  His term 

                                                        
16 Jean Alazard, The Florentine Portrait (New York: Schocken Books, 1968) and    

John Pope-Hennessy, Portrait in the Renaissance (New York: Bollingen Foundation, 
1966).  See also Lorne Campbell, Renaissance Portraits  (New Haven: Yale University 
Press, 1990). 

 
17 Erving Goffman, Presentation of Self in Everyday Life (Garden City, N.Y:  

Anchor Books, 1956).  Stephen Greenblatt, Renaissance Self-Fashioning (Chicago: The 
University of Chicago Press, 1980). 
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“self-fashioning” became a popular phrase in discussing the Renaissance, yet there are 

those who argue that the expression became a “totalizing” view of culture, ignoring other 

possible meanings.18  These two books typify the type of methodology rooted in the 

culture and literature of an era.  Close reading of textual sources combined with the 

examination of the visual material, can help historians to understand the ways in which 

the individuals of a specific culture and time period present themselves.  Peter Burke 

theorized that because people of a certain social status commissioned portraits, the 

images could be read as a system of signs, which could be decoded about “the wider 

culture in which they are embedded.”19  This type of analysis depends on the theory of 

semiotics. 

Feminism is one methodology that has been used extensively in analyzing 

Renaissance art.  David Brown highlighted some implications of this approach in the 

book Virtue and Beauty that accompanied an exhibition at the National Gallery of Art in 

Washington, D.C.  The show surveyed Renaissance portraits of women and focused on 

the unprecedented rise of female portraiture in Florence.20  In the introduction to this 

book Brown notes both the contributions of feminist authors to the scholarship of the 

                                                        
 

18 David R. Smith, “Portrait and Counter-Portrait in Holbein’s The Family of Sir 
Thomas More,” The Art Bulletin Vol. 87 No. 3 (Sept. 2005): 484-506; 506, footnote 113. 

 
19 Peter Burke, “The Presentation of the Self in the Renaissance Portrait,” in The  

Historical Anthropology of Early Modern Italy (Cambridge: Cambridge University Press, 
1987), 153. 
 

20 David Alan Brown, et. al., Virtue & Beauty:  Leonardo's Ginevra de' Benci and 
Renaissance Portraits of Women (Washington, D.C.: National Gallery of Art; Princeton, 
NJ: Princeton University Press, 2001). 
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field and some misconceptions that have been fostered by it.21  He credits feminists with 

exploring different ways of looking at the material in terms of the sitter, of who is doing 

the portraying and of what is being excluded.  He characterized these portraits of women 

as being based on certain conventions to construct the “ideal” woman of a certain status 

that emphasized her role as wife and mother.22  Another contributor to this book, author 

Joanna Woods-Marsden, presented a strong case interpreting these portraits as 

celebrations of dowries.23  It was expensive to have a portrait made and the women 

usually wore expensive clothing and jewelry that were symbolic of their donora and 

counter-donora, which represented the economic and social status of both families.24  

Although feminist authors have discovered new ways of assessing the material, Brown 

notes some of the ways that the feminist agenda has failed.  He says that these failings 

have included isolating female portraits as a separate category, viewing profile portraits 

as a gender issue when that convention was also used for male portraiture, and omitting 

the fact that there was a wide audience of both genders who viewed the portraits.25 

 

 

 

                                                        
 

21 Brown, Virtue & Beauty, 12-23. 
 

22 Brown, Virtue & Beauty, 12-23; 12. 
 
23 Joanna Woods-Marsden, “Portrait of the Lady,” in Virtue & Beauty: 

Leonardo's Ginevra de' Benci and Renaissance Portraits of Women (Washington, D.C.: 
National Gallery of Art; Princeton, NJ: Princeton University Press, 2001), 62-97. 

 
24 Woods-Marsden, “Portrait of the Lady,” 65. 

 
25 Brown, Virtue & Beauty, 12-23; 20. 
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Donor Portraiture and Patronage 

A patron has been generally defined as “an individual who conceived of a work, 

paid for its manufacture, or fundamentally affected its design.”26  In some cases the 

patrons advertised their donation by including a portrait of themselves on a wall of a 

church, a manuscript or an icon that was “determined by social convention” as well as 

“the taste of the individual.”27  Anthony Cutler and Alexander Kazhdan have considered 

the accompanying inscriptions, and have observed that the motives for patronage in the 

Byzantine world could include “penance for a sin, thanksgiving for a cure, the desire for 

saintly intercession, or hope of one’s own and one’s relatives’ salvation.”28  Unless there 

is an inscription identifying the donors and specifying their intentions, caution must be 

used in labeling these portraits as donors.  Linda Safran asserts that the term “donor” has 

been overused.  She suggests, where there is often no inscription describing the donation, 

that these figures should instead be called supplicants.29   

Donor portraiture has often been considered as a sub-category of portraiture.  But, 

it also can function within a religious system.30  In Byzantium, funding provided by 

                                                        
 

26 Anthony Cutler and Alexander Kazhdan, “Patrons and Patronage,” in Oxford 
Dictionary of Byzantium, 3 vols.  (New York: Oxford University Press, 1991), 3:1602. 
 

27 Cutler and Kazhdan, “Patrons and Patronage,” 3:1602. 
 

28 Cutler and Kazhdan, “Patrons and Patronage,” 3:1603. 
 
29 Linda Safran, “Betwixt or Beyond?  Apulia in the Fourteenth and Fifteenth 

Centuries” (paper presented at Renaissance Encounters: Greek East and Latin West, 
Hellenic Studies 30th Anniversary Conference, Princeton University, November 12-14, 
2009). 
 

30 Henri Franses, “Symbols, Meaning, Belief: Donor Portraits in Byzantine Art,”  
(Ph.D.  diss., Courtauld Institute of Art, 1992). 
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donors was used to build or decorate churches and produce icons and manuscripts.  

Donor portraits found within these commissioned artifacts usually show the donor in a 

posture of supplication along with an identifying inscription.31  One of the intended 

desires of the donation is to ensure salvation.  When discussing ideas about donor 

portraits, the spiritual and religious nature of the gift must be addressed, as well as the 

artistic and social aspects of the portrait.  

By using several different strategies in terms of focus and methods, a number of 

dissertations on donor portraiture have helped to shape my thinking about approaches to 

the donor portraiture of Cyprus.  In 1992 Henri Franses approached the meaning of 

Byzantine donor portraiture that included both the religious system within which the gift 

is made and also connected it to a social system of gift giving.32  In his theoretical 

approach he acknowledged that, while there can be several levels of meaning in donor 

portraits, the one he chose to explore was the nature of donation in exchange for sin 

“losing” within the Orthodox Church.33  Franses did not believe that the meaning was to 

be read through the donor personally.  His argument went to the heart of the dynamics of 

donation.  The function of exchange is one of many purposes attributable to portraits.  

This dissertation will expand the discussion to multiple functions in order to see what 

these material objects can tell us about the family on Cyprus. 

                                                        
 

31 Hans Belting, “Donor Portraits,” in Oxford Dictionary of Byzantium, 3 vols.  
(New York: Oxford University Press, 1991): 3:1705-1706.  
 

32 Franses, “Symbols, Meaning, Belief,” 20-23.  
 
33 Franses, “Symbols, Meaning, Belief,” 23-24. 
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Ioanna Christoforaki’s well-constructed 2000 dissertation specifically discusses 

the relationship between patronage and art in both wall paintings and icons during the 

Lusignan period on Cyprus.34  Her interpretation places the focus on the choices made by 

the donors in the conception of the fresco cycle on the walls of the churches, or, in the 

case of icons, the mixed audience whose choices resulted in hybridized forms.  The 

iconographic and stylistic nature of the art commissioned is emphasized with its 

interrelation to the socio-political history of each sub-division of the Lusignan era.  An 

earlier discussion of style and iconography in Lusignan wall paintings by Susan Young 

terminated in 1291 with the fall of Acre.35  Ultimately, Christoforaki points to a process 

of acculturation during the Lusignan period.36  This is an extremely important point that 

has been made repeatedly by scholars who work on the Cypriot material.37  Rather than 

strictly assessing artistic production in terms of style, iconography and quality, during 

one period of foreign rule, in this dissertation I will focus on reading donor portraits of 

families as evidence for cultural factors at play in their portrayal through several regimes.  

                                                        
 
 34 Ioanna Christoforaki, “Patronage, Art and Society in Lusignan Cyprus, c. 1192-
c. 1489,” (Ph.D. diss., Merton College, Oxford University, 2000). 
 
 35 Susan Hatfield Young, “Byzantine Painting in Cyprus During the Early 
Lusignan Period,” (Ph.D. diss., Pennsylvania State University, 1983). 
 
 36 Christoforaki, “Patronage, Art and Society,” 241-242. 
 

37 Annemarie Weyl Carr, “Art in the Court of the Lusignan Kings,” in Cyprus and 
the Crusades (Nicosia: Cyprus Research Centre in collaboration with the Society for the 
Study of the Crusades and the Latin East, 1995), 239-274.  In this article Carr discusses 
the context of crusader art on Cyprus in terms of what she has labeled the “A-B-C 
context.”  This is an abbreviation for Armenian, Byzantine, and Crusader Art.    See also 
Angel Nicolaou-Konnari and Chris Schabel, eds., Cyprus: Society and Culture 1191-
1374 (Leiden:  Brill, 2005). 



 15

In her exploration of the donor portraits of late medieval Venice, Angela Marisol 

Roberts contends that the rise in their popularity “is a reflection of political, social, 

spiritual, and topographical struggles of the time.”38  The time period of her study, 1280-

1413, roughly corresponds to the Lusignan period on Cyprus and ends before the 

annexation of Cyprus by Venice in 1489.  The interrelations between Venice and Cyprus 

make her dissertation a particularly valuable source with which to study this island.  She 

compellingly argued that the increase in donor portraiture during this period is a result of 

the power struggles between old and new noble families in Venice.39  Her theory might 

aptly be applied to the increase of surviving donor portraits on Cyprus as a result of the 

same kind of class struggle.40  In contrast to Roberts, however, I will not be considering 

portraiture to be a “reflection” of the time, but as a dynamic element interacting with a 

range of factors. 

 Christina Stancioiu has recently completed a dissertation emphasizing the value of 

analyzing the material evidence in late medieval Rhodes, Crete and Cyprus to provide an 

understanding of the relations between ruling forces and the indigenous population on 

each of these islands.  Her work assesses the commercial exchange and value of clothing 

and textiles and provides a way of helping to evaluate the material evidence of clothing in 

                                                        
 

38 Angela Marisol Roberts, “Donor Portraits in Late Medieval Venice, c. 1280-
1413,” (Ph.D. Diss. Queen’s University, 2007), 37. 
 

39 Roberts, “Donor Portraits in Late Medieval Venice,” 235. 
 
40 Benjamin Arbel, “The Cypriot Nobility from the Fourteenth to the Sixteenth 

Century: a New Interpretation,” in Latins and Greeks in the Eastern Mediterranean after 
1204 (London, 1989), 175-197. 
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donor portraits as an indicator of status and appearance.41  Her findings point to the 

interaction of three distinct groups on these islands: foreign settlers, the indigenous 

population of rural areas, and a third group from mainly urban areas that mingled with the 

other two.42  She singles out Cyprus because this elite, urban group with mixed 

associations is most visible there.43  It is this population, comprised of the wealthier strata 

of Cypriot society that was active in sponsorship.  Clues to their acculturation can be seen 

in the clothing of the donors.   

Family Donor Portraits 

My primary concern in examining Cypriot donor portraits that contain family 

groups is to see what these visual constructions of parents and their children project about 

their relationships, and what other messages they may convey.  For the purposes of this 

dissertation I define the family as a group of related people consisting of two or more 

generations.  Several different configurations of families are included.  The family groups 

examined in this dissertation comprise at least one parent and at least one offspring.  In 

some cases, the progeny appear to be adults.  I discuss sons and daughters of patrons at 

two (or three) different phases in their lives: as children, as young adult offspring, and as 

adult offspring.  It may be questioned as to whether some of these groups constitute 

families because they lack inscriptions to conform their relationships.  I present evidence 

that even those without inscriptions can be classified as family groups.  Through looking 

                                                        
41 Cristina Stancioiu, “Objects and Identity: An Analysis of Some Material 

Remains of the Latin and Orthodox Residents of Late Medieval Rhodes, Cyprus and 
Crete,” (Ph.D. diss., University of California, Los Angeles, 2009).  I am grateful to 
Christina Stancioiu for kindly sharing her unpublished dissertation with me. 

 
42 Stancioiu, “Objects and Identity,” 323-324.  

 
43 Stancioiu, “Objects and Identity,” 324. 
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at this body of material, certain iconographic conventions are fairly consistent and can be 

used to establish family hierarchy even without inscriptions.  To provide this evidence, I 

have included two appendices containing information about family groups on wall 

paintings and icons.44 

Even though portraits of husbands and wives alone can present a picture of family 

identity and assert wealth, genealogy and status, something seems to change when 

children are included.45  What is it?  First we must set out the definition of a child.  The 

Oxford English Dictionary defines a child as either a boy or girl before the age of 

puberty.  Childhood has been viewed as being made up of different stages that have 

diachronic and geographical variations.  For the purposes of this work, a child is one who 

is below the age of full physical development and below the legal age of majority.  One 

of the Cypriot portraits, painted in the narthex of the church of St. John Lampadistis in 

Kalopanayiotis in the mid fifteenth century, puts this definition to the test because it 

shows two grown priests that are referred to as children.  The Greek term “ΤΕΚΝΟΝ,” 

used to describe the priests, could be interpreted as either male or female offspring and 

has the connotation of a spiritual relationship.46  To become a priest one had to be at least 

thirty years of age, and yet in this inscription they are called children.47  As a matter of 

                                                        
 
44 See Appendices A and B. 

 
45 Annemarie Weyl Car, communication, 25 March 2010. 

 
46 Judith Herrin, Alexander Kazhdan, and Anthony Cutler, “Childhood,” ODB, 

1:420. 
  
 47 Joan Mervyn Hussey, The Orthodox Church in the Byzantine Empire (Oxford: 
Clarendon Press, 1986), 329.  Canon 14 of the Quinisextum council (691 CE) said that a 
man, no matter how worthy could not be ordained a priest until after the age of thirty. 
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fact, only the father, Michael, is named in the inscription.  His position as domesticus and 

lay reader of the church and the description of the sons as the weekly priests at the church 

are elaborated on.  It is interesting that the sons’ names are not mentioned.  Obviously, 

they have achieved status in the community and, yet, the inscription is worded by placing 

more emphasis on Michael, the father, and on the adult priests as his sons, rather than in 

their own right.  His wife is also not mentioned by name.  Even though Michael is 

highlighted, the inclusion of Michael’s wife and sons in the inscription and 

accompanying image transforms it into a family portrait.  In the process it becomes more 

than just a record of a donation, but a record of family lineage. Michael’s identity as a 

father of two male offspring is asserted visually and textually. 

Historical evidence exists demonstrating that societies have, at times, not valued 

human life and specifically have not valued the lives of babies or children, in the way that 

we do today.  Infanticide has been openly and legally practiced in many societies to get 

rid of unwanted babies for economic or demographic reasons.48  In pre-Christian Roman 

society, it was up to the paterfamilias to decide which of the children born to him and his 

wife should survive.49  Sometime after the advent of Christianity, infanticide was 

outlawed in Christian countries, but people still practiced it on occasion, as noted from 

sermons.50  In his book, The Kindness of Strangers, John Boswell makes the distinction 

between infanticide and abandonment.  He notes that the abandonment of children was a 

                                                        
 

48 Shulamith Shahar, Childhood in the Middle Ages (London: Routledge, 1990), 
126-127. 
 

49 Shahar, Childhood in the Middle Ages, 127. 
 
50 Shahar, Childhood in the Middle Ages, 127. 
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typical family practice in the middle ages and that all classes of society carried it out.51   

He portrays abandonment as a more compassionate way of discarding children because 

there was a greater chance of survival for the children.  Oblation was the offering of a 

child to the service of the church and, during the middle ages, was an accepted form of 

abandonment.52  Boswell sees a shift in abandonment in the thirteenth century with the 

advent of foundling homes.  Within a century or so, all major European cities had such 

institutions.53  The tragedy of this solution was that the majority of children did not 

survive for more than a few years, once they were behind the walls of foundling homes.  

He laments that in Renaissance cities, “the infants disappeared quietly and efficiently 

through the revolving doors of state-run foundling homes, out of sight and mind, into 

social oblivion, or, more likely, death by disease.”54   

Ideas about children are not universal, but are historically specific, and so are 

legitimate subjects of study.  In order to explore how the introduction of children into a 

family portrait might change the dynamics or function of the portrait, it is important to 

look at some of the ways scholars have examined children and childhood in history.  

Scholars have advanced several lines of argument concerning the attitudes toward and the 

treatment of children.  Because this dissertation includes not only the later middle ages, 

                                                        
 
51 John Boswell, The Kindness of Strangers: The Abandonment of Children in 

Western Europe from Late Antiquity to the Renaissance (New York: Pantheon Books, 
1988), 256-257. 

 
52 Boswell, The Kindness of Strangers, 228-255. 

 
53 Boswell, The Kindness of Strangers, 431-433. 
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but also the early renaissance, it is important to present perceptions about children that 

were prevalent in both periods.   

Two common fallacies have been part of the historical scholarship of childhood in 

the middle ages.55  One was the proposal of Philippe Ariès that “there was no place for 

childhood in the medieval world.”56  It was his belief that an awareness of childhood as a 

distinct time in the human life cycle, and feelings of emotional attachment to children, 

did not occur until the seventeenth century.57  He also stated that as soon as children were 

no longer infants, they were dressed in the same clothes as adults of their social class.58 

Ariès approach to perceptions about childhood was that it had changed over time, so that 

the notion of childhood and the treatment of children was very different during the 

middle ages than it was in later periods.  During the 1970s several scholars continued in 

this mode of thought.59  By the early 1980s, however, the work of Linda Pollock 

challenged this discourse by demonstrating through primary resources that there was a 

                                                        
 

55 Danièle Alexandre-Bidon and Didier Lett, Children in the Middle Ages: Fifth –
Fifteenth Centuries (Notre Dame, Indiana: The University of Notre Dame Press, 1999), 
1-3. 

 
56 Philippe Ariès, Centuries of Childhood: A Social History of Family Life, trans. 

by Robert Baldick (New York: Knopf, 1962), 33.   
 
57 Ariès, Centuries of Childhood, 46-47. 
 
58 Ariès, Centuries of Childhood, 50. 

 
59 Hugh Cunningham, Children and Childhood in western Society since 1500 

(London: Longman Group Limited, 1995), 8-13.  Cunningham discusses the work of 
Lloyd de Mause, Edward Shorter and Lawrence Stone in this regard.  This mode of 
thought saw that the understanding and nature of childhood had improved over time so 
that children had a higher level of care as in more recent periods. 
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conception of childhood in the sixteenth century.60  She also pointed out that children 

required protection, and also that instances of parental grief over the course of centuries 

showed that parents did have feelings for their offspring. 

More recently, Shulamith Shahar asserted that in the middle ages there was a 

conception of childhood as a distinct category made up of several stages.61  Furthermore, 

she found evidence that parents were invested in their children, both emotionally and 

financially.62  She stressed there were universal aspects to stages of childhood.  Shahar 

used modern psychological theory of the stages in childhood to help distinguish features 

of each stage and used primary sources from the middle ages to show practices related to 

these stages.63  Hugh Cunningham has challenged earlier notions by historians that adults 

did not become fully invested emotionally in their children because child mortality was 

so high.64  Some recent studies have sought to construct a view of childhood from two 

different motivations, that of showing that children’s lives were as good in the past as 

they are now and, the other, that because of modernization they are not worse today than 

in a more idyllic past.65  These reconstructions of the history of childhood have often 

been motivated by the personal inclination of historians. 
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The other fallacy about attempting to uncover a history of childhood was the 

mistaken belief that there was little evidence in the sources about children and that it was 

difficult to reconstruct a record of childhood.66  Recent research has gathered momentum 

and children are being found in many places.67  The appearance of children on Cypriot 

donor portraits challenges the notion that there is little documentation of children, that 

children wore the same clothing as their parents and that parents were not invested 

emotionally or financially in their well-being.  Additionally, these portraits provide a 

source of information about changing attitudes toward children and the family during the 

Frankish and Venetian periods. 

For the time period that this dissertation covers, it is important to look at 

Byzantine, Frankish and Venetian thoughts on the subject.  In Byzantium the goal of 

marriage was procreation, and the birth of a child was eagerly anticipated.68  Michael 

Psellos’ (1018-1081?) letter to his grandson, while he was still an infant, expresses his 

hopes for the boy’s future and provides a glimpse into the inner feelings of a Byzantine 

aristocrat for a young child.  In the letter he describes his grandson as a “living pearl, the 

ornament of my soul” and advises him about his education.69  He urges him to “Respect 
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Becoming Byzantine (Washington, D. C.: Dumbarton Oaks Research Library and 
Collections, 2009), 3-4. 

 
66 Danièle Alexandre-Bidon, and Didier Lett, Children in the Middle Ages: Fifth–

Fifteenth Centuries, trans. by Jody Gladding, (Notre Dame, Indiana: The University of 
Notre Dame Press, 1999), 1. 
 

67 Alexandre-Bidon, and Lett, Children in the Middle Ages, vii. 
 

68 Herrin, Kazhdan, and Cutler, “Childhood,” ODB, 1:420-421. 
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your teachers and professors and above all adorn your soul with reason and literary 

studies.”70  He notes that it was in these ways he would be able to bring honor to his own 

descendants.71  In closing, he claims that it is “education and good sense” that brings the 

soul to fruition.72  Even in this early period, there is concern for the well being of the 

child and an interest in his education.   

Anna Komnena, in her account of her father’s reign, The Alexiad, notes the efforts 

of her father, Alexios I, on behalf of children who had lost their parents during his 

campaign of 1116 against the Turks.73  This record demonstrates that there was a system 

in place for orphans and thus at least suggests an interest in their care.  In Ann Moffatt’s 

discussion of the Byzantine child, she concludes that even though some practices may 

seem cruel today, children were seen as having potential and as requiring special 

attention.74   

But it is important to look critically at the evidence to see how it operated in 

reality.  In the case of foundling hospitals that were instituted during the Renaissance for 

unwanted children, one might believe that this was a humane way to deal with the 
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problem.  However, Boswell has shown that once these children were removed from 

society and placed behind the doors of the foundling hospital they were likely to die.   For 

instance, in the case of the Santa Maria degl’Innocenti home, by 1495 as many as nine 

hundred children were being placed there per year and the rate of mortality ranged from 

twenty-five to sixty percent with that amount tending to the higher number.75   

Philip of Novara (1195-1265), who served as a vassal to the Ibelin family, 

includes in his writings ideas on the way to navigate the four periods of a man’s life 

called Les quatre âges de l’homme.76  Some of his thoughts about childhood provide the 

conservative voice of Frankish thought on these matters.  He defines “anfance” as the 

first twenty years of life with “jouent, moien aage, and viellesce as the next three periods, 

each lasting twenty years.77  This line of thinking had its origins in the ancient world 

where, according to the Hippocratic school, life was divided into periods, each lasting 

seven years.78  Philip believed that, beginning at a very early age, children should be 

taught “obedience to God and his parents and love for his fellow men.”79  His description 

of these phases of life was accompanied by guidance in navigating the difficulties 

inherent to each segment of life.80  This recognition of the stages of life as posing their 
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own unique set of problems demonstrates that childhood was seen as separate from 

adulthood. 

One source of information for public and legal descriptions of children and their 

rights can be found in the Assizes, the code of law in force in the Lusignan Kingdom of 

Cyprus.  At least forty-seven articles of the Assizes pertain to children.81  One article 

decreed that if a man and wife separated, children who were under age four were to stay 

with their mother, and at age seven could live with their father if an agreement was 

reached.82  At the age of twelve the children could decide whether they wanted to live 

with their mother or their father.  This shows that during this period there was a 

consideration of the stages of a child’s life and what their needs and changing abilities 

might be.  At age thirteen boys and girls could marry.83  A son had majority when he was 

fifteen.84 

A source for the conception of the family for the Venetian period is the work of 

Giovanni Caldiera, a member of the Venetian humanist circle.85  He wrote that the 
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elements of the family include the “father (paterfamilias) the wife, children, servants, and 

domesticated animals.”86  This structure is an aristocratic one with the family portrayed 

as a social system in miniature.87  In Renaissance Venice, the visual display of family 

portraits that showed several generations became “an emblem of an aristocratic lifestyle” 

and a way to emphasize lineage.88  Ideals of the nobility were expressed in architecture, 

dress, objects and works of art.89  A painting of the birth of Caterina Cornaro, future 

queen of Cyprus, in Venice documents the lavish gifts brought to her mother for the 

momentous birth of a child and delivery of an heir (Fig. 1.1).90  Her mother is shown 

receiving these sumptuous presents on a bed, spread with silken sheets made with spun 

gold and silver.91  Even though this painting is a reconstruction of an event and has to do 

with a royal birth, it shows the importance of family lineage, even in the instance of the 

birth of a girl, which would not have been as significant as the birth of a male heir.  

Because Venetians had made up a part of the island population over many years and the 

Serene Republic became the official ruler in 1489, these ideas about the family were 

likely prevalent at least among the upper classes in Cyprus. 
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The aim in looking closely at these images is to observe the role of the family and 

how it is played out across Cypriot wall paintings and icons.  At the same time, it is 

important to guard against attaching our own ideas about the family or misconceptions 

about the period when reading these images.  Are there certain characteristics specific to 

the portrayal of children in these portraits?  How are they differentiated from adults?  If 

the range in age of offspring can include adults, are these phases differentiated?  Are 

there changes in the ways in which children and their families are portrayed under the 

various ruling powers?  What are some of the functions that these portraits may be 

fulfilling?  It is my hope that, by discussing families on Cyprus during the period outlined 

in this dissertation, we can give greater depth to ideas about parents and children in the 

Eastern Mediterranean. 

Recent Methodological Approaches 

 Progressive Byzantinists have lamented the sluggishness of fellow scholars to 

utilize the methodologies commonly applied to other periods of art.  One such call to 

arms was the papers by Robert Ousterhout and Robert Nelson on the marginalization of 

Byzantine art, that was presented at the 1992 CAA conference.92  Nelson’s paper 

explored the ways in which art history survey books have placed Byzantium in confusing 

and misleading places in the chronology of western art.  In response to these concerns 

about the nature of the field, great strides have been made in the last twenty years. They 

have focused on helping it to break away from paradigms of the past.  There have also 

been substantial efforts made to introduce Byzantium to a broader audience.  Since that 
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time, two major exhibitions have been held by the Metropolitan Museum of Art focusing 

on the Byzantine Empire and have helped to bring awareness of the field to a larger 

public.93 

 In terms of portraiture, scholarly attention has turned from an emphasis on the 

painter’s decisions in making portraits to the decisions made by the sitter in the act of 

posing.  Harry Berger Jr. in Fictions of the Pose, published in 2000, has shown that 

likeness can be complicated by the interpretation that a portrait is not only the production 

of the culture and the artist who painted it, but a construction by the sitter demonstrating 

how he or she wants to be viewed.94   

Recent exhibitions and publications covering portraiture have brought refreshing 

conceptualizations of this topic.  Technical studies are providing new ways of 

interpreting the material.  For instance, an exhibition at the Metropolitan Museum called 

“Set in Stone: The Face in Medieval Sculpture” undertook the seemingly impossible task 

of analyzing the identity construction of sculpted fragments of heads that had no bodies 

nor known place of origin.95  Remarkably, a scientific procedure called neutron activation 

analysis (NAA) was used to discover the location of medieval limestone quarries and 
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match it to sculptural fragments.96  By employing this method, for example, it established 

that the sculptural head of an apostle had originated at Notre-Dame rather than Sens 

Cathedral, as had been believed by some.97  Because the head was made of the same 

stone as the work in Notre-Dame and the fact that the cathedrals used two different 

quarries, the head can now be identified as being part of the program at Notre-Dame.  

Scientists and archaeologists have contributed to the field of history through important 

subjects of study, such as bioarcheaology, focused on Cyprus.  Recent skeletal analysis of 

remains found in medieval burial sites have suggested patterns of occupational stress 

indicating workers involved in textile production that has implications for our 

understanding of medieval labor practices.98 

It can also be profitable for medieval and Byzantine scholars to consider 

portraiture from periods other than their own to gain useful insights generated by 

questions of portrayal.  An unlikely candidate for this consideration across spatial and 

cultural boundaries is the 2008 exhibition “Recognize!  Hip Hop and Contemporary 

Portraiture” held at the National Portrait Gallery.99  The artist, Kehinde Wiley, heroicized 
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hip-hop artists in monumental paintings using the traditional language of western 

portraiture.100  As he has expressed it, he produced high-priced luxury portraits for 

wealthy consumers that appropriated such conventional identifying formulas as crests, 

heraldry, symbols, format (one image is a triptych), and patterns of Islamic design.  In a 

painting of Grandmaster Flash and the Furious Five, one of the young men carries a 

crosier, symbol of western or Orthodox ecclesiastical high office.  The ways in which 

these traditional conventions of power and status are used to construct the painted 

identities of contemporary, urban, black hip hop artists forces the viewer to cross 

boundaries of time and place.  As we shall see, Cypriot donor portraiture too, functions 

across myriad boundaries of societies.  

More recent Byzantine scholarship has been directed toward the use of newer 

methodologies to discuss issues.  For instance, Sharon Gerstel employed a gendered 

approach in a paper called “Female Sources of Piety.”101  In this article she assembled the 

data on the locations of the images of female saints within over seventy Greek churches 

and their possible connections to ritual.  She discovered that women were active 

participants in mourning and the service of the dead.  Therefore, she concluded that the 

presence of female portraits of saints in a certain location of the church might be a 

response to the rituals held there. 
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Another concern is the way that art historians have used terms such as “influence” 

to convey the impact of one culture on another in terms of visual experience.102  Nelson 

contends that this implies passive reception that does not allow for choices in inclusion 

and negation when it comes to decisions about what will be used in a work of art.  He 

suggests the term “appropriate,” to demonstrate an active choice about what will or will 

not be chosen to be included.  Annemarie Weyl Carr responded to this discussion in an 

article in which she built the case for using the term “correlative” when discussing the 

intersection of cultures during the crusades in Cyprus.103  The example she uses is a 

group of paintings surrounding the crusader painting of St. George commissioned by the 

donor Nikephorus, a horse trainer, in the southern narthex at the church of Panagia 

Phorbiotissa in Asinou.  There are two other donors in fresco panels adjacent to this 

painting, one of whom is a female donor dressed in typical Cypriot dress, expressing 

piety by standing upright with arms raised in the Orthodox manner of veneration.  The 

other is a Frankish female donor in a western pose of piety: kneeling on the ground with 

hands pressed together in prayer.  Carr proposes that the very fact that the donors in these 

paintings, existing side-by-side from different cultures, display devotion to St. George 

demonstrates correlative action. 

There is always the possibility that the perceived impression or interpretation of 

the constructed image, and the ideals it is thought to portray, may be in error.  Can we 
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really have a dependable gauge of accuracy for our interpretation of what is being 

expressed?   Scholars have struggled with the question of whether our reading of an 

image matches its concept.104  How accurate is the language we employ in our 

descriptions?  Even the vocabulary that we choose can have a methodological, 

chronological or personal bias. Today, we are the ones engaging with the image, yet one 

of the things as historians that we really want to know is how the contemporary audience 

interacted with the image.  To further problematize our endeavor, we should recognize 

that two people from the same time period and culture might see and experience images 

in very different ways.  At best, through an accumulation of material, image, textual and 

historical data, we can piece together some of the ways in which these paintings were 

most likely perceived by the local audience.  We must strive to eliminate assumptions, 

and errors in our readings of the data.  The use of identity politics strives to learn what 

the art can tell us about these issues, not what we might impose on it. 

Structure and Methodology 

This dissertation will use the paintings as a primary source and develop a 

methodological framework that centers on selected ways in which they might have 

functioned in the donors’ world.  West has provided a model for this type of exploration 

in her general study of portraiture that can be effectively applied to the Cypriot material.  

In her chapter on the functions of portraiture, she enumerates the various possible 

aesthetic, political and social reasons behind their construction.105  It is my belief that 
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these donor portraits operated on a number of levels.  In my approach to this topic, I will 

use West’s categories of portraiture as a framework within which to explore the unique 

conditions on Cyprus.  By using this method I will be able to touch upon some important 

ideas in the ways we read these portraits that have not previously been considered.  I do 

not want to devolve into an interpretive fantasy, but rather consider the possibilities, 

based on cultural conditions of the issues, which may have had an impact on the donors’ 

desire to be portrayed, and the ways in which they wanted that portrayal to be perceived 

by a local audience.  The six functions of portraiture listed by West include the portrait 

“as a work of art,” “ as biography,” “as a document,” “as a proxy and gift,” “as 

commemoration and memorial,” and, finally, “as a political tool.”106  West’s book is one 

of the most comprehensive introductions to portraiture and, though scholars of portraiture 

have delineated several variations of the functions of portraiture, I believe the categories 

West uses can very smartly be employed to tease out some of the levels in which these 

portraits operate. 

In order to consider these issues more manageably, a few portraits have been 

chosen to discuss these themes in detail.  These family portraits will be closely 

scrutinized and applications of portraiture theory will be applied to them.  I will not use 

all of the available visual material, but have selected examples that will provide the most 

fruitful exploration of the issues with which to consider the religious, social, political, 

familial and cultural conditions on Cyprus.  Because the portraits of donors on wall 

paintings can be viewed in their original settings, there is no lost provenance, thus 

providing the art historian with an accurate conception of place. The examples that will 
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be described in greater depth are those paintings that bear inscriptions proving 

conclusively that they are portraits of donors, not simply “supplicants.”  Inscriptions also 

provide the who, what, why, and when, in addition to the where that is already known.  In 

scrutinizing the wall paintings, we have the unusual privilege of seeing these portraits in 

the setting for which they were intended by the donors.  Other examples of donors in 

Cyprus will be used as comparisons to these main monuments to help explore the facets 

of certain details. 

In this examination of families on the island of Cyprus in the Byzantine, Lusignan 

and Venetian periods, I will be applying a methodological approach using functions of 

portraiture that may contribute to the broader body of work about children during the 

medieval and early Renaissance period.  Since little analysis has been done on these 

children’s portraits, I will contribute to our understanding of the idealized construction of 

children’s identities on Cyprus.  The portraits provide an interesting study of visually 

detectable changes that take place under these various socio-political regimes. 

It was only by the 1990s that the topic of children in the middle ages began to be 

covered with more regularity by scholars, notably in publications on the western middle 

ages.107  Few books have been written about childhood in Byzantium, but two recent 

publications have begun to build an account of children in Byzantine society and will 

serve as a basis for future explorations of the topic.108  One of the most recent books to 
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fill this void, Images of Children in Byzantium by Cecily Hennessy, examines images to 

provide evidence for our understanding of children’s lives.109  In her chapter on “Setting” 

she reviews the historiography of studies on children and childhood.  What is significant 

for art historians is that she uses works of art to probe ideas about children using a 

thematic approach.  I will attempt a similar method.  The other, more recent, addition to 

this field is Becoming Byzantine: Children and Childhood in Byzantium, based on a series 

of eight lectures given at the Dumbarton Oaks Spring Symposium in the spring of 2006 

on the children of Byzantium.110  It was in response to the call for more studies on 

children issued at this symposium that my own dissertation began to take shape. 

Margaret Mullet, Director of Byzantine Studies at Dumbarton Oaks, recently 

traced the historiographical roots of the use of gender studies as a methodological 

approach to Byzantium, at the 2009 Byzantine Studies Conference.111  Her paper was in 
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honor of the legacy of Angleiki Laiou and her groundbreaking work introducing studies 

about women in Byzantium.  Mullett described the evolution of feminist and gender 

methodologies and pointed out that the latest work has been directed toward examination 

of family relations and households.  It is my hope that this localized study of the 

construction of family identity on Cyprus that begins in the Byzantine period and 

continues through the Venetian occupation will add to this discourse. 

Historiography of Cyprus 

 The island of Cyprus is particularly abundant in surviving donor portraits in wall 

paintings and icons from the medieval and Renaissance periods, providing an excellent 

opportunity to study Cypriot families.  The earliest historiographic work on Cypriot 

donor portraits in wall paintings and icons has included cataloguing and the consideration 

of style, iconography and patronage.112  Andreas and Judith Stylianou, distinguished 

scholars of medieval and Byzantine Cyprus, have been credited with the earliest studies 
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on donor portraiture and their inscriptions.113  One of their seminal achievements has 

been the exhaustive cataloguing and description of Cypriot wall paintings in several 

editions of a comprehensive handbook.114 

 The various interests of scholars, the changes in scholarship itself and 

contemporary political history on the island have driven the discussion of the art of 

Cyprus in diverse directions.  The Turkish invasion of Cyprus in 1974 generated a 

substantial increase in the number of publications about surviving monuments, partially 

in response to the destruction of churches and their art.115  The art of middle Byzantine 

Cyprus has often been evaluated in terms of its stylistic relationship to art produced in 

Constantinople.116  At the core of this issue has been the question of whether the art is 

disseminating from the metropolitan center of Constantinople, or whether there is some 

type of reciprocity between the distant regions of the empire.  This discussion has often 

been represented as a dichotomy between the ‘good’ art of the center of the empire and 
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the ‘less good’ art of the provinces.117  Notably, Doula Mouriki’s studies of the 

iconography in wall paintings and icons of medieval Cyprus fostered the discussion of 

“regional schools” in the art of Byzantium.118   

Medieval Cypriot material has frequently been viewed through the lens of the 

crusades with Cyprus portrayed as a convenient stopping place, the recipient of 

migrations of crusaders fleeing the fall of the Holy Land and as a principal player in the 

art of the Crusades.119  Scholars now question whether this material can even be 

classified using the term “crusader.”120  The work of David Jacoby has spurred on the 

dialogue about the social and economic histories of the Levant, probing the contacts, 

                                                        
 

117 John Lowden, review of Art of Empire: Painting and Architecture of the 
Byzantine Periphery, by Annabel Jane Wharton, The Burlington Magazine, Vol. 131, No. 
1035 (June 1989): 425. 
 

118 Doula Mouriki, “Thirteenth-Century Icon Painting in Cyprus,” The Griffon 
Nos. 1-2 (1985-86): 9-112.  For Mouriki’s other publications that include discussion of 
the Cypriot material see Doula Mouriki, “The Wall Paintings of the Church of the 
Panagia at Moutoullas, Cyprus,” in Byzanz und der Westen.  Studiean Zur Kunst de 
eurpäischen Mittelalters (Vienna, 1984): 71-213 and Doula Mouriki, “Stylistic Trends in 
Monumental Painting of Greece during the Eleventh and Twelfth Centuries,” DOP 34-35 
(1980-81): 77-124.  For studies in Mouriki’s memory see Nancy Patterson Ševčenko and 
Christopher Moss, eds., Medieval Cyprus (Princeton, N. J.: Princeton University Press, 
1999).   
 

119 Jaroslav Folda, “Crusader Art in the Kingdom of Cyprus, c. 1275-1291: 
Reflections on the State of the Questions,” in Cyprus and the Crusades (Nicosia: Cyprus 
Research Centre in collaboration with the Society for the Study of the Crusades and the 
Latin East, 1995), 209-237; Jaroslav Folda, “The Saint Marina Icon: Maniera Cypria, 
Lingua Franca or Crusader Art?” in Four Icons in the Menil Collection (Austin Texas: 
University of Texas, 1992), 106-132.  See also Kurt Weitzmann, “Crusader Icons and 
Maniera Greca,” in Byzanz und der Westen Osterreichischen Akademie der 
Wissenschaften (Vienna, 1984), 143-170 and Kurt Weitzmann, “Icon Painting in the 
Crusader Kingdom,” DOP 20 (1966): 49-83. 
 

120 Annemarie Weyl Carr, “Perspectives on Visual Culture in Early Lusignan 
Cyprus,” in Archaeology and the Crusades (Athens: Pierides Foundation, 2007), 83-110. 



 39

commercial exchanges and migrations within the eastern Mediterranean.121  Peter 

Edbury’s 1998 assessment of the state of research on the Lusignan and Venetian periods 

on Cyprus provides a helpful gauge to evaluate the direction of scholarship since that 

time.122  The past ten years has seen an explosion in publication of archival material, 

topics and dissertations that add to the story of the island, providing a rich source of 

material in which to expand this discourse.123 

 A series of volumes on the history of Cyprus, published in Greek by the 

Archbishop Makarios III Foundation, include two volumes with articles on the medieval 

and Venetian periods.124  Recent archaeological findings and their publication have 
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opened new doors for exploration.125  Because of the useful foundation of this research, 

along with new translations and publications of archival material about Cyprus, it is now 

possible to develop more nuanced readings than have been undertaken in the past.126  

Cypriot scholar Carr has most notably advanced discussions of wall painting, icons and 

manuscripts applying newer art historical methods to explore their functions and 

significance.127  However, Byzantinists such as Weyl Carr have usually ended their study 

with the traditional end of the Byzantine Empire in 1453.128  Christoforaki’s dissertation 

on church patronage and donors stretched the chronological study of the Cypriot material 

to the ending of the Lusignan dynasty in 1489.129  Because of this chronological 
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demarcation, there is a gap in the study of donor portraiture on Cyprus, particularly 

during the Venetian period. 

 It is perplexing that even though there are so many surviving icons from the 

fifteenth and sixteenth centuries, few scholars have examined this body of material 

contextually as a whole.130  Not all of the icons include inscriptions, and their original 

locations are often a mystery.  Eliades, notes that it is important to remember that even 

though the icons may be ascribed to a certain church when they were taken to the 

museum, this may not be their original provenance.131  In 1931, Georgios Soteriou 

proposed that, in order to protect abandoned churches, portable objects such as icons 

should be collected at the Archbishopric, in the Office for the Collection and 

Maintenance of the Byzantine Monuments.132  A group of 112 icons were collected at the 

church of the Phaneromeni in Nicosia in 1936.133  The Trésors de Chypre exhibition, held 

in Paris in 1967, showcased forty-eight of these icons.134  The book, published in 

conjunction with this exhibition, placed the sixteenth century icons under Frankish rule, 
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which was extended to 1571.135  The Venetian hegemony was completely omitted in the 

book’s outline of the chronology of the icons.  This is an example of the pervasive 

disregard of this period by early scholars.  Athanasius Papageorghiou, specialist on 

Cypriot icons, who devoted decades to the recovery of the icons of Cyprus, was 

instrumental in having the donor portraits were taken to the Byzantine Museum.136  

Scholars have used the donor icons for specialized discussions but have not examined 

them as a group. 

 Dissertations that include Cyprus have grown substantially since the 1970s and 

have covered such issues as Byzantine Cyprus, monumental painting, the Lusignan 

period, Venetian rule, Italo-Byzantine wall painting, the icons, Franks, Greeks, Nicosia, 

the archeology of Cyprus and, most recently, the material culture of Cyprus.137  Scholars, 

such as Stella Frigerio-Zeniou, have specialized in the later Italo-Byzantine Cypriot 
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material and the Venetian period, but have not necessarily focused on the donors as a 

family unit.138  Miltiadis Garidis has traversed this time period, discussing Cypriot mural 

painting from the fall of Byzantium to the end of the sixteenth century.139  Garidis’ 

valuable study is largely an analysis of style as it relates to Byzantine art and provides 

comparison to those countries that were former provinces of the empire, now under 

foreign domination.   

 The abstracts of papers presented in 2008 at the Fourth International Cyprological 

Congress held in Nicosia indicate how progressive analysis of the Cypriot material has 

become.140  Questions on the way art functions within a culture were addressed in several 

papers.  For instance, Justine Andrews explored the construction of identity in two 

cathedrals, St. Sophia in Nicosia and St. Nicholas in Famagusta.  Her thesis emphasized 

the ways in which the churches may have been shaped in their function as coronations 

sites and as a response to the public memory of the congregants.141  Michele Bacci 
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probed pilgrim’s accounts of viewing the holy relics and sites while they traveled in 

Cyprus for evidence that Famagusta was shaped as the new “Holy Land.”142  With the fall 

of Acre, and access limited to the sites in Syria-Palestine, Bacci said that Cyprus became 

a popular place of pilgrimage.  The economic implications for churches that housed relics 

and their subsequent patronage is an important consideration for interpretation of donor 

portraits and is just one of many ways of understanding the material. 

 On the surface, Cypriot family portraits may mainly be seen as pious expressions 

of the donors’ desires to be prayed for in perpetuity.  However, I believe that these 

portraits are packed with multi-layered intentions that can be detected through such visual 

elements as the setting for the portrait, the construction of the individual panel, the 

clothing the donors wear, their position on the wall painting or panel and additional 

attributes or accessories that may be included within the image.  This dissertation is an 

attempt to expand the boundaries within which we think about donor portraiture on 

Cyprus.  In so doing I will change the nature of the inquiry to yield a different type of 

interpretation.   
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CHAPTER 2 
THE PORTRAIT AS A W ORK OF ART 

 
Is it important for the art historian to assess the aesthetic quality of the art?   A 

task frequently assigned in art history classes is to visit a museum and analyze the style of 

a work of art.  This entails an evaluation and a formal analysis of the visual construction 

of the painting.  During the twentieth century, art historians became increasingly wary of 

judgments of “beauty,” according to Ivan Gaskell.143  When making evaluative 

judgments about art, there is a hidden danger for misconceptions.  If it is true that our 

own backgrounds shape our values, an assessment often tells more about the reviewer 

than the work being reviewed. Twentieth-century modernism engendered distrust in the 

idea of the beautiful and yet, Gaskell has concluded that aesthetic evaluation is finding a 

place again in art historical practice.144  Might this type of analysis be of benefit to 

determine the decisions a donor may have made in constructing a portrait and its 

placement within the thematic program of a painted church?  

One way to consider a portrait’s value as a work of art is the way the portrait has 

been integrated within the composition of the painting program and the significance of its 

location in the church.  For the purposes of this dissertation, rather than the beauty or 

quality of the work, we might more effectively pose another question related to its value 

and to the intentions of the donors.  How well thought-out or successful is the 

construction of the portrait within the larger painting or panel and how does its placement 

impact its effectiveness?   
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In Cypriot churches, portraits may be incorporated within a holy setting in the 

church’s program of decoration.  More often than not, in the wall paintings, the portraits 

are somewhat self-contained with a subtle connection to the holy subjects around them.  

Donor subjects may be shown to raise a model of the church symbolizing their donation, 

but they are not specifically painted within standard religious narrative scenes.  In this 

instance they do not occupy the same holy space.  In icons, donors more frequently 

appear within a conventional holy image, especially in the icons of fifteenth and 

sixteenth-century Cyprus.  When donors do appear within a holy picture, what is the 

significance of the scene they choose?  

The only composition that donors have appeared in more than once in Cypriot 

wall paintings is under the sign of the Deësis.  The Deësis is a visual map of the most 

effective route to forgiveness from sin, through the intercession of the Virgin Mary and 

John the Baptist with Christ.  Typically, the Deësis trio stands alone, and the viewers take 

the role of petitioners.  Because of the intercessory nature of the subject, it is a 

particularly appropriate theme in which to include donors.  Neophytos, a monastic saint 

who lived in a cave near Paphos during the late twelfth century, had himself included in a 

Deësis as part of the painting program for his Enkleistra (Fig. 2.1).  During the Venetian 

period, the Zacharia family chose to be portrayed within this same scene at the Church of 

Panagia Theotokos in Galata, dated 1514 (Fig. 2.2). 

Located roughly fifty miles away from the Enkleistra, the portrait of the Zacharia 

family was painted three centuries later and is the only other donor portrait within a 

Deësis that we have in the surviving material.  It is very possible that the family was 

aware of Neophytos’ portrait in just such a scene when they made the decision to use this 
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setting for their own portrait.  The records indicate that another monk called Neophytos 

had the paintings in the Enkleistra restored in 1503, the same time the katholikon seems 

to have been built near the cave complex.145  Because we have a firm dating of 1514 for 

the painting of the Zacharia foundation, news of this restoration and building program 

would likely have been circulating among artists and it is entirely possible that Polos, 

Madelena, and their children had either visited the cell, which had become a shrine to 

Neophytos, or had heard about the painting.  We know that, as a place of pilgrimage, the 

paintings in the Enkleistra would have been known to the upper strata of the island 

beyond the region of Paphos.  His tomb there had been the site of many miracles, 

according to fifteenth-century Cypriot chronicler, Leontios Makhairas.146  The monastery 

prospered under Lusginan rule and its prosperity continued during the Venetian 

occupation, the era of the Galata portrait.147 

In order to understand decisions that were made in the construction of the 

Zacharia family donor portrait, I offer a comparison between their Deësis scene and that 

of Neophytos, painted nearly three centuries earlier in 1183.  It is important in this 

attempt to bring into the discussion the enduring Byzantine tradition of Cyprus preceding 

the painting of the Enkleistra.  This background will also provide a framework in which 

to understand portraits of ensuing periods, which will be discussed later. 
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The island had been under Byzantine control since emperor Nicephorus Phocas 

re-occupied it in 965, after several centuries of Arab raids.148  As part of the empire, 

Cyprus was both Greek-speaking and Orthodox.  After the fall of Jerusalem in the First 

Crusade in 1099, Cyprus became the headquarters for the Byzantine fleet.149  In addition 

to its strategic location for military operations, it was also a site of prosperous 

commercial activity.  By the twelfth century, the number of pilgrims stopping en route to 

the Holy Land had multiplied on Cyprus, which was within a day’s sail to Palestine.150  

Annabel Jane Wharton notes a change in the type of ecclesiastical structures 

founded by patrons after the reintegration with the empire in the tenth century.151  Most 

of the surviving churches from this period are small monastic chapels or oratories located 

in the Troodos and Kyrenia mountains and were privately established by a single 

individual or family.152  This building activity corresponds to the increasing Byzantine 

military presence on the island.153  Cyril Mango and Ernest Hawkins assert that under the 

reign of Alexios I Komnenos (1081-1118) there was an influx of “good” artists to 

Cyprus, some of whom may have been from Constantinople.154  The sources of artistic 
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patronage included the emperor and local dignitaries.155  Carr relates that there is an 

“explosion” of artistic patronage between 1099 and the conquest of the island by the 

Richard the Lionheart in 1191.156  This is the time frame within which the painting of the 

Enkleistra occurred.  Barely ten years after the painting of the Enkleistra, the island came 

under Frankish rule.   

Near the end of Byzantine rule, the monk Neophytos began his career on Cyprus.  

After serving as a monk at the Monastery of St. Chrysostomos, Neophytos left to pursue 

the life of an anchorite.  At twenty-five, he found a cave north of Paphos and began to 

carve out his hermitage in an effort to renounce the world and live in solitude.157  In 

1183, the painter Theodore Apseudes, executed a cycle of paintings there.158  Neophytos 

was portrayed two, possibly three times within the Enkleistra.159  One of those portraits is 

integrated in a large Deësis scene of Christ enthroned.  In the Deësis wall painting, he had 

his portrait inserted within the image, perpetually requesting intercession.  A comparison 

of this portrait with another portrait of him in an Ascension scene credibly supports the 
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assertion that his portrait was life-like.160  Catia Galatariotou believes that Neophytos can 

be credited with the conception of the subject matter and its pictorial arrangement 

because the artist was a “conventional Byzantine painter” and only Neophytos could have 

conceived the out-of-the-ordinary scenes.161  She has shown that Neophytos was 

motivated by the idea of self-sanctification and used visual tools to assist him in 

achieving this goal.162  The image invites the devoted audience of his followers to pray 

for him in perpetuity.  

Because both sets of donors chose the same scene, the configuration used by 

Neophytos in his Deësis portrait provides a model for comparison to the Zacharia 

family’s choices at the Church of Panagia Theotokos.  Mango and Hawkins detected 

evidence of extensive alteration in the Neophytos painting, but no major differences in 

the overall layout of the design.163  One obvious difference between the two images is 

their size and scale in proportion to their settings.  The Deësis scene in the Enkleistra is 

located in the private cell of the hermit monk, to the north of the cave room that was the 

sanctuary.  Upon entering the cell from the sanctuary, the painting is directly in front of 

the viewer.  The audience for the painting during this period would have been limited 

because there was no door to the cell from the outside as there is today.164  This means 
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that only those who were permitted in the sanctuary might have had access to the room.  

Male monks or priests would be the only ones who would have been allowed.  During 

Neophytos’ lifetime, these were his private quarters, so he would have been the most 

frequent viewer.  Perhaps he commissioned this scene to be a constant reminder of the 

nature of his submission and ascetic practice as expressed in his typikon.165  Scholars 

have pondered Neophytos’ motives in having his painting included in this space.  Carr 

recently posed the question, was he painting this for his own contemplation, or in 

anticipation of the tomb becoming a cult site?166  

The large size of the Deësis panel containing Neophytos, a height of around 1.94 

m. and a width of 1.46 m., overwhelms the viewer standing in his tiny cell.167  It takes up 

most of the space on the north wall and, due to the size of the room, the viewer cannot 

back up far enough to take it all in.  The painting is located just above a stone table 

jutting from the wall of the cave that Neophytos used for a desk (Fig. 2.3).  To the right 

of the table he carved his tomb into the wall.168  In this manner his living quarters were 

combined with his eventual burial site so that, according to scholars, Neophytos had 
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“built a monument to himself.”169   We could be misled, thinking that the scale of the 

image is out of proportion in the cell due to Neophytos’ self-aggrandizement, but it could 

also be a result of the challenges posed by the available wall spaces in the cave.170  

Whether the size is due to the use of existing templates or an explicit decision by 

Neophytos, the effect is that of witnessing the looming majesty of the holy figures in 

contrast to the humility of the monk in monastic garb bowing in proskynesis at their feet.   

The vertical composition of the Neophytos Deësis scene, a height that is one third 

taller than it is wide, and its location on the upper part of the wall directs the viewer to 

look up to take in the scene.  In addition to the size, as just mentioned, the vertical 

element contributes to the authority of the holy figures within the image.  The fact that 

the viewer has to look up emphasizes its monumentality.  That and the verticality of the 

standing figures emphasize the dominance of the composition.  

In addition to the consideration of scale, proportion and verticality, there are other 

features of composition that need to be addressed.  For instance, how do the figures in 

these portraits operate in relation to the holy figures?  What type of hierarchical strategy 

is employed?  And, what are the ways in which our eyes are directed through the 

painting?  At the Enkleistra, the figures appear to be life-size and Neophytos kneels in 

proskynesis at the foot of Christ’s throne.  This type of donor veneration has been noted 
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as a posture used in the middle Byzantine period.171  His head, shoulder and hands 

overlap a part of the throne and cushion upon which Christ’s feet rest and his hands grasp 

the right foot of Christ.172  Neophytos has much more intrusively inserted his figure into 

the holy space than we shall see in the Galata portrait.  His crouching figure is located to 

the dexter or more auspicious side of Christ (our left).  The image of Christ is frontal, 

staring straight out to the viewer and, in this setting, would be towards the sanctuary 

located beyond the door behind the viewer.  This image faces a Crucifixion scene on the 

opposite wall, so Christ could also be said to be gazing towards his sacrifice on the cross.  

In scenes of the Deësis, Mary and John’s head are normally bowed in the 

presence of Christ as they request intercession for the supplicant, as is the case here. 

Interestingly, in this painting, both pairs of eyes are staring down toward the figure of 

Neophytos in proskynesis.  This sight line draws the attention to Neophytos, as does the 

oblique angle of his figure to the left of the painting.  The lone note of asymmetry, in this 

otherwise rigidly balanced composition, serves to bring movement and emphasis to his 

figure.  This, along with the fact that the kneeling Neophytos is at eye-level, effectively 

draws the viewer’s attention to him and the inscription he kneels beside, centered under 

Christ’s feet.  I will not address the inscription in this discussion because implications of 

the use of inscriptions will be covered in another chapter as part of the documentary 

character of portraits.  For the purposes of our discussion of the painting as a work of art, 
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I will pay attention to issues of aesthetics and design.  In this case, the sight lines 

effectively draw the viewer’s eyes to the inscription and emphasize its importance.   

It is difficult to make an assessment about the use of color of the Neophytos 

painting due to the extensive restoration noted by Mango and Hawkins.173  The 

background of the painting and the Virgin Mary’s dress are in a brilliant blue.  Gold is 

used liberally in the haloes, Christ’s clothing, his throne and the trim and some details of 

Mary’s maphorion.  The use of blue and gold paint might indicate the expense of the 

paintings, but it is hard to tell if these paints were from the 1183 painting or its later 

restoration.  Since Mango and Hawkins say that it is the newer al secco paint that has 

flaked off, I would tend to think the remaining blue and gold paint are part of the original 

decoration.174  Because it was the bishop of Paphos, Basil Kinnamos, who encouraged 

Neophytos to found the Enkleistra as a monastery, it has been suggested that he may have 

provided the funds for the expensive painting decoration.175  

 The image of the Zacharia family is located over the northern door of the small 

church of Panagia Theotokos (Fig. 2.4).  The Stylianous have suggested that it must have 

been the family chapel located on their fief.176  The panel is approximately half the height 

of the Neophytos panel.  It can be comfortably viewed from most positions within the 
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chapel.  Originally, there were three doors leading into the church.  Today only two of 

these remain, one in the center of the western entrance and the one on the north side 

beneath the Deësis scene with the Zacharia family.  The third, blocked in the twentieth 

century, was in the south wall.177  A wooden partition once existed in the western end of 

the church, as is indicated by wooden elements that are preserved on the walls and floor.  

This seems to have created a space at the west end of the church that was set apart for 

women (Fig. 2.5).178  The pilgrim John Locke, who visited Cyprus in 1553 en route to 

Jerusalem, records proof of this custom.  He attended an Orthodox Church noting, “Their 

women are always separated from the men, and generally they are in the lower end of the 

church.”179  Women would therefore have entered by the western door, but it is not clear 

whether they might have been allowed in the naos or would have been able to see the 

portrait from where they stood in the western end of the church, especially if there was a 

partition.  The southern portal faced the nearby town of Galata, located south of the 

church on the main road, and it seems most likely that men used this convenient 

entrance.180  It is clearly shown on the model of the church that Polos holds.  Before the 

1949 renovation, the Deësis scene including the donors would have been the first image 
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in front of the viewer entering by the south door.  Sunlight entering by this south door 

would have illuminated the donors on the north wall.  Entering from the southern door 

provided the men with a direct view of the Deësis and the Zacharia family, and indicates 

that they were the intended, privileged mortal audience for the image.181 

Now that we have discussed the size, and scale in proportion to the setting and its 

location within the church, it is time to turn to the composition itself.  The family group is 

placed below the figures of the Deësis with the women located to the left of Christ and 

the men located on the right side of Christ, the more favored side, to which the painting 

of Neophytos conforms.  The figure of Polos, the father, kneels at the feet of the Virgin 

Mary covering most of the lower portion of her figure.  She holds an unfurled scroll 

petitioning for the salvation of the family.  The oldest daughter is in front of John 

Prodromos and her head overlaps the lower edge of his robe. Whereas, Neophytos is 

grasping Christ’s foot, here none of the family members are in physical contact with the 

figure of Christ.  The Zacharia family has chosen to more modestly place their family 

within this scene by placing themselves below the enthroned Christ and separating 

themselves from his figure with the inscription that is centered within the image. 

 Compositionally, the figures’ actions and gestures in the Zacharia portrait create a 

circular movement.  In the upper portion of the scene containing the holy figures, John, at 

our right, looks toward Christ.  When we follow the direction of his gaze we are directed 

to and then beyond the image of Christ, helped by the arched curve of the throne, to the 

figure of Mary.  She points down to the kneeling donor Polos Zacharia and his young son 
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who look toward the center of the inscription panel.  There the viewer’s eyes pause to 

take in the words of the inscription.  Continuing to the right of the inscription, one is 

redirected back to the inscription by the stance and gaze of the mother and three girls.  

The text invites us to remember the pious donations of two generations of the family.  

Whereas, the Virgin Mary and St. John Prodromos look down toward Neophytos in his 

version of this supplication scene, here they look toward Christ.  

 The upright kneeling poses of the family, with hands clasped, visually underscore 

their devotion and, as opposed to Neophytos’ Byzantine mode of veneration, are in the 

western position for prayer.  The spiritual intensity of the family portrait is heightened by 

its location in the presence of the holy figures.  Christ sits frontally and blesses them 

while they pray.  His eyes are directed to our right, towards the east wall.  In the space of 

this church, Christ is looking in the direction of the sanctuary, the place of sacrifice and 

redemption.  In this way, as Nelson has explained, the icon participates in three-

dimensional space and also church ritual, drawing the viewer into the drama of the 

salvation.182  The text and image enable three generations of this family to continue to 

participate with the worshipping community.  The intended audiences of these donor 

portraits include Christ and the local population, through time.183 

 The Zacharia family has situated themselves in a symmetrically balanced scene, 

which has been noted as one of the characteristics of Renaissance paintings.  The holy 
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figures in the upper region serve as a counterpoint to the mortal figures in the lower 

region of the painting.  In the lower portion of the image with the family figures, the 

males have been placed on the left and the females on the right, creating a balanced 

composition as to gender.  The symmetry between the holy figures and the Zacharia 

family and in the lower portion between the human sexes creates a sense of harmony.  As 

noted before, the males have been placed on the favored side of Christ, his right.  The 

children are proportionately smaller than the adults.   

 This gendered placement corresponds to the structure of the family in Venetian 

society in the fifteenth century.  It is important to remember that this painting was 

commissioned during the Venetian occupation and much of the upper strata of society 

had connections to Venice.  The Zacharia family in many ways mirrors the conception of 

the family in Venetian humanist writings of the late fifteenth century.  Caldiera’s De 

veneta iconomia parallels the organization of the family to that of the Venetian state.  The 

father is the ruler, the mother is subordinate to him and the children are subordinate to 

both of them.184  They see the family as a prerequisite to the pater familias’ success in 

politics.185  Another Italian humanist, Francesco Barbaro wrote in De re uxoria that the 

primary goal in noble marriage was to produce descendants prepared to meet the political 

responsibilities of ruling society.186   The importance of the family as a microcosm of 

societal structure and an entrée to political life as practiced in the Venetian state is 
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solidified in the balanced, ordered, gendered construction of this portrait of the Zacharia 

family. 

The artist has effectively used color to contrast or highlight certain aspects of this 

painting.  The figures, both holy and human, have been situated on a light green color 

field with a high horizon line so that the golden, haloed heads of Christ, Mary and John 

are set off by a dark blue upper background.  The choice of these background hues sets 

off the colorful clothing of the figures.  The Palaiologan style used to paint the holy 

figures is in contrast to the family members who are painted in a Renaissance mode using 

perspective, foreshortening and chiaroscuro.  The father dressed in black and his little son 

dressed in white serve as a foil to the rich colors and luxury of the fabrics worn by the 

mother and her daughters.   

In considering the donor portrait as a work of art, not only do we assess the 

decisions that may have been made by the people who commissioned them, but we learn 

something about the artist who portrays them.  What are the skills of the artist?  Has he 

been trained within a certain repertoire of subjects and styles?187  What is the artist’s 

conception of the task?  These are difficult questions to answer for wall paintings on 

Cyprus, because there is little archival information on workshops or the training of artists.  

Some scholars have used clothing and artistic content to help attribute paintings to a 

specific artist or workshop.  Frigerio-Zeniou has used this method in her consideration of 

the sixteenth-century painter Tzenios Pretoris who she described as an accomplished 

portraitist.188  She was particularly interested in analyzing his way of drawing certain 
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traits and the way in which he modeled the faces of the donors he painted to attribute 

other works to him.189  This type of analysis may profitably provide more answers about 

the workshops on the island.  The absence of documentation, relatively small size of the 

portraits, significant “restorations” and the lack of artists’ signatures make this a difficult 

venture, which will not be attempted in this dissertation. 

One of the issues facing the patron of a painted portrait is the quality of the artist 

they hire.  Both donors chose artists who were important and active on the island during 

their respective time periods.  We are fortunate they have signed their works.  In the case 

of Neolphytos, Mango and Hawkins suggest that the bishop, Basil Kinnamos, aided him 

in acquiring the services of a “decent” painter to decorate the Enkleistra.190  It has been 

suggested that the artist, Theodore Apseudes, went on to produce the elegant work at the 

Church of the Panagia tou Arakos at Lagoudera.191   

Another way that art historians have explored the artist’s background is based on 

an examination of the style of the painting.  The Stylianous have described the work of 

Apseudes at the Enkleistra as the classicizing “court” style.192  Wharton has said that the 

delicacy of the figures remind her of miniature painting and that the “attenuated figures 
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are lyrically unsubstantial.”193  Mango and Hawkins have classified it as neoclassical.”194 

Mouriki has described Apseudes’ work as “a more manneristic and dry technique” within 

a “rococo” style. 195   Otto Demus suggested the style should more appropriately be 

termed as “art nouveau” because of its “flowing quality” and the fact that it was produced 

at the end of the twelfth century, as Art Nouveau was produced at the end of the 

nineteenth century.196  The appropriation of art historical terms from the nineteenth 

century for Byzantine art at the end of the Komnenian period (1081-1185) is confusing, 

and the benefit of its use in this evaluation of Neophytos’ intentions will therefore not be 

pursued.  This type of commentary may be a fruitful exploration of the artist’s 

background and training and might help historians to detect a specific artist’s unsigned 

work.  But I do not think it necessarily plays an important role in our assessment of the 

donors’ decision.  They chose artists they could afford with a good reputation and 

presence on the island.  The subjective quality of this type of analysis is one of the 

reasons that today the emphasis has shifted from a discussion of aesthetic qualities to 

explorations of “visual studies,” “cultural studies,” or “material culture.”197  

We know the name of the artist of the painting at Panagia Theotokos, because he 

inserted the words “Hand of Symeon Axenti” at the end of the inscription in the center of 
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the portrait.198  Axenti’s name also appears with the paintings in the Church of St. 

Sozomenus in the village of Galata.199  The painting in that church was completed in 

1513 and, in the inscription, contained the names of a group of village donors, but there 

was no portrait included.  The years from 1513-1514 must have been very busy for 

Axenti, because he also signed his name in the paintings of the sanctuary in the cemetery 

chapel of Agia Paraskevi midway between Kakopetria and Galata.200  Because of his 

intensive activity in their vicinity, the Zacharias family would certainly have been aware 

of the local artist and his work.   

Axenti’s work has been described as mainly conforming to the late Palaiologan 

style. 201  Some of the Palaiologan features include the outline of the body underneath the 

garments, brightly colored clothing, the geometric treatment of the drapery, and white 

highlights on the faces and garments.  Carr has noted his use of the western iconographic 

elements in other areas of the Church of Panagia Theotokos, such as the Resurrection 

scene with Christ stepping out of sarcophagus, in addition to the Byzantine Anastasis in 

the program.202  She suggests that he may have studied with Philip Goul, an earlier Syrian 
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painter on the island, who used Italian techniques.203  Italian characteristics can be seen in 

the use of perspective in the architecture, realistic detail and modeling.  There is a 

definite contrast between the linear highlights used within the holy figures and the 

modeled, detailed treatment of the clothing on the figures of the family, which the 

Stylianous say characterize his skill as a “master painter.”204  It has been thought that the 

artist used several different types of models for his program at the Church of Panagia 

Theotokos.  The Byzantine tradition is shown in the painting program and Palaiologan 

style.  Italian iconography, Renaissance painting techniques and regional characteristics 

are also evident.  Of the three churches signed by Axenti in and near Galata, the Church 

of the Panagia Theotokos is the only one that contains a family portrait.  By inserting 

their family portrait into the painting program of the church, the donation suggests the 

Zacharia’s high status and that it was a family chapel.   

Let us assess the ways in which these different donors have conveyed their 

intentions.  To return to the question raised at the beginning of this chapter, how well 

thought-out or successful is their construction of identity within the painting and how 

does its placement impact its effectiveness?  Neophytos has portrayed himself in his 

simple habit, prostrate at the foot of Christ.  This image appears within the cell in which 

he secluded himself from the world, which was to include his body not only during his 

life but also after his death.  Galatariotou asserts that Neophytos came to believe that he 

was a saint and the combination of his paintings, actions and writings contributed to this 

                                                        
 
203 Carr, “Byzantine and Italians on Cyprus,” 339-357; 343-344. 
 
204 Stylianou and Stylianou, The Painted Churches, 90. 
 



 64

process.  It is not entirely clear whether the focus on his devotion and salvation was very 

personal and single-minded or whether it was staged for followers.205  In this image, 

Christ’s hand is raised in blessing over Neophytos’ kneeling figure asserting that his 

prayer of supplication, as voiced in the inscription, has been answered.  His form of 

expressing veneration is rooted in Byzantine tradition.  The sight lines in the Neophytos 

portrait operate in a continual up-and-down movement between his body and that of the 

holy figures above him, emphasizing this singular, exclusive route to salvation.  This gift 

is made all the more significant through the vertical, monumental, linear images of Christ 

and the holy figures.  This strategy of hierarchy places an emphasis on the humble, 

kneeling, hunched-over figure of Neophytos at the very footstool of an enthroned Christ.  

Rather than appealing to the Virgin Mary and John the Baptist as intercessors for him, 

Neophytos makes his appeal directly to Christ by seeming to touch his foot.  This is 

clearly a very personal degree of intimacy with the divine.     

In viewing the Zacharia family portrait, we see that they have assumed their 

proper place within the scheme of the divine and within the structure of the family.  

Rather than the plain habit Neophytos wears, they are dressed in their finest clothing. 

Their location over the door and opposite the southern entrance shows that they wanted 

their representation to be situated in a prominent location, seen by other members of the 

community or those who worked on the estate.  Whereas the salvation of Neophytos is 

portrayed to come through his ascetic practice, the salvation of the Zacharia family 

appears to arise from observing their proper place within church and society, coupled 
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with good works as testified by the donation of the building and painting program.206  

The family is portrayed underneath the Deësis scene but they do not have direct contact 

with Christ, as does Neophytos.  In their family portrait, Polos is overlapping at least a 

third of the figure of the Virgin Mary and she has her hand directly pointing to, and 

touching, Polos’ head.  His figure has the most contact with the divine, by being mediated 

through the intercession of Mary.  By holding the model of the church, this contact shows 

him to be serving as the family representative.  It is interesting that the eldest daughter 

slightly overlaps the figure of John the Baptist, so that her figure is the only other family 

member to have close contact with the divine.    

 This consideration of aesthetic issues and strategies of hierarchy helps us to think 

about the ways in which a painting’s conception and composition can reveal ideals of the 

donors.  Comparing the work commissioned by a monk during the Byzantine period to 

that of a noble family during the Venetian period helps to underscore the differences in 

the type of patron and also the eras in which they lived.  This sets the stage for our next 

area of discussion, the portrait as a form of “biography” and its use as a “document.”   
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CHAPTER 3  
THE PORTRAIT AS BIOGRAPHY AND AS DOCUMENT 

 
Can a portrait convey the same type of information as a written biography?207  In 

order to learn about someone, would you rather see a portrait or read his or her biography 

without knowing what the person looked like?  Which would have more accuracy?  

Richard Wendorf has explored the parallels of the visual and the written biography, 

balancing the written word against a visual portrayal.  Although the period of Wendorf’s 

study takes place in the heyday of Stuart and Georgian England, his ideas about what 

writers and painters are trying to achieve bear examination when considering other 

periods.208  Chronicles, which were a more popular literary genre in the medieval period, 

led to the rise of biographies as a new literary art form in the eighteenth century.  His 

choice of this period to compare these two forms, which flourished in England at a point 

in time when the biography had become a new art form, makes for compelling study 

when considering the decisions of painters and writers in creating a representation of a 

person.209  Both genres are artificial tools for constructing identities and cannot be 

replacements for “real” persons.  Even though a painting can only show so much, 

Wendorf suggests that portraiture has an insistent, “heightened self-consciousness,” along 

with an immediacy that is not present in a written biography.210  The portraits of medieval 
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church patrons on the island of Cyprus still invite cultural, religious and political 

interpretations that relate to the biography of the sitter.   

Medievalists may question whether biography is a valid function for portraiture in 

the middle ages.  Did it even exist in the medieval period?  A common form of biography 

during the middle ages was stories of the saint’s lives.  Hagiographies were written for 

the purpose of showing the sanctity of a holy man or woman and to serve as instruction to 

the faithful on living a righteous life.211  These texts have come to be valued by scholars 

for their information about everyday life.212  The first vita has been attributed to Eusebios 

of Caesarea for the life of Constantine I the Great.  Characteristics of this genre covering 

the lives of saints included a rejection of earthly values for a heavenly reward, a record of 

miracles that occurred, and a series of episodes from their lives.213  Eventually those vitae 

included in the menologion of Symeon Metaphrastes (late tenth century) were illustrated 

in manuscripts.214  Vita icons, such as the one of St. Nicholas commissioned by a knight 

and his family in this chapter, depicted episodes from a saint’s life and drew from a 

variety of sources.  My discussion does not center on the saint’s biography, but rather on 

the life of the donors, and questions whether these portraits serve as a pictorial biography 

of not just a single donor, but also the family.  According to the Oxford English 

Dictionary, chronicles are a form of historical documentation that narrate events in order 

of time.  The chronicles of Makhairas detailed the history of Cyprus from the arrival of 
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St. Helena in the fourth century and continued to the mid fifteenth century.215  George 

Boustronios details the period from 1456-1489.216  Both contain details of the lives of 

certain Cypriots but are not true biographies.  So, although biographies, per se, were not 

being written in the middle ages, I am seeking to mine these images and chronicles for 

certain biographical information about the lives of these donors.  Biography may be a 

more recent invention, but I am using this framework as a strategy to reveal and organize 

aspects of donor portraiture that may have been previously overlooked. 

In this chapter I will examine donor portraits for the visual and textual evidence 

they contain about the lives of these patrons.217  In order to accomplish this, I have 

chosen the St. Nicholas tis Stegis icon from approximately 1300, made during the 

Frankish rule in Cyprus (Fig. 3.1).  It contains a family portrait of a knight, his wife and 

daughter.218  I will compare it to the Zacharia family portrait, created during the Venetian 

period, that I discussed in the previous chapter (Fig. 2.2).  These two portraits, painted 

almost two hundred years apart, share characteristics that will aid the discussion of family 

ideals on the island under two different regimes.  Commissioned by nobles, they both 

contain heraldic representations and images of their offspring.  As portraits, each 

chronicles a moment in time and each has dynastic implications for its respective family.  
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Yet, the way the portraits have been constructed also reveals aspects of the social, 

religious and political conditions under which they were painted.  

 By providing biographical information about the donors, these portraits also 

function as documents.  The word document comes from the Latin documentum meaning 

lesson, example or proof.  Traditionally, the written word is relied on for documentary 

evidence.  When a donor portrait contains an inscription it may contain written 

documentary evidence related to the date of the work, or the patron who provided the 

funds.  It might also include the name of the artist and a supplicatory request.  In addition 

to this written information, a portrait also provides a visual representation of the person 

that may have some relationship to their appearance.  I contend that, by closely looking at 

the portrait and the additional visual data in the form of material culture or symbols that it 

contains, we are provided with other types of identification that can be classified as 

documentation.  The donors have gone to considerable expense in the commissioning of 

an icon or fresco cycle.  By including their portrait, what is it that they want to have 

documented about themselves?  Because at least the portraits that are wall paintings are 

in public places, they are public documents, as well as personal. 

Frankish History  

How does the history of the island during this period add to our understanding of 

the knight and his family?  In order to understand the aptness of this representation of a 

family almost one hundred years after the advent of Frankish rule (1191-1479) on 

Cyprus, it will help to understand the historical framework.  Byzantine rule ended on 

Cyprus when Isaac Komnenos (r. 1184-1191) rebelled and declared himself emperor of 
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Cyprus in 1184.219  On his way to the Third Crusade, Richard the Lionheart battled the 

forces of Komnenos and captured the island in 1191.  He owned Cyprus for less than a 

year and, even though he had quelled a revolt on the island, he knew that peace would be 

difficult to maintain and sold it to the Templars for 100,000 gold dinars.220  The Templars 

tragically responded to a revolt in Nicosia by launching a bloody campaign of revenge, 

which drove the population to the mountains.  The Templars knew they could not hold 

such a tenuous position, so they sold the island back to Richard and he, in turn, 

transferred it in 1192 to Guy de Lusignan, the dispossessed King of Jerusalem.221   

This marked the beginning of almost three centuries of Frankish rule under the 

Lusignans.  The ruling class of Cyprus had been made up of the archontes, the Greek 

nobility of Byzantine Cypriot society.  Frankish knights became the new rulers and 

replaced the Greek archontes who were not allowed to survive as a class.  Because of 

this, many of these Greek aristocrats fled to Constantinople.222  In order to recruit 

Frankish settlers to the kingdom of Cyprus, Guy de Lusignan granted “300 fiefs to 

knights and 200 to sergents à cheval, besides making grants of land and other provisions 

to the common people, such as scribes and artisans, who flocked to the island in the hope 
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of picking up a living.”223  Prominent knights, nobles and burgesses followed him to 

Cyprus from Palestine and Syria.224 

The transition was fairly peaceful because the incoming Frankish settlers had 

been in the Levant for two to three generations and wanted to reside in Cyprus 

permanently.225  Since most of the Franks were permanent residents, a great deal of the 

agrarian and commercial wealth generated on the island remained there.226  The Latins 

had numerous sugar-cane plantations in Syria, and with the collapse of the Latin 

Kingdom, sugar production there was reduced.  This industry was brought to Cyprus and, 

during the Frankish period, agrarian wealth was mainly derived from the production and 

exportation of sugar.227 

Angel Nicolaou-Konnari notes the first group of immigrants arrived after 1192 

and, by the second half of the thirteenth century, refugees from the Holy Land were 

streaming in as the kingdom fell.228  During the late twelfth and thirteenth centuries, 
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Cyprus became an important supply base for crusading armies.229  After the Muslim 

conquest of Acre in May 18, 1291, the status of Cyprus changed from a supply base to 

“an imperiled front-line state” and the defense of Cyprus against, at first, the Mamluks 

and, later, the Ottomans became most important.230  In the wake of the fall of the Latin 

Kingdom of Jerusalem in 1291, Cyprus became a place of refuge for merchants and 

crusaders in the Eastern Mediterranean.231  Wipertus Hugo Rudt de Collenberg has 

identified at least one hundred five noble families who had taken up residence on the 

island by the thirteenth century and, according to his calculations, by 1385 there were 

around one hundred sixty-eight families.232  Nicolaou-Konnari says the Frankish 

population never topped one quarter of the Cypriot population.233  The knight’s family 

may have been part of the group that immigrated to Cyprus in the last quarter of the 

thirteenth century. 

The knightly class that was established on Cyprus during the Frankish regime was 

made up of knights who had lived in the Kingdom of Jerusalem and brought with them 
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the history and social practices of that place.234  A great many of the knights involved in 

the conquest of the Levant came from Capetian France, so although there may have been 

differences in the backgrounds of crusaders who settled in the Eastern Mediterranean, 

they shared a social and political commonality.235  French was the common language of 

the nobility of the Crusader states.  It was used in legal writings and romantic 

literature.236  Although the laws of Cyprus were similar to the Assizes of the Kingdom of 

Jerusalem, it was not until 1233 that the two kingdoms of Jerusalem and Cyprus 

observed the same laws.237  There is evidence of a manuscript dated to the late thirteenth 

or early fourteenth century in which a Cypriot version of family laws was recorded.238  

The Haute Cour, a legislative and judicial council made up of fiefholders of the crown 

that played a political role on Frankish Cyprus, was inherited from the Latin Kingdom of 

Jerusalem.239  Because the Frank included on the icon of St. Nicholas would have been a 

member of the noble class by virtue of his knighthood and lineage in the Holy Land, he is 

very likely to have been a member of that council.  
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The thoughts Philip of Novara help us to understand contemporary perceptions 

about becoming a knight in the thirteenth century.  Noted for his memoirs of Cypriot 

history from 1218-1233, he was a vassal who served under the Ibelin family in the 

Middle East and Cyprus.240  In the moral treatise devoted to the four periods of a man’s 

life, discussed earlier, it is illuminating that in terms of education, he believed that a boy 

should be instructed in a worthy profession, preferably that of a cleric or a knight.241  An 

understanding that this vocation was considered to be of the highest order by someone 

familiar with Frankish society, shows how a viewer of the period might have seen the 

image of a knight as representing an “ideal” occupation. 

During the Frankish period the nobility was made up of knights and their 

relatives, as well as some burghers.  Up until the fourteenth century, it was necessary to 

be a member of the Latin Church and social rank was based on being part of the Frankish 

culture.242  Arbel notes that this was the division between “the free and the servile” in the 

early period of Lusignan Cyprus.243  Rudt de Collenberg notes that when the Frankish 

class stopped intermarrying among themselves their common language and religion 

began to disappear.244 
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St. Nicholas tis Stegis from Kakopetria: A Knight’s Family  

The portraits of this knight’s family are included in an extraordinarily large vita 

icon (2.03 x 1.58 m.) from the late thirteenth century known as St. Nicholas tis Stegis 

(Fig. 3.1), originally from the church of St. Nicholas of the Roof, Kakopetria and now in 

the Byzantine Museum of the Archbishop Makarios III Foundation in Nicosia.245  The 

icon is painted on vellum attached to the wood panel.246  The central portion of the panel 

is devoted to a full-length image of St. Nicholas dressed in the luxurious vestments of an 

Orthodox bishop.  A Greek inscription by the saint identifies him as St. Nicholas “της 

Στέγης” (of the Roof), which refers to the Church of St. Nicholas of the Roof.  The 

unusual name of this church comes from a second roof that was built over the dome of 

the church to protect it from the heavy snow in the Troodos Mountains.  The 

identification of the icon as St. Nicholas tis Stegis provides positive identification of the 

icon’s provenance.   

The cult saint stands under a tri-lobed arch of raised pastiglia with the standing 

figures of the Virgin Mary in the upper right hand corner (viewer’s right) above the arch, 

and Christ in the left hand corner (viewer’s left).  Two vertical strips contain scenes of St. 

Nicholas’ life along the right and left edges of the panel.  On the right there are eight 

scenes and on the left there are six.  These rectangular framed vignettes contain Greek 

identifying inscriptions.  Life cycles of this saint have commonly contained sixteen 

scenes, two more than are shown here.  Though differing icons may contain varying 
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numbers of scenes, in this icon there is space for two more.  In the lower left corner, 

where these two scenes could have been placed, is a portrait of the knight’s horse and 

coat of arms.  The knight, his wife and daughter are placed in the central section at the 

feet of the saint, the knight on the left and his daughter and wife on the right.  This icon 

has long fascinated art historians.247  Its characteristics have been used to point out the 

interchange of ideas on Cyprus between the Latin and Orthodox churches and western, 

crusader and local elements have been detected within the painting.248  It was sent to Italy 

to be restored in 2008 and the recent restoration has “revealed great colors,” according to 

Dr. Ioannis Eliades, chief curator for the Archbishop Makarios III Foundation.249 

The Function of the Icon  

 This icon represents Nicholas, a fourth-century Greek Bishop of Myra whose 

story became merged with that of a sixth-century Abbot of Sion.250  Nancy Ševčenko 

says that the combined “shadowy figure” achieved prominence after the ninth century 

and his cult spread throughout the Byzantine Empire.251  Athanasios Papageorghiou says 
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the scenes of his life are common in Byzantine iconography.252  Due to its large size, over 

six and half feet tall, scholars have questioned how this icon might have functioned.  

Doula Mouriki’s discussion of thirteenth-century icons on the island concluded they were 

large in format, conformed to iconography in Byzantine icons and were probably 

commissioned for use in churches.253  It has been noted that because of the large size of 

this work, the St. Nicholas panel is not an icon per se, but an altarpiece, and indicative of 

its crusader patronage.254  Mouriki says that this icon would not have been able to fit 

within a space between the columns of a templon, so that it most likely would have been 

hung behind an altar.255  However, she notes that, before it was taken to the Byzantine 

Museum, the icon hung in the narthex of St. Nicholas of the Roof where it may have been 

located since its commission.256   

 Carr has argued that icons commissioned by Latin-rite Christians had equivalence 

to Orthodox icons, but what is most noteworthy about this icon is the construction of 
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family identity.257  She sees this icon as representative of what was to become one of the 

distinctive local characteristics of Cypriot icons – an emphasis on the donor.258  The 

inclusion of a child produces one of the earliest portraits of a family on Cyprus.259  What 

makes this icon fascinating, in terms of this dissertation, is that this is something more 

than just individual portraits of donors but a construction of a family identity.   

 During the thirteenth century, the number of churches with extensive mural cycles 

declined and was supplanted by a wealth of icons painted during the same time.260  Most 

scholars agree that this icon was produced in a Cypriot workshop during this period of 

flourishing icon production.  One of the recurring questions has been why a Frankish 

family would have donated this icon to an Orthodox Church?  We do know that most of 

the Frankish nobles lived in the cities during this period and that the population of the 

countryside consisted mainly of Greeks.261  In addition to residences in the cities, nobles 

had estates where they gained income through agrarian production.  Since there is little 

documentation of Latin parishes in the rural areas, it is very likely that estate-holding 

nobles attended and supported Orthodox churches.262  If this is true, then it is feasible that 
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this Frankish knight may have donated an icon to a local monastery on or near his estate.   

Along the base of the northeastern wall of the narthex in St. Nicholas of the Roof, 

a couple (Fig. 3.2) kneel on either side of an inscription that the Stylianous say records 

the donation of a “shop or workshop” to the monastery of St. Nicholas “during the time 

or in memory of abbot Germanus.”263  In the inscription the word for shop implies a place 

of business, rather than a workshop.264  Jaroslav Folda believes the vita icon was made in 

a preeminent workshop in Nicosia.265  The dating of the portrait of the donors who gave 

the shop has been derived from details of the clothing in the image.  The Stylinaous have 

described it as thirteenth-century fashion with the wife wearing a cloak-like veil that was 

supposedly introduced from Syria at the end of the thirteenth century.266  Carr has 
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remarked that the evidence of two different sets of Latin donors at this church signals the 

need for a study of the relationship between the monasteries and the neighboring lay 

populace.267  Such an investigation would help scholars to understand the connections 

between local Latin patronage and participation with the Orthodox Church.  

Scholars have attempted to delineate the Western features versus the Eastern 

features of the icon as a means to understand its patronage and origins.  They have used 

the donors to ask questions in order to determine whether the icon’s stylistic features are 

“Byzantine,” “western,” “Frankish,” “Crusader” or in the “maniera cypria.”  The 

Byzantine characteristics have been listed as the Greek inscriptions, the fact that St. 

Nicholas was an eastern Orthodox saint and that the scenes conform to Byzantine 

iconographic models.268  Mouriki outlined the stylistic approach of the “maniera cypria” 

as a preference for decorative effects and the wide usage of pastiglia in the haloes, 

backgrounds and decorative elements of holy figures’ clothing.269  Mouriki sees the 

trilobed arch above the saint and the deep colors of St. Nicholas’ garment combined with 
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chrysography as being Western elements.270  In Byzantium, chrysography was usually 

reserved only for Christ and the Virgin.  The upright kneeling posture of the donors, 

rather than a Byzantine posture of proskynesis, has been characterized as western.271  In 

his examination of this icon, Folda sought confirmation of Crusader characteristics.272  

Ioanna Christoforaki used this icon in her discussion of patronage in the first of three 

different phases of Lusignan rule to show the cultural and artistic exchanges that occurred 

between Latins and the local Cypriot population that eventually drew the two groups 

closer together.273  Folda has suggested that the style of painting the central figure of St. 

Nicholas indicates a Byzantine icon painter and that the painting of the life scenes had 

their own stylistic distinctions that led him to postulate other artists completed them.274  

He proposes that the icon was produced in a Crusader workshop in Nicosia that was 

composed of first-rate artists with Frankish, Cypriot Greek and Cypriot Syrian 

backgrounds.275  The consensus seems to be that this icon has both western and 

Byzantine elements and was commissioned by a western crusader for an Orthodox 

church, St. Nicholas of the Roof, Kakopetria.   
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In choosing this icon for discussion, I wonder, as did Folda in 1995, if this has 

been discussed so many times that we do not really need to do so again.276  But I would 

like to turn the discussion around.  Rather than use the family to establish the origin and 

stylistic characteristics of the icon, I propose to use the icon and its donor portraits to help 

establish the identity and ideals of the donor family.  One slight problem is that we do not 

have confirmation through an inscription that this family commissioned the icon, and so 

it is possible, but unlikely in my opinion, that this is not a donor portrait.  Although the 

Stylianous note that the inscription is lost, there is no mention in the historiography on 

the icon of where an inscription with this information might have been located.277  In 

many icons, the inscription is located across the bottom edge, but in this icon half of the 

border trim at the bottom left survives and it does not give an indication of a missing 

inscription.  Another possible location is beside the donor, but there does not appear to be 

enough gesso missing near the donors to have accommodated an inscription.  I am not 

certain whether it ever had a donor inscription. 

The Patrons 

Of course, the first question in writing a biography is the name of the person we 

are writing about.  Folda has identified the knight as Meillor de Raven[d]el or 

Ravandel.278  The heraldry has been linked to similar heraldry that appears on a crowned 
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kneeling man accompanied by a caparisoned horse (Fig. 3.3).279  Folda observes that this 

knight with the same heraldry appears in a manuscript of the Histoire Universelle, which 

had been in Cyprus until the fifteenth century, but was from a scriptorium in Acre dated 

1270-1280 (Fig. 3.4).280  Because the date of the manuscript and the date of the icon are 

so close, Folda suggests the same crusader patron may have commissioned both of 

them.281  Many of the Frankish survivors that escaped the fall of the Holy Land were 

poverty stricken when they arrived in Cyprus.282  If this family did immigrate to Cyprus 

in the wake of the loss of Acre, they had clearly maintained enough wealth to be able to 

commission this very fine icon.  It should also be kept in mind that, although Acre has 

been viewed as a center for the illumination of manuscripts, Jacoby stresses the point that 

there were already wealthy lords on Cyprus who could commission “expensive luxury 

works.”283 

If I were asked to design a representative symbol of knightly culture, coupled with 

the image of the crusader on Cyprus during the first century of Frankish rule, I could 

think of no better image than the knight, his horse and family portrayed on this icon.  It is 
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a visual staging of a Cypriot form of the “chanson de geste.”  I do not know of another 

image that so fully encapsulates the ideals of a knight and his family during this period.  

This knight is not in the kneeling posture that we usually see in western supplicants.  He 

is poised with his right knee touching the ground and the other bent.  This pose with his 

right knee bent touching the ground signifies the act of genuflection, a common practice 

during the middle ages, and was usually in reverence to the Blessed Sacrament.284  To 

pose on “bended knee” has traditional connotations related to humility, reverence, courtly 

behavior, making a request and receiving an honor.  I believe this posture adds greater 

spiritual significance to his image.  His pose of piety and knightly chain mail with a 

displayed coat of arms, accompanied by his caparisoned horse, demonstrate the physical 

arming of the knight as well as his spiritual girding.  Even if we do not know the heritage 

of this family, the visual clues from their portraits exhibit many common characteristics 

of a knight who had immigrated to Cyprus from the Latin Kingdom.  For our purpose 

here, it may not matter who this family is, so much as how this image presents the family 

ideal during this period of Cypriot history. 

The Heraldry  

What do the visual elements of these donor’s portraits tell us of this family’s 

biography?  Let us begin with the placement of the figures on the icon.  The knight and 

his “highly prized” horse are in the lower left corner, to the right side of the saint (the 

place of honor).  The mother and daughter were placed to the saint’s left, the less favored 

side, which is a common trait in donor portraits of families; the women will be to the 
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viewer’s right and the men to the left.  It is interesting that the daughter is in front of the 

mother, whereas at Pedoulas the daughters are shown standing behind their mother.285  

The heritage of the family is established by the heraldic symbol of a red eagle 

“displayed” that appears on the knight’s surcoat, on the caparison of his horse and on a 

shield above the horse representing the armorial bearings of the family.  The coat of arms 

has been described by the Stylianous as “argent: an eagle displayed, gules, crowned 

or.”286  In addition to the red eagle with gold crown they described, the partially damaged 

heraldic shield above the horse also appears to display a black cross upon a silver 

background.287  

The emphatic repetition of the coat of arms within the icon shows the family’s 

desire to display their heritage.  A coat of arms bearing this same eagle is also displayed 

among the wall paintings in the church where this icon originated.288  Barbara Zeitler has 

described this use of the heraldic symbol in the icon as a proclamation of ethnic and 

cultural identity.289  Rudt de Collenberg has identified the heraldic devices of a red eagle 

on a white background as “purement occidentales.”290  David Talbot Rice claimed that 
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about thirty families used this type of eagle with its wings spread open.291  Although he 

notes that most of these families were French, German or Dutch, he believed that it was 

most likely “the Latin family of the Sauli of Genoa.”292  Whoever the armorial bearings 

represent, it is clear that the message of the family’s lineage was to be seen and identified 

by the viewing audience as Frankish and Latin. 

The Horse 

The noble steed fits in a panel on the left, twice the size of most of the scenes 

devoted to the life of St. Nicholas that rim the edges of the icon.  Several scholars have 

noted the significance of the horse by commenting on the size of the squared off section 

devoted to it.293  The horse wears a hooded caparison with its ears exposed and stands 

elegantly with the front left hoof raised.  Symbol of power and wealth, the horse was an 

important part of noble society and had to be strong in order to engage in combat.294  

Directly centered above the horse is the triangular shield of the family coat of arms 

discussed above.  Although we can’t be certain whether the depiction of the horse is a 

portrait or an accoutrement, by being located to the right of the saint, along with the 

knight, it has been accorded a place of honor.  The space devoted to the portrait of the 

                                                                                                                                                                     
 290 Wipertus Hugo Rudt de Collenberg, “L’heraldique de Chypre,” Cahiers d’ 
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horse and its regal attire honor its service, while at the same time it reiterates the power 

and wealth of its master.  

The Knight 

You must know that in Cyprus all the princes, nobles, barons and knights are the 
noblest, best and richest in the world.  They live there now with their children, but 
they used to live in Syria, and the noble city of Acon [sic], but when that land and 
city were lost they fled to Cyprus and there have remained until the present 
day.295 
 
These words recorded by Ludolf von Suchen were spoken at the end of a 

description of the activities of nobles in Nicosia and give us some indication of a 

foreigner’s impression of the nobility on the island.  The knight has chosen to portray 

himself in his chain mail armor, covered by a surcoat bearing his heraldry (Fig. 3.5).  

With the recent restoration it is possible to see that the chain mail is a light cerulean blue 

and the surcoat is grey.  Phyllis Tortora and Keith Eubank have suggested that the origin 

of wearing a sleeveless outer garment bearing a coat of arms and worn over the chain 

mail was a custom that may have been copied from Muslim soldiers during the 

Crusades.296  The outer cloth covering over their armor would certainly have protected 

the soldiers from the heat and glare of the sun.  Having coats of arms painted on shields is 

another practice that Crusaders may have borrowed from the East.297  In the St. Nicholas 

icon the chain mail shirt known as a hauberk covers the knight’s torso, neck and arms, 

                                                        
 

295 Claude Delaval Cobham, trans., Excerpta Cypria (1908; reprint, New York: 
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and he wears chain mail mittens.  The recent cleaning has also revealed the chain mail 

that covers his head, but since his face is damaged we cannot see whether a helmet might 

cover his face.  His legs and feet are covered with chain mail too.  Red spurs are fastened 

to his ankles over the armor.  It would be unrealistic to believe that this was everyday 

attire, since a coat of mail might weigh twenty-five to thirty pounds.298  

The heraldic symbol of the eagle takes up most of the space of the surcoat from 

the knight’s chest to his thighs.  The colors of his coat and heraldry match the caparison 

of his horse that is edged in red.  When a man is knighted, the central part of the 

ceremony is being girded with a sword.299  His sword is draped from his left side so that 

we only see the red tip of the sheath as it protrudes from behind his back.  This would not 

have been his everyday dress, nor something he would likely have worn to grand dinners.  

The patron has explicitly chosen to dress himself for battle.  By being outfitted in full 

battle regalia, he highlights his hard-won knighthood and the dangers it implies.  It also 

shows his membership in the noble class.  

Initially, knights were known as warriors on horseback, but by the thirteenth 

century they were also recognized for their chivalrous actions and courtly behavior.300 

Since nobility was hereditary, the only way for a man to rise from the ranks or improve 

his social and political position was the arduous task of becoming a knight.301  The 
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instruction of a knight in the art of warfare entailed costly training.  When a man received 

his knighthood, he acquired power and privilege.302  One of the expressions used to 

describe the knighting ceremony was “to give the blessing of the sword.”303  As 

mentioned, this knight has a sword draped from his waist.  The hilt, which could often be 

very decorative, is not visible due to missing painted vellum.  There is a square painted 

patch that may have something to do with the sword but it is difficult to discern its 

original subject.  The knight was usually presented with a fief in exchange for his 

promise of military aid.304  If this knight were from the Latin Kingdom and was awarded 

a fief on Cyprus for his services, his commissioning of an Orthodox icon may, as Zeitler 

has postulated, shown his recognition of the two cultures existing side by side.305 

In terms of the visual record in sculpture on Cyprus, the portrayal of men dressed 

as knights is one of the most common ways men are depicted.  According to Frank Allen 

Greenhill’s survey of incised Cypriot effigial slabs, out of a total of one hundred twenty-

eight depictions of men, sixty-five were dressed in military armor.306  This statistic shows 

that over half of males portrayed chose to be dressed as knights.  The earliest knight’s 

funerary slab appearing on Cyprus in Greenhill’s catalogue is dated 1330.307  An effigy of 
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the knight Sir Pierre Leiaune, dated 1343, wears the same type of chain mail armor and 

surcoat as the knight of the icon, and also included are the heraldic shield and sword (Fig. 

3.6).308  By the mid fourteenth century, the effigial slabs of knights begin to show them 

wearing metal plate armor over the chain mail.  This shift is also corroborated in the 

textual sources.309  This helps to pinpoint a late thirteenth-century date for the icon.  

Jacoby has pointed out that knights brought a social and political organization 

with them when they settled in the Eastern Mediterranean.310  In portraying himself as a 

knight, does the man express anything about his ideals?  Although knightly virtues were 

never codified, it is through courtly literature that we are left with some of the ethical 

attributes accorded to knights.311  The religious virtues of a knight included the command 

to “Love God above all else,” obey the Christian commandments, and express humility 

and mercy.  He was to be of good character and steadfast, in everything.312  In addition to 

these qualities, Joachim Bumke notes a knight was also to possess the more worldly 

qualities of being “handsome, rich, fond of splendor, full of desire for fame, and of 
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illustrious descent.”313  This icon helped to construct an identity of this man as a knight 

and, at the same time, accord him with the ethical standards of one that had become part 

of knightly lore. 

The Wife and Daughter 

 If the knight is to be viewed as “the most exalted figure of his society” then what 

can we say about the portrayal of his wife and daughter (Fig. 3.7)?314  For the nobility, 

the highest function of marriage was to continue the family line and so the wife’s ability 

to bear children was of the greatest priority.315  Feudal marriage was prompted by the 

politics of securing family ties to those of the highest nobility.316  In this case, if the 

knight had emigrated as a single man from the Holy Land, he might have wanted to 

marry a Cypriot of high nobility to help secure his place within island politics.  Even if 

this woman were Cypriot, she is portrayed in her dress as a Frank and her kneeling 

posture is western.  The ideal image of a knight’s wife would be a woman with the ability 

to bear children and able to offer a favorable dynastic lineage.317  There are many 

examples of noble women who, along with their husbands, successfully took on joint 

responsibilities of family dynasties.318  In this case the painting of the wife shows that she 
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is pious, beautiful, dressed properly and fashionably and is accompanied by her daughter.  

The daughter will be discussed in the section below. 

The successful wife in a noble partnership is also a mother, and in this painting 

her role as wife and as mother are given equal importance.    In the painting, her figure 

has been placed opposite that of the knight and records her status as half of the dynastic 

lineage of the family.  At the same time, she and her daughter are placed together as 

women and, at the same time accorded the special relationship of mother and daughter.    

The mother and daughter are placed to the left of the saint, the sinister side or less 

honorable side as mentioned above.  They are both kneeling with their hands pressed 

together in prayer.  All figures are in three-quarter profile with the father 

disproportionately larger than his wife, both in width and height. The young girl is placed 

in front of her mother, is half her size and her clothing appears less colorful than does her 

mother’s.319  The mother wears a rich, red sleeveless surcoat with a v-neck exposing the 

tight sleeves of a greyish colored garment underneath.  Her neckline is edged in the same 

grayish color.  The rich fabric of the veil has a patterned border visible with a repeated 

keyhole shape in grey that runs the length of it and may actually be part of an exposed fur 

lining.  She appears to be wearing a cap of the same gray that is attached to a cloak-like 

veil of red that matches her gown.  It is difficult to tell if the cap and cloak are connected 

because there is a portion of painted vellum missing from her ear to her shoulder.  A 
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white collar covers her neck and ends at her chin where a grey band, matching her 

sleeves and cap, seems to be attached to her head covering.  This white collar and chin 

strap connected to a stiffened cap was a fashionable innovation called the gimpel 

(wimple) that had originated in France.320  The wearing of such a headdress was often the 

mark of a “proper” married lady, and a symbol of her high morals.321  It appears as 

though white seed pearls trim her cuffs, the edge of her bodice and her headdress.  The 

elegant dress and detail of seeded pearls signify the family’s wealth and status.  This type 

of veil is clearly western in comparison to traditional Cypriot head coverings for married 

women because it is thrown behind her back.  Rice claimed that this headdress was of 

Frankish origin.322  

A quick comparison to some of the female donors that may be closest in date to 

this icon may reveal aspects of the wife’s identity and show the difference between this 

Frankish headdress and that of local Cypriots.323  A couple, Michael Katsouroubis and his 

wife, contributed to the renovation of St. Demetrianos in Dali, dated 1317, and had their 

portrait painted over the western entrance to the church (Fig. 3.8).  Michael’s wife wears 

the hooded cloak typically worn by local Cypriot women of this period that covers most 

of the dress.324  In the Church of the Panagia in Moutoullas dated 1280, the representation 

of Irene Moutoulla wears a headdress similar to a wimple that covers her head, neck and 
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only allows the front of her face to show.325  This is a western trend that emerged from 

France around 1250, as mentioned earlier.326  Although the fabric of the knight’s wife is 

much more luxurious than that of the Irene Moutoulla, they both have their throats 

covered.  It would seem that the throat covering was an earlier practice, because the 

woman at Dali in 1317 has her neck exposed.  In contrast to this is the deep décolleté of 

the Frankish woman in the southwestern apse at Asinou dated c. 1300 (Fig. 3.9).  The 

knight’s wife wears a long cloak over her dress so that the effect is one of her body being 

almost entirely covered in a conservative fashion.     

We might also use another comparison to the style of the wife’s clothing in the 

icon by looking at the donor portrait of a Lusignan noblewoman at the Church of the 

Holy Cross in Pelendri, not far from Kakopetria (Fig. 3.10).  In the fourteenth century, 

the church was extended to include a northern aisle.  A Doubting Thomas scene was 

painted on the south wall of this aisle and a donor portrait of a woman and her husband 

were included.  The style of the painting was linked to crusader and western motifs.327   

Her head is covered by a red veil that also extends to the length of her dress, yet her neck 

is exposed to the top of the bodice of her dress.328  Her veil appears to be edged or is 

constructed so that the lining shows along its border, similar to the sides of the veil in the 
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woman on the icon.  This seems to confirm that at least some patrons chose to show the 

woman’s throat exposed, beginning in the fourteenth century, and may help to place the 

icon of St. Nicholas to the late thirteenth century.  A Lusignan coat of arms is painted in 

the north aisle above the arch that leads into the center aisle of the church at Pelendri.  It 

is not clear whether it was put there by a member of the royal family or in their honor by 

local residents, since the church was on royal land.  The Stylianous note that the dress of 

the donors in the Doubting Thomas scene does not appear to be that of royal patrons, and 

that the couple were probably one of the “leading families” of local society and may be 

comparable in stature to the knight and his family.329  

This icon and the fresco donor portrait of John and his wife in the Church of St. 

Nicholas of the Roof, are the only portraits in the church that contain contemporary 

women, and both were located in the narthex (Fig. 3.2).  In the main part of the church, 

there are several depictions of monastic donors.330  Since St. Nicholas of the Roof was 

connected to a monastery, it seems possible that it was not deemed appropriate to show 

female donors in the naos.  The monastery church of Panagia Phorbiotissa also contains 

lay donor portraits in the narthex, seeming to follow the pattern of St. Nicholas of the 

Roof.  This observation may help to build on ideas about the interaction between 

monasteries and local Latin worshipers brought up earlier.331 
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The child’s portrait is significant because this is the only one to be found in the 

icons known to me, that are attributed to the thirteenth century.  The earliest evidence we 

have of a child in a wall painting on Cyprus is, interestingly, close in date to this icon.  It 

is a young son and another male (either a son or father) in the south apse of the narthex at 

Panagia tis Asinou at Nikitari dated to ca. 1300 (Fig. 5.4).332  Although the donor 

portraits in the icon of St. Nicholas and the apse painting at Nikitari are only two extant 

examples, it is worth noting that these two painted portraits of children occur on Cyprus 

within the same time frame of the late thirteenth or early fourteenth century.   

In the St. Nicholas icon the daughter wears a grey sleeveless dress like her mother 

and has tight white sleeves embroidered in blue and red.  A red and white patterned panel 

runs down the length of her gown at the center of her back.  Rice noted that she had a red 

and gold fillet in her hair and yet, even with the recent cleaning, the areas of loss make it 

impossible to discern her hair or anything in it.333  Carr has characterized the embroidery 
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on her sleeves as originating characteristic of textiles in a local Troodos village.334  Eleni 

Papademetriou, who has extensively documented Cypriot textiles, notes that embroidery 

reached a “particularly high standard” on the island, so it is likely that it could be local 

work.335  If Mouriki is correct in suggesting that the reason for an apparently Frankish 

family donating an icon to a Byzantine church is a mixed marriage between a “Western 

knight and a Cypriot lady,” then the local embroidery on the girl’s dress may help 

confirm this.336 

Children in Donor Portraits  

Why would these Cypriot adults be including the entire family in their 

representations?  Sophia Kalopissi-Verti attests that donor portraiture itself is something 

that is seen to happen more regularly on wall paintings in the thirteenth century in 

Greece.  She believed that it extended into lower socio-economic groups due to changing 

social and political considerations.337  Specifically, this is characteristic of the 

Palaiologan period and may be related to the disintegration of the Byzantine Empire.  

This trend occurs more frequently in areas under Latin occupation.338  This may have 

been part of the general societal trend by which feudal categories were being loosened by 
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more entrepreneurial patterns.  The socio-political circumstances in Greece, outlined by 

Kalopissi-Verti as conducive to the increase in portraiture, parallels similar conditions on 

Cyprus. 

In several of the family portraits, there is evidence of mixed marriages between 

Latins and Greeks both during the Lusignan dynasty and Venetian rule.  In the Lusignan 

dynasty, because the Latins were a minority on the island, Latins and Greeks 

intermarried.  Those Franks who lived on Cyprus and had, over time, severed their ties 

with their homelands, had begun to intermarry with Greeks.  This practice must have 

been a fairly common occurrence because the Constitution of Archbishop Philip de 

Chambarlhac, Latin Archbishop of Cyprus, dated 1350, contained two clauses about it.  

In the case of a mixed marriage, the banns had to be published on three different 

occasions and the partner who was Greek had to be confirmed in the Latin Church before 

the couple could marry.339  In addition, the children of those marriages were to be 

considered Latin, educated as Latins and receive the sacrament according to the Latin 

rite.  Those who failed to follow these rules were threatened with excommunication.340  

One of the papal bulls issued by Clement VI to Philip granted dispensation to six couples 

for marriages that were within the prohibited degrees.  This was in keeping with Hugh 

IV’s (King of Cyprus from 1324-1358) policy because he wanted nobles to stay on 

Cyprus rather than go back to France to find wives.341   
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For recent crusader immigrants to Cyprus, it would have been particularly 

important to assert the Latin heritage of the knight’s daughter for the purposes of dowry 

and marriage potential.  Evidence of papal dispensations granted to westerners during the 

thirteenth and fourteenth centuries exposed family concerns about retaining Frankish 

status and may be one reason that the daughter’s portrait is included.342  This girl’s 

identity is established as Latin, western and of noble lineage, while, ironically, her 

parents donated the icon to an Orthodox Church.  If this family emigrated from Syria, 

they were most likely part of a small group of Westerners who had been living in the 

Levant for several generations and had adapted culturally to the East.343  The icon, and 

the inclusion of this young girl within it, exhibits the degree of integration with the local 

culture, which was primarily Greek Orthodox, and the Franks who were identified by 

their adherence to the Latin-rite.344  I believe that the inclusion of the girl in this icon may 

be evidence of an emerging pattern in family portraits to establish noble identity for 

families of mixed backgrounds.  In this case, the icon was commissioned by a Latin and 

dedicated to a Greek church, implying perhaps that this is a mixed marriage.  If this were 

true, the child had a fragile social identity that would be reinforced by assuring the status 

of the family through their image on the icon.  

 

 

                                                        
 
342 Zeitler, “Ethnicity and Assimilation,” 434-435. 
 
343Nicolaou-Konnari, “Greeks,” 19.  

 
344 Christoforaki, “Patronage, Art and Society,” 60.  See also Edbury, “Franks,” 

63.  



 100

Venetian History and Cypriot Donor Portraiture 

Over two hundred years later, in the Venetian period, the Zacharia family 

commissioned a donor portrait in a church that had been built on their family estate.  In 

this section, a history of the Venetian period on Cyprus informs the subsequent analysis 

of the Zacharia family’s painting.  I will explore the biography of this family and their 

portrait’s function as a private and public document.  I will conclude with a comparison 

of the knght’s family portrait and that of the Zacharia’s to uncover any changes in 

strategies of familial identity construction.  Before we look at this Venetian period 

monument, it is important to review the social and political events that led to Venice’s 

coming to rule the island. 

The Venetians ruled Cyprus for a span of eighty some years, the shortest of the 

ruling regimes we are examining in Cyprus.  Yet, in many respects, we see more cultural 

changes as documented in art and literary traditions in this brief span than during the 

Byzantine period and the three centuries of Lusignan rule.  The island’s strategic location 

made it the nexus of East and West as a center of trade for Europeans and Muslims, and 

of Christian pilgrimage.  Venetians called this overseas colony the Regno di Cipro 

(Kingdom of Cyprus). 

Historians have erroneously dated Venetian rule in Cyprus as beginning in 1489 

when Caterina Cornaro, queen of Cyprus, officially abdicated her throne.345  In reality it 

began after the death of her husband, James II, in 1473.  In August, of that year, Caterina 
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gave birth to their son James III.346  The baby was crowned when he was a few months 

old but he only lived about a year.347   The Venetian protectorate over Cyprus was 

established in 1474 when nineteen-year-old Caterina became the ruler.  Her position as 

queen of Cyprus became more tenuous with the death of her only son and heir of the 

Lusignan dynasty.348  In February of 1489 Caterina Cornaro was persuaded to abdicate 

her throne and retire to Asolo, Italy.  And, with this event, Venice became the dejure 

ruler of Cyprus.349   

In July of 1489 Venice officially took over Cyprus, naming a Lieutenant elected 

by secret ballot, a Venetian of noble birth, to be the head of the colonial administration.350  

The Venetians upheld many of the existing customs, and Arbel reports that many of the 

institutional and social structures remained in place during their rule so that in many ways 

one can see the Venetian period as the last phase of ‘Frankish’ or Latin Cyprus.351  The 

Assizes remained the law of the land and in 1531 an Italian translation of them was 

authorized.352  Paschalis Kitromilides attributes this to administrative needs.353  Although 

                                                        
 

346 Hill, A History of Cyprus, Vol. 3, 651-663. 
 

347 See David Hunt and Iro Hunt, Caterina Cornaro: Queen of Cyprus (London: 
Trigraph Ltd., 1989), 114-115.  The Hunts have noted that contemporaries suspected that 
the child, just as the father, died under mysterious circumstances and there were those 
that may have wanted them out of the way. 

 
348 See David Hunt and Iro Hunt, Caterina Cornaro, 116-117. 

 
349 Hill, A History of Cyprus, 3:747-750. 

 
350 Hill, A History of Cyprus, 3:767. 
 

  351 Benjamin Arbel, “Cyprus under Venice: Continuity and Change,” in Byzantine 
Medieval Cyprus (Nicosia: Bank of Cyprus Cultural Foundation, 1998), 161-168; 161. 
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many social and administrative structures remained the same, in the cultural sphere many 

high profile changes took place.  The donor portraits are an index of these 

transformations.  

Italian Trade and Venetian Merchants 

Before Venetian rule, the residents of Cyprus were exposed to the larger 

community of the Mediterranean world, both East and West, through pilgrimage, the 

crusades and especially through merchants who transported goods and materials through 

its ports.  Among the many westerners trading on Cyprus, the various Italian groups made 

up a large portion of foreign merchants and had a vested interest in Cyprus.  In 1218, 

Alice of Champagne, regent of Cyprus till her son attained majority at age fifteen, 

granted commercial privileges to the Genoese, exempting them from various fees on 

sales and purchases.354  Ludolf of Sudheim, who resided there from 1336–1341, declared 

Famagusta “the richest of all cities, and her citizens are the richest of all men.”355  

Hostilities between Genoa and Cyprus at the end of the thirteenth century eventually led 

Genoa to invade Famagusta in 1373 ultimately controlling the city.  Peter Edbury sees 

this event as leading to the Venetian takeover of the island in the late fifteenth century.356  

                                                                                                                                                                     
352 Hill, A History of Cyprus, 3:770. 

 
353 Πασχαλης Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της 

‘Αναγεννησης.  ‘Ηµαρτυρια της βιβλιοθηκης τοθ Μαρκοθ Ζαχαρια,” Κυπροσ-Βενετια 
Κοινες Ιστορικες Τυχες Αθηνα, 1-3 Μαρτιου 2001 (Βενετια, 2002): 263-275; VI plates; 
264.   

 
354 Hill, A History of Cyprus, 3:84-85. 

 
355 Hill, A History of Cyprus, 3:292. 
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The Florentines had imported grain to Cyprus during the drought in the late thirteenth 

century and notarial transactions have recorded large scale money lending taking place on 

Cyprus.357  The mid-fourteenth-century collection of novellas, the Decameron by 

Boccaccio, son of a Florentine banker, contains several references to Florentine 

merchants.358  The Venetians were the largest of these merchant groups.  Their 

acquisition of Cyprus as a territory expanded the island’s role as a major port of trade. 

By 1474 the Venetians were already a large part of the island population.  They 

had had commercial relations on Cyprus for centuries.  In the first quarter of the fifteenth 

century, leading to the occupation of Cyprus, Venice had ascended to the position of 

foremost trading nation in the Levant.359  As Deborah Howard has reflected, “Trade was 

part of the creation myth of Venice.”360  This familiarity with the mercantile products and 

luxury goods of the Levant passing through the island would have created an eye for 

fashion in wealthy Cypriot consumers and a savvy awareness of the aesthetic qualities of 

the goods they saw and no doubt often purchased.  Acquaintance with the wares of 

Western Europe, along with local goods, is indicated in the clothing of the donors, and 

                                                                                                                                                                     
356 Peter W. Edbury, “Cyprus and Genoa:  The War of 1373-1374,” ΠΡΑΤΙΚΑ 

ΤΟΥ ∆ΙΕΘΝΟΥΣ ΚΥΠΡΟΛΟΓΙΚΟΥ ΣΥΝΕ∆ΡΙΟΥ (Λεγκωσια, 20-25 απριλιογ 1982).  
Τοµος Β’: 109-126; 109. 
 

357 Nicholas Coureas, “Commercial Relations between Cyprus and Florence in the 
Fourteenth Century,” Επετηριδα XXV (1999): 51-68; 52-54. 

 
358 See Coureas, “Commercial Relations,” 51-68. He notes this in his introduction 

to an article on Florentine-Cypriot commercial relations. 
 
359 Eliyahu Ashtor, Levant Trade in the Later Middle Ages (Princeton: Princeton 

University Press, 1983): 200-269. 
 

360 Deborah Howard, Venice and the East (New Haven: Yale University Press, 
2000), 15. 
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this fashion display is particularly evident in the large group of icon donors dated to the 

sixteenth century, which will be discussed later. 

One testament to the increased trade and travel during the sixteenth century is the 

growing interest in geography and the production of maps of Cyprus by Italian 

mapmakers.361  The census of towns and villages began to be recorded during the 

Venetian occupation and Attar’s report of 1540 records 851 villages which equipped 

mapmakers with more documentary material.362  It is possible that Venice carried out two 

surveys of the island during its reign and the map produced by Jacomo Franco in 1570 

was to remain the standard map of Cyprus in Europe until the nineteenth century.363  I 

have already noted the accounts of travelers on pilgrimage who visited the island.  With 

more information about the geography of the Cyprus, travelers and foreign settlers were 

better able to acquaint themselves with the island. 

 

 

 

                                                        
 
361 Stylianou and Stylianou, The History of the Cartography of Cyprus (Nicosia: 

Cyprus Research Centre, 1980).  See also Maria Iacovou, “The European Cartographers 
of Cyprus (16th - 19th Centuries),” in Byzantine Medieval Cyprus [Exhibition Catalogue, 
Byzantine Museum in Thessalonike, Bank of Cyprus Cultural Foundation (Thessalonike, 
1997)] (Nicosia, 1998), 289-293. 
 

362 Stylianou and Stylianou, The History of the Cartography of Cyprus, 16.  For 
Attar’s report see Hill, 1948-52, 3:875.  Benjamin Arbel, “Cypriot Population under 
Venetian Rule,” in Cyprus, the Franks and Venice, 13th-16th Centuries (Aldershot: 
Ashgate, 2000): 183-215; I-VII tables.  Arbel says the date of 1540 is for the Attar report 
is incorrect and that the census dates to the last years of Venetian rule, p. 195.  Arbel 
notes that there were 800 to 900 villages, p. 203. 
 

363 Iacovou, “The European Cartographers,” 289-293; 290. 



 105

The Cypriot Population and Nobles 

Benjamin Arbel has detailed the unreliability of population “reports’ conducted 

during the Venetian rule.364  The major towns included in those reports included Nicosia, 

Famagusta, Kerynia and Paphos.  Foreign settlers and the nobility had traditionally lived 

in the cities of Cyprus.   Arbel states that eighty to eighty-five percent of the population 

lived in the countryside during Venetian rule.365  By the mid 1500s, Arbel figures the 

population of Cyprus to be around 170,000, as opposed to the figure of 197,000 in the 

“Attar report,” and observes that the population had grown by about two-thirds from the 

beginning of the sixteenth century to the Ottoman invasion in 1570.366  Most of the 

noblemen lived in Nicosia, even though they maintained feudal estates.  This city was the 

center of the Venetian administration and, by 1570, almost twenty to twenty-five 

thousand people resided there.367  The population of the port of Famagusta, on the other 

hand, had declined during the Genoese occupation and, by the mid 1500s, was thought to 

be around seven thousand.368  

The two groups in the rural population that are distinguished in the census are the 

parici (serfs) and the francomati (free tenants).  The francomati, the largest group of 

peasants, were required to pay dues and services to Venice so, in the interest of keeping 

                                                        
 

364 Arbel, “Cypriot Population,” 193-196. 
 

365 Arbel, “Cypriot Population,” 203. 
 
366 Arbel, “Cypriot Population,” 183-215; I-VII tables; 213.  For the Attar report 

of 1540 see Hill, The History of Cyprus, 3:875. 
 

367 Arbel, “Cypriot Population,” 183-215; I-VII tables; 198. 
 

368 Arbel, “Cypriot Population,” 183-215; I-VII tables; 199-200. 
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accurate statistics of their number, the census was instituted.369  Some serfs belonged to 

the crown, which made them a source of income to the state, and others to feudatories or 

the church.370  The census report is of interest on another account, because it specifies a 

total for the number of francomati “Men aged 15–60.” 371  In specifying these ages, it 

shows that males of fifteen would have been considered adults during this period, as they 

had been during the Lusignan regime.  

During the Frankish period, members of the noble class traditionally possessed 

feudal estates and could claim knighthood within their lineage, although not all members 

held estates.372  The eldest son was the inheritor, so that other members of the same 

family would not necessarily have ownership of the fief.  Many of the donor portraits of 

families are painted in small surviving churches in the Troodos Mountains.  It appears 

that they were most likely chapels on fiefs or country estates.  These estates were a 

source of income due to their agricultural production and also functioned as a place of 

retreat and enjoyment.  It was here that the nobility were able to enjoy hunting, hawking, 

games and banquets as noted by Christophori Füreri ab Haimendorf who stopped in 

Cyprus on his travels in the spring of 1566.373 

                                                        
 

369 Arbel, “Cypriot Population,” 183-215; I-VII tables; 208-209. 
 

370 Arbel, “Cypriot Population,” 183-215; I-VII tables; 205. 
 

371 Arbel, “Cypriot Population,” 183-215; I-VII tables; See table V and VI. 
 

372 Arbel, “The Cypriot Nobility,” 175-197; 177.  Arbel has noted the difficulty in 
identifying Cypriot noblemen and the consequent mistakes that have been made by 
historians. 

 
373 Cobham, Excerpta Cypria, 79. This remark was made by Christophori Füreri 

ab Haimendorf on his visit to Cyprus in the spring of 1566. 
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Private Chapels 

Based on surviving evidence, affluent patrons began to commission portraits in 

Cypriot churches in the fourteenth century and many chose to locate them in freestanding 

private chapels.374  These observations derive from their small size and their location on 

feudal estates, along with the portraits, often showing the senior male patron offering a 

model of the church.  A wide variety of Orthodox churches served the needs of the lay 

community in Byzantium with a large church often in the center of a village and smaller 

churches found in neighborhoods of extended families.375  The widespread practice of 

attending church in private chapels on Cyprus, as opposed to the larger Latin churches, is 

attested to in a letter written by Pope Urban V, dated May 1368 and addressed to 

Archbishop Raymond of La Pradelle.376  In the letter the pope admonishes the Latin 

Archbishop of Cyprus because numerous “barons, knights and townspeople” failed to 

attend mass on Sundays and feast days and were taking the sacrament in their own 

private chapels, “whereby the cathedral was deprived of its spiritual children and [was] 

empty.”377  He also notes that noblewomen were attending the Greek Church.378  This 

                                                        
 

374 For examples with donor portraits see Appendix A under frescoes. 
 

375 Sharon E. J. Gerstel and Alice-Mary Talbot, “The Culture of Lay Piety in 
Medieval Byzantium 1054-1453,” The Cambridge History of Christianity, vol. 5, Eastern 
Christianity (Cambridge: Cambridge University Press, 2006), 80-81. 
 

376 Hill, A History of Cyprus, Vol. 3, 1082-1083. 
 

377 Nicholas Coureas and Chris Schabel, eds., The Cartulary of the Cathedral of 
the Holy Wisdom of Nicosia (Nicosia: Cyprus Research Centre, 1997), 312-313, number 
131 Montefiascone, Bagnarea diocese, dated May 29, 1368.  
 

378 Coureas and Schabel, The Cartulary, 312-313, number 131 Montefiascone, 
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letter testifies to the increasing number of private chapels and to the attraction for Latins 

of the Greek Church.379  Noblewomen were blamed for the emptiness of the cathedral of 

St. Sophia in Nicosia because they preferred to attend the divine offices in “the church of 

Greeks and schismatics.”380  This demonstrates that, as early as the fourteenth century, 

Latins were commonly attending local churches and small churches on feudal estates.  

During the Venetian period, Arbel has noted that Venice sold estates to “private 

entrepreneurs” so that more crown land was being sold to individuals.381  The larger 

number of small churches surviving from the fifteenth and sixteenth centuries indicates 

that this practice may have had an impact on the number of chapels being built.  I wonder 

if this also resulted in an increase in family donor portraits for those owners of newly 

acquired estates? 

Art of the Era 

Traditionally, historians have treated this era as a dismal one, such as in 

Jacqueline Lafontaine-Dosogne in “Monuments vénetiens de Chypre,” 1974.382  In his 

assessment of the state of research in the 1990s of the Venetian period on Cyprus, Edbury 

remarked that the work of Arbel has conclusively put to rest the belief that under Venice 

the island had stagnated.383  An article by Carr on the Italians in Cyprus claimed that the 

                                                        
 

379 Coureas and Schabel, The Cartulary, 44-45. 
 

380 Coureas and Schabel, The Cartulary, 44. 
 
381 Arbel, “Cypriot Population,” 207. 

 
382 Jacqueline Lafontaine-Dosogne, “Monuments vénetiens de Chypre,” 
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Venetian period was rich with at least “twenty surviving mural cycles and dozens of 

icons.”384  Three exhibitions have been held in Nicosia in the last fifteen years that have 

included or featured the Venetian period.385  This proliferation of exhibitions and other 

publications centering on European contact increased as Cyprus was preparing to join the 

European Union in 2004. 

Church of the Panagia Theotokos, Galata: The Zacharia Family  

As mentioned in chapter two, a member of the Zacharia family commissioned a 

portrait that survives on a wall in the church of Panagia Theotokos in Galata (Fig. 2.2).  

This painting appears to be of a noble family.  Their history fits many of the traits of 

Cypriot noble family histories under the Venetian regime that Arbel outlined in his 

                                                                                                                                                                     
383 Edbury, “The State of Research,” 64.  See Benjamin Arbel, “Entre mythe et 

histoire:  la légende noire de la Domination vénitienne à Chypre,” in Cyprus, the Franks 
and Venice, 13th-16th Centuries (Aldershot: Ashgate, 2000.), XIV, 83-107 and Benjamin 
Arbel, “Greek Magnates in Venetian Cyprus: The Case of the Synglitico Family,” DOP 
Vol. 49, Symposium on Byzantium and the Italians.  13th-15th Centuries (1995): 325-337. 
 

384 Carr, “Byzantine and Italians on Cyprus,” 339-357; 343. 
 

385 One exhibit was Caterina Cornaro, the Last Queen of Cyprus 1473-1489 held 
at Famagusta Gate in 1995.  For the exhibition catalogue see Caterina Cornaro, the Last 
Queen of Cyprus 1473-1489.  [Exhibition Catalogue, Niciosia Municipality, Italian 
Embassy and the Popular Bank Cultural Centre], Nicosia:  1995.  In 1998 an exhibition 
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Foundation and included post-Byzantine material and the Venetian period.  The Diocese 
of Morphou joined with the Bank of Cyprus Cultural Foundation to produce an exhibit in 
2000 called Holy Bishopric of Morphou: 2000 Years of Art and Holiness tracing the 
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Holy Bishopric of Morphou: 2000 Years of Art and Holiness [Exhibition Catalogue, Bank 
of Cyprus Cultural Foundation (Nicosia, 2000).  An exhibition highlighting this period, 
Cyprus Jewel in the Crown of Venice, was held at the Leventis Municipal Museum in 
2003.  For this exhibition catalogue see Vassos Karageorghis, Loukia Loizou 
Hadjigavriel and Chryssa Maltezou, exhibition coordinators, Cyprus Jewel in the Crown 
of Venice (Nicosia: The Anastasios G. Leventis Foundation, 2003). 
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discussion about the Greek noble Synglitico family.386  Primarily these characteristics are 

that the family held landed estates and had alliances with the Venetians.  Several family 

members served in the military for Venice including Giacomo Zacharia who was a 

captain in the Cernide, the territorial army of Venice during the siege of Nicosia in 1570. 

There is information that Marco Zacharia, likely the young boy in white kneeling with his 

father, who Arbel says was a “Cypriot burgher who served in the colonial administration” 

was knighted between 1553 and 1560.387  It is unclear whether he was a new knight or 

became a knight when the family fief “came into his possession after his father’s 

death.”388  The family’s allegiance to Venice is also evident because of the attendance of 

Marco’s son, Andreas, at the University of Padua.389 

There are also several references to the Zacharia family in earlier periods, though 

the accounts have not been definitively traced to this family.   During the early Lusignan 

period, a Greek Cypriot designated as ‘apokrisiarios Zacharias,’ served in the royal 

administration and was sent on a mission in 1216 as a diplomat to the Seljuk sultan.390  In 

one of the early sources there is mention of a Sir Nicholas Zacharia, a Venetian who was 

“associated” with the murder of the prince of Antioch in 1365 and was given rights to the 

                                                        
 

386 Arbel, “Greek Magnates,” 325-337; 329. 
 

387 Arbel, “The Cypriot Nobility,” 183.  See also footnote number 57. 
 
388 Arbel, “The Cypriot Nobility,” 187.   See also footnote number 57. 

 
389 For the characteristics of noble families in the Venetian regime see Arbel, 

“Greek Magnates,” 325-337; 329.  For the service of Giacomo see Cobham, Excerpta 
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estate of Paliomasara, guaranteed to continue through the lives of his children’s 

children.391  Paliomasara is mentioned in Goodwin’s historical toponymy of Cyprus as a 

feudal estate with the notation that information regarding the location of the estate was 

lacking.392  A more significant item of interest related to this family is that, in 1451, a 

Paulinus Zacharias was registered in the Vatican archives as a bailiff for queen Helena 

Palaiologina.  He had received permission from the Catholic Church for himself and his 

children to marry and be buried according to the Greek rite, even though he had been 

married to two Latin women, the second of which bore his children.393  The registry lists 

the “Zacharias” [sic] family as original “levantines” on the island, and “Paulinus” may 

have been a grandfather or great-grandfather of the Polos who is recorded as the donor of 

the painting of the Galata church.394  These records most definitely make the case for the 

intermarriage that was taking place on the island and the accommodations that were 

being made for it.  They also suggest that the Zacharia family had a long pedigree, and 

high status due to their service to the state.  

What does their portrait tell of the family’s biography?  Though ostensibly the 

donors are posed in prayer at the foot of Christ, the Virgin Mary and John the Baptist, the 

construction of this painting has deeper implications that will be uncovered as we discuss 

                                                        
 

391 Dawkins, Leontios Makhairas, 1:551, Number 555.  William Hepburn Buckler 
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this portrait under the multiple functions of portraiture as outlined in this dissertation.  

The text of the inscription provides a starting place to uncover the intentions of this noble 

donor in his decisions about the portrayal of his family:   

The most venerable church of the most Holy Mother of God and ever – Virgin 
Mary, was erected through the donation and at the expense of Monsieur 
Stephanos (Stefano) Zacharia and of his wife Loiza (Luigia, Louise), and pray for 
them, amen.  And it was painted at the expense of Monsieur Polos (Paolo) 
Zacharia and of his wife Madelena (Madeleine), and of their children; Pray for 
them through the Lord.  Their painting was finished on the 17th of January, 1514 
of Christ.  Hand of Symeon Axenti.395 

 
Stefanos and Loiza provided the donation for the original construction of the church and 

Polos and Madelena sponsored the wall paintings at this later date.  William Hepburn 

Buckler says that the word µακαρίσατε used in conjunction with the names of Stephen 

and his wife Loiza implies that they were dead and so they were most probably the 

parents of Polos.396 

The status and lineage of this family are indicated by the coat of arms below the 

inscription, which is divided into two halves (Fig. 2.2).  The dexter side of the coat of 

arms shows a lion rampant inscribed in red over three lines descending to the left in blue.  

This represents the Lusignan dynasty and indicates that Madelena, the wife, was of the 

royal house of Lusignan.397  The sinister side of the shield, representing the husband, 

Polos Zacharia and his side of the family, is a white palm tree on a blue background. This 

motif is known on Cyprus, and associated with the Zacharia family since at least 1230.398  

                                                        
395 Stylianou and Stylianou, The Painted Churches, 90. 
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The presentation of the Zacharia family as donor of a church and its paintings builds a 

picture of them as wealthy, with a distinguished, likely noble lineage.399   

The family is set within a Deësis scene, and the Zacharia family thereby 

perpetually request intercession, through this integration within the image.400  The open 

Gospel in Christ’s hand reads, “Come to me all you who are weary and burdened.”401  

Because the Gospel text in these images is not always the same, the selection chosen by 

the donor contributes to the construction of the Zacharia’s family’s identity.402  It seems 

possible that they wanted to evoke a sense of their weighty responsibilities as a family of 

high status, who were fief owners, and model citizens of Cypriot society.  These kneeling 

donors have made a clear choice -- they have taken their petitions to Christ as “Savior of 

the World” and he has responded by encouraging them to come to him to have their 

burdens eased. 

Mary stands with a bowed head holding a scroll in her left hand.  The text is a 

petition in the form of a conversation, which has been translated as:   

[Mary}  Receive the supplication (intercession) 
   of the Mother of Jesus, of great mercies 
[Christ] What do you ask, Mother? 
[Mary}  The salvation of mortals. 403 
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400 See Anthony Cutler,  “Under the Sign of the Deësis:  On the Question of 
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As mentioned earlier, the only other surviving Cypriot Deësis scene with a donor portrait 

is one in the monastic cell of the hermit St. Neophytos commissioned in 1183.  By 

interjecting themselves into the Deësis scene, this family claims an elevated spiritual 

status, and also includes everyone praying in the church as part of their audience, visually 

and in the donation inscription. 

 Gender divides the family group, with the father and son on the right, privileged, 

side of Christ, and the women on his left (our right).404  This portrait makes an unusually 

strong statement about the significance of the wife, in the family portrait, because she is 

placed opposite the man.  In most documented wall paintings of donor portraits in 

Cyprus, the woman is placed behind the man.405   The placement of the men and women 

                                                                                                                                                                     
403 I thank Dr. Vasailiki Limberis, Temple University, who helped with this 

translation. 
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405  The following churches have donor portraits with the woman placed behind 
the man: Panagia Phorbiotissa of Asinou, Nikitari, 1105/1106; Church of St. 
Demetrianos, Dali, 1317; Archangel Michael, Pedoulas, 1474; St. Lampadistis, 
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at Pyrga where a man and wife are on either side of the Crucifixion dated 1421 and a 
donor portrait at the Church of St. Christina in Askas dated to 1518 that has a man and 
his wife on either side of the saint.  At the Church of the Virgin Mary at Kaminaria dated 
by the Stylianous to the first quarter of the sixteenth century it is difficult to assess from 
the portrait whether there may have been another donor.  What remains is a fragment that 
contains a mother and three sons behind her.  The sixteenth century examples include the 
donor portraits at Panagia Theotokos in Kakopetria, the Church of the Virgin Mary at 
Kaminaria and the Church of the Dormition at Kourdali. 
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in the St. Nicholas icon conforms to the arrangement of the family in this fresco.  

Numerous examples exist in sixteenth-century portable icons of women placed opposite 

the men in donor portraits, although there are a few with the woman behind the man.  

One possible explanation for the unusual disposition in the painting of the Zacharia 

family could be the high status of Madelena, as a descendant from the Lusignan royal 

line.  Aristocratic class, then, would be a factor enhancing her value in the construction of 

the family’s identity.  Interestingly, the gender division in the lower part of the painting 

does not operate above it, where Christ’s mother stands in the position of greatest honor, 

on the right hand of Christ, and John the Baptist to the left. 

 The Zacharia fresco emphasizes the significance of the children to the family by 

including them prominently in this scene, and also by mentioning them in the donation 

text as incurring the expense of the commission, along with their parents.  It is rare to 

find children’s portraits on frescoes in Cyprus before the fifteenth century.  I have found 

only seven other donor portraits that feature children out of a total of at least sixteen in 

situ donor portraits surviving from the fifteenth to sixteenth century.406  By including 
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Theotokos, Kakopetria (sixteenth century), p. 76, Fig. 31; Church of the Virgin Mary at 
Kaminaria (sixteenth century), p. 345, Fig. 206; Church of the Holy Cross/Timios 
Stavros, at Pelendri (date? Sixteenth century?) p. 231. Not included in the Stylianou’s 
book is one mentioned by Rupert Gunnis, Historic Cyprus (London: Methuen and Co. 
Ltd, 1936): Church of the B.V.M. Platinassa, Khoulou (sixteenth century), pp. 269-270. 
Children are sometimes mentioned in donor portrait dedications, but are not always 
portrayed.  For examples where children are mentioned but not portrayed with their 
parents see in Stylianou and Stylianou, The Painted Churches:  Church of St. 
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their children so prominently, along with an inscription that asserts the significance of an 

earlier generation of the Zacharia family, the painting attests to an interest in the 

continuity of their line.  

It is through their dress that the Zacharia family most strongly expresses ideas 

about marriage and the family, gender, and a connection to Venice during this period of 

colonial rule.407  In early sixteenth-century Venice, sumptuary laws regulated fashion.408  

Polos Zacharia, as a proper Cypriot Venetian gentleman, conforms to them (Fig. 3.11).  

He wears a long, black gown, with the edge of a white shirt appearing above the gown’s 

neck and a black cap.  Cesare Veccellio’s woodcut representations of Renaissance 

clothing and their accompanying descriptions, first published at the end of the sixteenth 

century, provide a contemporary characterization of everyday clothing worn by the 

Venetian nobility.409  According to Veccellio, the garment is a loose gown made of 

                                                                                                                                                                     
Demetrianos, Dali (fourteenth century), pp. 425-426 Fig. 256 and Church of the 
Dormition of the Virgin Mary at Kourdali (sixteenth century), p. 142.  
 

407For theories on using clothing to explore gender see Mary Harlow, “Clothes 
maketh the man:  power dressing and elite masculinity in the later Roman World,” in 
Gender in the Early Medieval World.  East and West, 300-900 (Cambridge: Cambridge 
University Press, 2004), 44-69.  See Fred Davis, Fashion, Culture and Identity (Chicago: 
The University of Chicago Press, 1992), 191.  Davis treats dress as a mode of expression 
framed by cultural values can suggest gender, profession, social status, sexuality, age and 
locale. 
 

408 Stella Mary Newton, The Dress of the Venetians 1495-1525 (Aldershot, 
England: Gower Publishing Company Ltd., 1988), 7.  For other sources on men and 
women’s dress in the sixteenth century see Rosita Levi Pisetzky, Storia del Costume in 
Italia, vol. 3 (Milano: Istituto Editoriale Italiano, 1966) and Margaret F. Rosenthal, and 
Ann Rosalind Jones, eds. Cesare Vecellio’s ‘Habiti Antichi et Moderni.’  The Clothing of 
the Renaissance World (London: Thames and Hudson, 2008).  For a source on sumptuary 
laws see Alan Hunt, Governance of the Consuming Passions: A History of Sumptuary 
Law (New York: St. Martin’s Press, 1986). 
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“black wool or rascia.”410  He continues, “Above the collar of the gown they let just a 

thin border of their camica show.”  Veccellio concludes “this is the clothing worn not 

only by the nobility but also by citizens and by anyone else who wants to wear it.”411  

Conventions regulated hair as well as clothing, and seem to have prohibited the wearing 

of beards, except for men in mourning.412  Venetian men parted their hair leaving the 

forehead bare and the rest cut to the level of their chin.413  A painting of Venetian men by 

Giovanni Mansuetti dated 1494 shows the standard ensemble of dark clothing and cap, 

shaved face, and haircut (Fig. 3.12).414  Although Zacharia wears the customary Cypriot 

beard, thus not following Venetian fashion, in other respects his clothing and hair 

indicate that he is claiming membership in the male elite of the Serene Republic.   

                                                                                                                                                                     
409 Rosenthal and Jones, Cesare Vecellio’s ‘Habiti Antichi et Moderni,’ 158, Fig. 

106. 
 
410 Rosenthal and Jones, Cesare Vecellio’s ‘Habiti Antichi et Moderni,’ 158, Fig. 

106. 
 
411 Rosenthal and Jones, Cesare Vecellio’s ‘Habiti Antichi et Moderni,’ 158, Fig. 

106. 
 
 412 Newton, The Dress of the Venetians, 88-90.  Some have disagreed with 
Newton’s assessment that only foreign men or those in mourning wore beards as seen in 
Venetian painting of the period.  See Jennifer Fletcher, review of The Dress of the 
Venetians, 1495-1525, by Stella Mary Newton, The Burlington Magazine Vol. 132 No. 
1047 (June 1990): 419-420. 
 

413 Newton, The Dress of the Venetians, 42. 
 

414 Augusto Gentili, Giandomenico Romanelli, Philip Rylands and Giovana Nepi 
Sciré, eds., Paintings in Venice (Boston: Bullfinch Press, 2002), 162-163, Fig. 148.  
Detail of Venetian men, Miracle of the Cross at San Lio, Giovanni Mansuetti, 1494, 
located in the Gallerie dell’ Accademia.  
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What feminine ideal have the patrons chosen for this representation of the 

family?415  Madelena, wears a high-waisted black gown with a square-cut décolleté 

bodice, detachable sleeves and a sheer white material covering her chest (Fig. 3.13).416 

Frigerio-Zeniou has written a meticulous analysis of Cypriot women’s fashions seen in 

sixteenth-century donor portraits.417  Her article begins chronologically in 1514 with a 

description of Madelena’s clothing.  Many of the elements of Madelena’s dress follow 

Venetian fashions, but the fine, white, transparent fabric in vertical pleats that covers her 

bust is one aspect that seems to be unique to Cyprus and appears in many Cypriot donor 

portraits of the sixteenth century (Fig. 3.14).418  Frigerio-Zeniou notes that this fashion 

element was observed in Cypriot clothing as recently as the nineteenth century.419  One 

feature of her dress that can be found in Venetian examples is the use of wide, detachable 

                                                        
415 Woods-Marsden, “Portrait of the Lady,” 83. Woods-Marsden has argued that 

women in the Renaissance had little control over social constructions of their identity and 
their portrayals were those of the “Renaissance social construct of the patrician female 
ideal.” 
 

416 Stylianou and Stylianou, The Painted Churches, 92.  The Stylianous describe 
her bodice as blue.  See also Athanassios Semoglou, “Portaits Cypriotes de donateurs et 
le triomphe de l’elegance.  Questions posées par l’etude des vêtements du XIVe au XVI 
siècle.  Notes additives sur un materiel publié,” Αφιέρωµα στη µνήµη του Σωτήρη Κίσσα 
(Ελληνική Εταιρεία Σλαβικών Μελετών), Θεσσαλονίκη 2001, 485-509; esp. 500.  
Semoglou describes the color of the bodice as black. 
 
 417 Stella Frigerio-Zeniou, “ΚΥΠΡΙΩΤΙΣΣΕΣ ΚΥΠΑ∆ΕΣ: Reflets de la mode 
féminine à Chypre au XVIe siècle,” Κυπριακαι Σπουδαι (2005): 245-315.  
 

418 Frigerio-Zeniou, “ΚΥΠΡΙΩΤΙΣΣΕΣ ΚΥΠΑ∆ΕΣ,” 247. 
 

419 Frigerio-Zeniou, “ΚΥΠΡΙΩΤΙΣΣΕΣ ΚΥΠΑ∆ΕΣ,” 247.  She notes the remarks 
of a Mrs. Scott Stevenson in 1880 who describes a woman’s costume as “ . . . a richly 
embroidered bodice (generally in velvet) cut in a low square on the bosom, which is 
covered with a transparent piece of worked muslin.”  This was cited from Eleni 
Papademetriou, Cypriot Costumes (Athens: Peloponnesian Folklore Foundation, 
1991), 29. 
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sleeves.  Sumptuary law controlled Venetian women’s fashions, and by 1504 the volume 

of material used in making sleeves had attracted special attention.420  The restrictions on 

the sizes of sleeves had lessened by 1512.421  However, new restrictions were directed to 

jewelry worn on the head and displaying two pairs of sleeves, with the outer one slashed 

so that the material of the under gown showed through.422  It was considered a shameful 

and extravagant practice.  Madelena’s wide detachable sleeves are of the same black as 

the bodice and pearls adorn her cuffs and her headdress.  The band over her shoulder is 

embroidered in gold and the hem of her bright red skirt is a gold band with red and green 

embroidery.  This ostentatious dress would have placed her in violation of certain 

regulations of the Venetian Provedadori, but her sleeves appeared to conform to 

regulations.  By 1522 Venetian regulations again became more stringent expressly stating 

that dresses were to be of one color, plain and untrimmed without any type of 

embroidery.423  

Madelena wears a transparent veil and a gold fillet on top of her head edged with 

pearls. These lustrous white beads were particularly prized at this time, and announced 

the family’s wealth.424  A long braid of hair from the back of her head can be seen under 

the sheer veil.  A number of women on sixteenth-century Cypriot donor portraits wear 

their hair pulled back into one long braid and covered with a transparent veil, just as 

                                                        
 
420 Newton, The Dress of the Venetians, 55. 
 
421 Newton, The Dress of the Venetians, 63-64. 
 
422 Newton, The Dress of the Venetians, 63-64. 

 
423 Newton, The Dress of the Venetians, 68. 

 
424 Woods-Marsden, “Portrait of the Lady,” 67. 
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Madelena is portrayed (Fig. 3.14).  Her headdress is also similar to those worn by a group 

of Cypriot women shown standing with Caterina Cornaro, the deposed Cypriot queen, in 

a painting by Gentile Bellini (Fig. 3.15).425  The group of Cypriot women stands out as 

members of a foreign country by their fashions.426  It can be said that while Madelena is 

dressed fashionably and ostentatiously according to Venetian standards, her headdress 

and the embroidery on her skirt are distinctly Cypriot.  

 The older daughter is also conspicuously arrayed in sumptuously elegant clothing 

that can be traced to dress of the Venetians (Fig. 3.16).  Her bodice and sleeves are 

trimmed in costly pearls.  Her sleeves are wide and full; the type of sleeve known as a 

comeo in Venice.  These are some of the features in women’s fashions that the sumptuary 

laws of Venice attempted to control.  The most contemporary and distinctly Venetian 

item of her dress is the scuffia that she wears on her head.  This way of wearing the hair 

parted and pulled under a bag-like scarf or transparent net at the back of the head was the 

newest fashion for women’s hair in early sixteenth-century Venice.427  It is particularly 

striking that her hair is exposed because this is the first evidence we have of seeing an 

Orthodox woman’s hair in a Cypriot wall painting, and this detail accentuates the up-to-

                                                        
 
425 Detail from Miracle at the Bridge of San Lorenzo, Gentile Bellini, 1500. 

See Patricia Fortini Brown, Venetian Narrative Painting in the Age of Carpaccio (New 
York: Yale University Press, 1988), 228, Fig. 136. 

 
426 Newton, The Dress of the Venetians, 138-139. 
 
427 Newton, The Dress of the Venetians, 59, 67.  The Stylianous have described 

this as a golden kerchief embroidered in red.  See Stylianou and Stylianou, The Painted 
Churches, 92.  Frigerio-Zeniou points out that her mother, Madelena, wears a scuffia 
under her veil.  See Frigerio-Zeniou, “ΚΥΠΡΙΩΤΙΣΣΕΣ ΚΥΠΑ∆ΕΣ,” 249. 
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date fashion she displays.428  It is also interesting that it is only young women who seem 

to wear the scuffia without a veil (Fig. 4.4).429  While her apron and the embroidery 

indicate Cypriot fashion tendencies, her dress displays both wealth and contemporary 

Venetian fashion.  

The younger children of the family have been treated more modestly in their 

attire.  The younger daughters shown kneeling in front of their mother are dressed in red 

gowns with restrained pearl decoration.  Generally speaking, they express the wealth of 

the family and yet are more modestly attired than their mother and older sister with the 

coiffes on their heads and their diminutive size signifying their youth.  The young boy 

kneeling in front of his father also wears a coiffe and a belted white gown, indicating that 

he was under six or seven years of age.430  

The older daughter’s portrait is one-of-a-kind in the surviving portraits of donors 

in Cyprus, not only for her clothing but for the attribute that is chosen for her. The only 

objects most women carry in icons of the early sixteenth century are rosaries.  For this 

oldest daughter to be carrying something as uniquely identifying as the Akathistos 

Hymnal is remarkable.  Early studies on Renaissance portraiture called these added clues 

                                                        
 

428 A few icons at the Archbishop III Makarios Foundation Byzantine Museum 
have young girls whose hair is exposed such as in the St. Mamas icon from the Church of 
the Virgin Chrysaliniotissa, Nicosia, ca. 1500; Virgin Mary Hodegetria Enthroned with 
Donors from the Church of the Virgin Chrysaliniotissa, Nicosia, 15th c.  
 

429 For examples of young girls wearing scuffias without veils see The 
Presentation in the Temple [Christ] icon from the sixteenth century and the Christ icon, 
dated 1549.  Appendix A.  
 

430 Marion Sichel, History of Children’s Costume (London: Batsford Academic 
and Educational Ltd., 1983), 20. 
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to the character of the sitter the ‘augmented portrait.’431  They were to build an 

impression of the moral quality of the sitter.  In this portrait the inclusion of the small 

codex may not only reveal the desire to show the daughter’s Orthodoxy, but it may also 

signal devotion to the Virgin Mary, to whom this church is dedicated.  In terms of gender, 

this addition is rare because it makes the daughter literate and wealthy, as well as pious.  

In contemporary portraits in Cyprus, not even young men hold objects, although some 

carry purses or daggers on their belt.  

As mentioned earlier, the compositional structure of this family portrait 

structurally represents Venetian views of an aristocratic marriage as put forth by 

Caldiera.432  The structure of family organization is analogous to that of the Venetian 

state because it is based on a system of articulated roles with the father as head of the 

family.  The Zacharia family commissioned the visual construction of a wealthy, 

sophisticated, urbane, educated family who are practicing Orthodox worshippers on an 

island under Western rule.  By choosing the Deësis scene as the setting, the Zacharia 

family continuously enacts a ritual that connects them to the highest authority, Christ as 

the ‘Savior of the World.’  With her scroll the Virgin Mary requests the family’s 

salvation.  The Zacharia family asks for additional intercession calling on a mortal 

audience as well as a celestial one.  The donor inscription embedded within the scene 

entreats viewers to pray for them. The Zacharia family eternally performs piety, and 

displays wealth, status, education, and civic responsibility.433 

                                                        
 

431 Pope-Hennessy, Portrait in the Renaissance, 208.  
 
432 Margaret King, “Caldiera and the Barbaros,” V, 19-50.    
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Conclusion 

 In many ways these two families exemplify the ideals of their status as nobles and 

persons of rank, as patrons of the Orthodox Church on the island, and as loyal citizens 

under the reigning regime.  They show their desire to be portrayed as families within the 

social, religious and political spheres of society.  The commissioning of a large, costly 

icon and a church or chapel wall painting imply their wealth and possibly also noble 

status.  Another sign of this high status is their clothing.  In the St. Nicholas icon, the 

knight in costly armored dress and his horse outfitted for battle underscore the 

idealization of the knightly profession, as noted by Philip of Novara.  His wife and 

daughter are fashionably dressed, displaying the proper luxurious attire of Frankish 

female nobility.  The Venetian gentleman’s garments worn by Polos Zacharia and his 

wife and daughter’s costly clothing portray a wealthy, urbane family with access to 

foreign merchandise.  Both Madelena Zacharia and the wife of the knight have pearls in 

their headdresses denoting luxury and wealth.  We know that, under both regimes, the 

nobility resided in the cities, most probably Nicosia for these two families.  They both, 

most likely, had estates in the Troodos Mountains not far from one another.   

 Both portraits attest to the acculturation between Latins and Greeks in their 

worship practices during their respective periods.  Evidence of mixed marriages has been 

detected in several family portraits on Cyprus.  In the Zacharia portrait, the elements of 

                                                                                                                                                                     
433 Tragically family members perished in the War of Cyprus during the siege of 

Nicosia.  See Cobham, Excerpta Cypria, 129, 146.  There is a narrative by Fra Angelo 
Calepio of Cyprus where he describes the captures of Nicosia and Famagusta by the 
Turks in 1570.  “Captain Giacomo Zacharia, a Cypriot noble” is named in his list of 
captains of the Cernide, a territorial army that was made up of Italians and Cypriots to 
defend Nicosia while most of the forces were sent to Famagusta.  In his notation of those 
Noble Cypriot Captains who perished was ‘Jacomo Zacharia.’  



 124

the kneeling posture of the family with their hands pressed together, the wife holding 

rosary beads and one side of the family coat of arms signifying the Lusignan name, tie 

this portrait to Western traditions and the Latin Church.  These ostensibly opposing 

traditions depicted in the painting play against the painting’s presence in an Orthodox 

church with Greek inscriptions set within a Deeisis scene, and with a daughter who holds 

an Akathistos hymnal.  The assemblage of data related to the knight’s family on the St. 

Nicholas icon points to this same mixed nature. A Frankish crusader family has 

commissioned a vita icon of a Byzantine saint from a Cypriot workshop for an Orthodox 

monastery in the mountains.  In the Frankish period, French was the language of the court 

and, during the Venetian period, Italian was the official language. Yet, both families have 

used Greek inscriptions in their commissions.  This shows the degree to which the 

nobility was familiar with the Greek language used on the island.  It also shows the 

enduring legacy and primacy of the Orthodox Church on the island.  Ultimately, both 

families have shown their religious piety and commitment to the church through their 

donations.   

As we compare these two portraits, it is clearly evident that there are many more 

aspects in which they are alike than different.  The central factor in their difference lies in 

details of the painting that relate to the political regime and social changes, with the 

advent of a changing worldview.  How do these portraits display the political climate 

under which the subjects lived?  The icon including the knight portrays a feudal system 

based on homage to one’s lord.  It symbolizes the crusading movement to regain the Holy 

Land and, ultimately, its loss by the appearance on Cyprus of this Frankish knight with a 

heritage that can be traced back to Syria.  In the St. Nicholas icon, the combination of the 
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knightly iconography, the Byzantine saint in a western and Cypriot style of icon painting 

portrays a picture of the Frankish knight staking a claim in this new island home.  In 

chapter five we will discuss numerous knights’ images on effigial tomb slabs on Cyprus 

showing that this family was not an isolated image of the knightly class.  However, this 

presence was not to last.  The ideal of a knightly, courtly way of life would soon fade on 

Cyprus.  Rudt de Collenberg notes that by the end of the fourteenth century there were 

only sixty-one Frankish noble families in the records.434   This Frankish noble may have 

been a member of the Haute Cour, which was eventually abolished in the beginning of 

the Venetian regime because of its ties to the crown of Cyprus.   

When Venice took over Cyprus, the island was no longer a kingdom in its own 

right led by the Lusignan monarchy, but a colony of Venice.  As a colony, its legal 

system was left intact and the church continued to function as it had before.435  The 

government was reorganized according to the system of the Venetian republic.  By the 

end of the fifteenth century, town councils were gradually established by the Venetian 

authorities and replaced the Haut Cour.436  These councils gave men of means, not 

necessarily of noble bloodlines, the ability to raise their status on the island.  By the time 

of Venetian rule, the distinctions and privileges of Latins over non-Latins had already 

begun to disintegrate.437 In response to these changes, the nobility closed ranks so that 

their sons and daughters married within their own class, either to Cypriots or 

                                                        
 

434 Rudt de Collenberg, “The Fate of the Frankish Noble Families,” 269. 
 

435 Arbel, “Cyprus under Venice:  Continuity and Change,” 161-168; 161. 
 

436 Arbel, “Urban Assemblies,” 203-213; 207. 
 
437 Arbel, “Urban Assemblies,” 203-213; 207. 
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Venetians.438  The history of the Zacharia family attests to their loyalty and service to the 

reigning government.  The dress of the family demonstrates their worldliness and close 

ties to Venetian fashions.  Even though Polos Zacharia most likely came from a local 

noble family, he was also part of the larger Venetian sphere.  Later documents testify to 

the education and library of Marco, most likely his young son in the portrait, which will 

be discussed in chapter six.  Marco’s son, Andreas, attended the University in Padua, as 

did other the nobles’ sons on Cyprus.  The Zacharia portrait portrays Polos as a 

gentleman of the world, of commerce, of the nobility and of the Serene republic of 

Venice.  

 Lastly, how do these portraits portray family concerns?  In addition to the 

religious iconography, one of the most important features in both portraits was the 

inclusion of the family coat of arms.  In the St. Nicholas icon, the knight’s coat of arms 

was displayed, not once but three times.  The Zacharia family’s coat of arms was 

prominently displayed just under the inscription and included both the husband and 

wife’s heraldry.  Both families have displayed their coats of arms, but with a telling 

difference.  Although the Frankish family show what is likely the husband’s lineage, the 

Zacharia family has a divided shield showing the lineage of the both the husband and the 

wife.  This dual portrayal of lineage signals the importance and the recognition of the 

wife’s family line.  It symbolizes the fact that they are in a joint partnership and also 

attests to pride in the bloodline brought into the family through marriage to Madelena.  

This concern with ancestry is shown in the inscription the Zacharia family includes with 

their image.  They have recorded the names of the family members who contributed to 

                                                        
 
438 Arbel,  “Greek Magnates,” 325-337; 329. 
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the building and painting of the church and have cited their children, but do not include 

their names.  Even though they are not named specifically, it is evident that the Frankish 

family and the Zacharia families value their children, and the idea of portraying them, by 

the very fact that they are included within the family donor portraits.  In the Zacharia 

family portrait they are listed as their children, and are given more character than the lone 

daughter in the icon.  The most powerful attestation of that individuation being the fact 

that the oldest daughter is shown as both pious and educated by virtue of the Akathistos 

hymnal she holds in her hand. 

In examining the choices donors have made in constructing their portraits, the 

subtle differences of their messages can only be detected through comparing one to 

another.  Through a comparison we can enlarge the story we receive from the isolated 

portraits.  These two portraits and what we know of the island’s history, have given us 

points of access to two different moments in time.  Between the two we see a loosening 

of rules of noble society, and an end to knightly privileges.  There is a continued value of 

faith, family, and wealth, but greater attention is given to women, children and 

individuals.  In essence, the Zacharia portrait signals the societal transformations taking 

place as a result of the raising of the middle class and the importance of education with 

the advent of Renaissance humanism.  The island of Cyprus under Venetian hegemony is 

not just a culture based on bloodlines but on commerce, the achievement of the individual 

and the function of the family within the civic sphere. 
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CHAPTER 4 
THE PORTRAIT AS A PROXY AND A GIFT 

 
Portraits as Proxy  

The visual immediacy of portraits has historically prompted people to use them as 

proxy or a substitute, representing the person depicted.  In the last chapter I discussed the 

ways in which Cypriot donor portraits could function as documents that tell us something 

about the biography of the individuals portrayed.  This chapter will focus on how such 

images might operate by proxy as dowry portraits.  Dowry portraiture is the name given 

to a genre that became popular in Northern Italy in the early fifteenth century that 

displayed a betrothed woman adorned with expensive clothing and jewelry signifying her 

economic position.439  It is believed this practice may have had its origin in Flemish 

devotional donor portraiture.440  West has marshaled evidence that portraits were used for 

marriage negotiations because the portrait could “evoke the individual’s presence in the 

minds of the viewers.”441  An anecdote in the history of the Lusignan royal line on 

Cyprus provides an entertaining example of this function in marriage negotiations.  While 

seeking a wife, James II of Cyprus was “accidently” shown a portrait of Caterina Cornaro 

by her uncle Andreas Cornaro who lived in Cyprus in order to “inflame his desire” by her 

beauty.442  A “magnificent” marriage ceremony by proxy took place at the Cornaro 

                                                        
439 See Diane Owen Hughes, “Representing the Family: Portraits and Purposes in 

Early Modern Italy,” Journal of Interdisciplinary History Vol. 17 No. 1, The Evidence of 
Art: Images and Meaning in History (Summer, 1986): 7-38; 15.  See also Joanna Woods-
Marsden, “Portrait of the Lady,” and Patricia Simons, “Women in Frames,” In The 
Expanding Discourse (New York: HarperCollins, 1992), 38-57.   
 

440 Hughes, “Representing the Family,” 15. 
 
441 West, Portraiture, 63. 
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palace in San Polo in 1468 while Caterina was only fourteen and still living in Italy.443  It 

was not until 1472 that she sailed to Cyprus and was married to James II in Famagusta.444  

Even if this story may not be true, there are other documented examples of the practice of 

using a portrait to secure a marriage allegiance between royal houses.445  This example 

serves to illustrate how a portrait can represent an individual.  Above all, portraits convey 

something of the presence of a person and I believe it is in that way that these donor 

portraits could also function as dowry portraits.   

In his analysis of donor portraits and their intended meanings, Franses ultimately 

concluded that there is the mistaken belief that a patron can control the meanings of the 

symbols he or she uses within a portrait.446  His point was that the portraits present 

cultural symbols which depict more than a simple individual identity.  We can use an 

example previously discussed to help explain his meaning.  In the St. Nicholas icon, the 

Frankish knight has had his horse prominently portrayed in the border of the icon.  It is 

difficult to say what the knight’s specific intention was in this portrayal.  Was it a portrait 

of his horse that meant the world to him, or merely an emblem of his family lineage?  If 

                                                                                                                                                                     
442 Hill, The History of Cyprus, 3:634, 3:758.  The story of the “accidental” citing 

is attributed to John Francis Loredano and Hill questions its authority.  This portrait was 
to have been sent out from Venice and attributed to the painter Dario of Treviso. 

 
443 Hill, The History of Cyprus, 3:634.   
 
444 Hill, The History of Cyprus, 3:640-641. 
 
445 West, Portraiture, 60.  Susan Foister, Holbein in England (London: Tate 

Publishing, 2007), 102, Fig. 11.  In 1539 Hans Holbein the Younger painted portraits of 
the daughters, Amelia and Anne, of the Duke of Cleves and took them to Henry VIII for 
him to consider one as a potential wife.  Henry VIII chose Anne, but after having married 
her, he found her unappealing and had the marriage annulled.   

 
446 Franses, “Symbols, Meaning, Belief,” 271.  
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an emblem, was it a sign of knighthood, military valor, or wealth and status?  Depending 

on who the viewer was, he or she might have different interpretations of the image.  The 

truth is, no one knows for sure what the knight’s intentions were.  Because the viewer has 

the final say in the portrait’s interpretation, I think it is perfectly plausible to suggest that 

one received meaning of the inclusion of children is as a type of advertisement for the 

family and particularly for their offspring.  Evidence from Cyprus strongly suggests that, 

among other functions, donors with unmarried daughters used the paintings they 

commissioned to help construct a desirable identity for them, within the larger family 

groups.447  Even though the subjects of these paintings were probably well known in the 

community, to have an image painted on the wall of the church would increase the 

daughter’s and the family’s fame, reputation for sanctity and wealth, and put an 

ecclesiastical “seal of approval” on their status as a successful family.   

Age of Marriage and the Dowry  

 In order to explore how these portraits may have operated as part of the social 

practice of the dowry, it is essential to examine the importance of the dowry to the social 

fabric of the island community.  The great importance of marriage and the lengths to 

which parents will go to provide the best for their daughters can even be seen in Cyprus 

in the twenty-first century.  For a recent wedding that was held in the tiny mountain 

village of Spilia, approximate population one hundred sixty-nine, a mother hand 

delivered over one thousand invitations to prospective guests all over the island.  Her 

husband excavated the local soccer field to provide a level area large enough for the 

wedding reception.  Pure, white linen-draped tables and chairs blanketed the hard packed 
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dirt surface of the field.  While illustrating the traditional social importance of marriage 

and the extravagant contributions of the bride’s parents, this “village” wedding also 

indicates the changes that have taken place in marriage traditions since the 1930s, as 

described by anthropologist Vassos Argyrou in his study of wedding traditions on 

Cyprus.448  The four most conspicuous changes he records are the disappearance of the 

ritual display of the bride’s virginity, the shortening of the celebrations to a single day, 

the huge increase of guests numbering in the thousands and the evolution into two types 

of weddings, “village” and “champagne” (signified by modern weddings of the Cypriot 

middle class).449  These changing traditions demonstrate cultural choices that Argyrou 

believes are a force of westernization, even though there may be no way to define what 

“west” really means.450  He sees these alterations in wedding traditions as a 

characterization of the Cypriots as “western subjects.”451  This western domination first 

began during the Frankish period. 

 A practice characteristic of eastern Eurasia and the Mediterranean, the dowry has 

been described as “pre mortem inheritance.”452  This custom allows the daughter to 

receive her portion of the family’s possessions before her parents’ death, during a time 
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when she has the most need of it, in the establishment of her own home.  Traditionally, 

the bride’s parents offered a dowry (proika) and the groom’s parents provided a matching 

gift to help the couple set up housekeeping.453  In Italian patrician families, it was 

customary for the bride’s family to pay a substantial dowry (donora).  The groom’s 

family’s gift was known as the counter-donora.454  Although the ideal age for the 

marriage of a daughter in Italy was sixteen, a bit older than that of Byzantine and 

Lusignan practices, the operation of the dowry under all three regimes of foreign rule on 

Cyprus was an important part of the social fabric. 

The Donor Portrait as a Dowry Portrait 

 It is my belief that the information displayed in these paintings equipped them to 

operate as dowry portraits.  It appears that Cypriot donor portraits of female offspring 

tend to be much more flamboyant than those of male offspring.455  The display of items 

such as jewelry and luxury clothing, which will be discussed below, adds a certain 

showiness that is not found in the portraits of young men.  These images could easily 

have functioned as dowry portraits, for they served to advertise a dowered daughter’s 

fortune and the family’s status to a possible suitor and his relatives.  Gender studies of 

Renaissance portraiture have yielded a wealth of literature on this genre and some of 

these ideas may be fruitfully applied to these Cypriot examples.456  Commonly, the 
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women in these public images were dressed to show the status and wealth of the family 

and their attributes as “ideal” wives.  One of the functions of these portraits was the 

presentation of the “ideal” candidate for marriage that included the family’s lineage, 

piety, status in the community and wealth that might be contributed to a dowry.   

The Ideal Prospective Bride and Family 

In order to be able to consider the Cypriot donor portraits agents in the process of 

obtaining desirable marriages for unwed daughters, we need to have some idea of 

Byzantine, Frankish and Venetian thoughts about marriage and the family.  To help us 

understand what these portraits are presenting as the ideal, it is important to consider the 

expectations of the contemporary audience.  Although there are really no Cypriot 

documents that discuss the donor portraits themselves, for the Byzantine period we can 

turn to an eleventh-century Byzantine historian and philosopher, Michael Psellos for his 

thoughts on the laudable characteristics of his mother and daughter.  In the Encomium he 

writes for his mother, he names some of the qualities that were most noteworthy: her 

beauty, intelligence and wisdom, her order in thought and reason in her conduct.  She 

drew near to God and made her household increase in prosperity with skillful use of those 

things placed within her disposal.457  In addition to these qualities, the most exceptional 

activities of his mother were her skill “in turning the spindle,” making gifts for the 

household and servants, and the role she played in his education.  He credits her for 

making him a good student.458  This profile provides a helpful example of what might be 
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the desirable qualities to look for in a “future wife.”  To summarize the “ideal,” as Psellos 

characterizes it, we can say the desirable qualities are beauty, wisdom, piety, efficiency in 

household management, skill at working with textiles, generosity, and good teaching 

skills.  

Wealth, Status and Lineage 

The prominent role of the dowry in the social fabric of the community and the 

heavy emphasis on wealth, status and lineage in these portraits clearly point to their 

serving as proxies for eligible daughters.  In a more practical sense than that put forth by 

Psellos, the ideals of a prospective bride are conveyed most prominently through an 

indication of wealth, status and lineage.  How do the Cypriot dowry portraits display 

these attributes?  A family’s wealth is primarily displayed through the donation itself.  In 

the case of a church, it is either through funding its construction or its interior painted 

program that the patron(s) have made the donation.  In the case of icons, Carr has noted 

the variety of intentions for their commissioning, especially during the Palaiologan 

period.  Through their donations and subsequent portrait on their gift, aristocrats were 

conspicuously “promoting the eminence of their families.”459  Within the commissioned 

portrait, the family also has the opportunity to display their affluence through their 

clothing and jewelry.  Status may be conveyed in the inscription, where frequently the 

father may be referred to as “sir” or “lord,” conveying the idea of the title of nobility or, 

as is often the case, his office within the church.  The importance of marriage, the dowry 

and family lineage on Cyprus can be traced to Byzantine traditions. 
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Byzantine Sources 

 By the eleventh and twelfth centuries there was an increasing interest in lineage 

among the Byzantine elite.460  This was overtly expressed in recorded eulogies, such as 

the genealogy Constantine Manasses included in his praise of Nikephoros Comnenus, 

grandson of Nikephoros Bryennios.461  An increase in the construction of private dynastic 

chapels, such as the funerary chapel within the Pantokrator Monastery complex in 

Constantinople for members of the Komnenos family, also attests to this concern to 

preserve family heritage.462  

 In his Encomium for his mother, Psellos stated, “Virtue came to my mother from 

her ancestors and her family, as an inheritance, so to speak, from the union of both her 

parents.”463  This implies that great care was placed in choosing a worthy and fitting 

partner, of the right lineage.  In Byzantium, the model for donor portraits as emblems of 

dynastic lineage and possible dowry portraits has been preserved in the many imperial 

aristocratic family portraits that have been included on manuscripts and sent as gifts.464  

An example of a family in the Palaiologan era portrayed as a family group is that of 

Manuel II (r. 1391-1425) and his family (Fig. 4.1).465  
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 In Byzantium, the legal age for marriage was fifteen for men and thirteen for 

women.  Engagements could be made even earlier.466  Both sets of parents were involved 

in arranging the marriage and there was an exchange of money and property between the 

families.  The bride’s parents’ wedding dowry offering could include such items as the 

woman’s personal clothing, household linens, furniture and possibly land or jewelry.  The 

groom’s family matched this with their own gift, so that the couple had the resources to 

set up housekeeping and provide for children.467 

Frankish and Venetian Sources 

 The greatest source for information about dowries on Cyprus for the Frankish 

period is The Assizes of the Lusignan Kingdom of Cyprus.468  These governed the Latins 

on Cyprus, while the Orthodox had their own code of family law as seen in a surviving 

manuscript that included regulations about dowries.469  There are at least twenty-six 

articles of legislation that regulate dowries.470  Under the Assizes, which were the law of 

the land during the Lusignan period, in order for a marriage to be considered legal, a boy 

and a girl had to be at least thirteen at the time of their marriage.471  At such a young age, 

a dowry was truly needed to start a household.  The number of articles related to dowries 
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and their distribution testifies to the importance and value of this property owned by the 

prospective bride.472   

The prevalence of donor portraiture in the Byzantine world had been on the 

increase since the thirteenth century and, as Kalopissi-Verti has noted, patronage, which 

had only been possible by the very wealthy, was extending into lower classes than the 

aristocracy.473  Family portraits first appeared on walls of Cypriot Churches in the 

fourteenth century.  It is interesting that the majority of the surviving examples are found 

in family chapels.  Customarily in Orthodox practices, a large church was often located in 

the center of a village and smaller churches were found in the outlying neighborhoods.  

This practice was common in Cyprus too.474  Both portraits that will be discussed in this 

chapter are located in small local churches. 

Arbel has brought to light valuable information about dowry practices related to 

the Cypriot Synglictico family under the Venetian hegemony.475  He believes the 

Synglictico family was among the small group of Greek-Cypriot noblemen on the island 

who had opportunities opened to them during the reign of Venice.476  Nicolo Synglictico, 

while governor of Limassol in 1516, purchased the village of Anafotida for four thousand 

ducats.  When his daughter, Apolonia, was married to Bartolomeo Pesaro, a Venetian 
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patrician, he bestowed this village as her dowry.477  In addition to giving us a sense of the 

size of the dowry from one of the wealthiest families on Cyprus, the article by Arbel also 

supplies us with information about matrimonial alliances between Cypriot and Venetian 

families.  These two families, the Synglicticos and the Pesaros had already been 

connected through the wedding of Nicolo’s niece to another member of the Pesaro 

family.478  Zegno Synglictico, Bartolomeo’s brother, had become one of the richest men 

in Cyprus.479  While visiting Venice, he secured a marriage agreement for his eleven-

year-old granddaughter, Maria, to wed the Venetian patrician Francesco Barbarigo and 

agreed to the sum of twenty-one thousand ducats to be paid for her dowry.480  These brief 

examples demonstrate the patterns of connections between Cypriots and Venetians.  

According to Arbel, the Synglictico family, was not an exceptional case and the patterns 

of dowry expenses and marital connections between the nobility of Cyprus and Venice 

were repeated throughout the regime.481  

Dowry Goods and the Trousseau 

The display of luxury items such as expensive fabrics and jewelry on their 

daughters was a way to demonstrate the prosperity of the family and the worthiness of a 

daughter as a prospective bride.  In family donor portraits from the fifteenth and sixteenth 
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centuries, jewelry was included in the depictions of young girls in several icons and at 

least one of the wall paintings.  Although it is unclear who the viewing audience may 

have been in family chapels, it is very likely that nobles entertained friends and associates 

on their feudal estates and the audience may have included prominent citizenry.482  The 

impression that could be made on possible suitors or their parents by expensive jewelry 

can be summed up by an interesting commentary by Ludolf von Suchen, a priest from 

Westphalia, who visited Cyprus between 1356 and 1341.  He describes the awestruck 

response of some French knights who had valued the jewels of the headdress worn by the 

betrothed daughter of a rich man in Famagusta.  They told the priest the jewels were 

“more precious than all the ornaments of the Queen of France.”483  Although these 

knights had been impressed by the ornamentation of a living girl and not a painting, a 

portrait operating as proxy might have this same effect on viewers.   

A jeweled crown or tiara is worn by a few of the young girls portrayed in family 

groups found on icons.  The most conspicuous can be seen on the head of a young girl 

who is part of a family group on a large architectural icon of St. Mamas at the Byzantine 

Museum (Fig. 4.2).484  The other instances of crowns appear on funerary icons.485  In a 
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commemorative portrait within an icon, a deceased young girl is shown wearing a gold 

necklace (Fig. 4.3).486  In an icon of The Presentation of Christ in the Temple, that 

includes the donor family, three daughters are portrayed kneeling with their mother.487  

At least two of the daughters have a gold brooch attached to the scuffias they wear on 

their heads (Fig. 4.4).  The only wall painting in which jewelry is detected on a girl is on 

the tiny figure named “our Maria” in the donor portrait at the church of Panagia 

Theotokos in Kakopetria, dated 1520 (Fig. 4.5 and Fig. 4.6).488  It seems almost 

inappropriate for a very young girl to be wearing such exquisite jewelry to our 

contemporary eyes, yet if we remember that children could be dowered as early as age 

nine, the importance of the display of little Maria’s jewelry is made clear.  The icons 

appear to have a greater display of wealth than do the wall paintings in churches.  One 

wonders whether the greater prevalence of jewelry found in icons, as opposed to wall 

paintings, is an accident of survival or because icons may have been created for personal 

use and their contexts might therefore be less conservative than a church setting.  

Additionally, perhaps the home was used to entertain prospective parents of suitors, 

making this special audience the target of domestic icons with dowry portraits. 
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Dowries could be comprised of land, money and jewels, or numerous other items 

that may not show up in the portraits, but were nevertheless important in setting up a fine 

household.  From the Byzantine period to the Renaissance occupation, cloth and textile 

goods were highly prized and of great value as a component of dowries.  Notarial sources 

provide legal documents, including wills and commercial activity that record sales and 

purchases of clothing and cloth or its endowment as part of an estate.489  Another source 

of data is within the visual material itself.  A Palaiologan funerary icon that Greek 

Orthodox parents had made in commemoration of their daughter, Maria, shows the young 

girl with a jeweled diadem in her hair and wearing the wedding clothes that had probably 

already been made as part of her trousseau (Fig. 5.11).490  Maria Parani concluded that in 

the late Byzantine period there was an “opulence of materials and decoration” in the 

bride’s dress, even though she could not determine that there was a standard bridal 

outfit.491  She also points to the continued use of wedding crowns in the medieval period, 
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as attested to in texts and artistic representations.492  The funerary icon featuring the 

opulently dressed Maria suggests the early preparation of textiles in a young girl’s life as 

part of a dowry. 

Jennifer Ball argues that a fashion system did exist within the Byzantine 

Empire.493  Luxury clothing was very expensive and was “beyond the means of the 

middle and lower classes.”494  Ball reports that there was an imbalance between the high 

cost of clothing in comparison to wages.495  Angleiki Laiou, however, reports that the silk 

industry provided various qualities of silks, so that demand for silk kerchiefs and brocade 

bedcovers as part of dowries came not only from the upper class, but also from those with 

somewhat lesser means.496   

During the Frankish period, the high value consigned to cloth is attested to in the 

Assizes of the Lusignan Kingdom of Cyprus.  In one of the articles related to theft, the 

preciousness of cloth is shown by using it as an example of the type of goods a thief 

might steal.497  In the case of imported silk, a duty of close to twenty percent was charged 
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its sale and eight and a half percent duty charged on the sale of cloth other than silk.498  In 

Venetian letters, there is a notation that two pieces of green cloth were being offered at 

fifteen ducats each and white cloth for something less.499  Based on the laws, the duty 

placed on cloth was proportionately higher than that of other goods, which further attests 

to its costliness and important place within the dowry. 

The extensive scope of the Cypriot textiles industry is a fact to bear in mind when 

considering the clothing found in donor portraits.  Cyprus was particularly well known 

for its silk and cotton weaving, embroidery and lace work.500  Even though we do not 

have surviving fabrics for personal use from the time period under discussion, 1105-

1570, there are a number of material remains that range from the eighteenth to the 

twentieth century.  A great majority of these textiles were collected on Cyprus while 

under British colonial rule and are now in British Museums.501  Woven fabrics, 

embroideries and lace were first displayed in London at the Colonial and Indian 

Exhibition of 1886.502  Demonstrating the long tradition of fabric arts on Cyprus, a 
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pattern found on a cotton bedspread dated to 1900 can be detected on the lower borders 

of the veils worn by the two youngest daughters in a wall painting at the Church of the 

Archangel Michael, Pedoulas, dated 1474 (Fig. 4.7).503  This tapestry-woven embroidery, 

typical of artifacts produced in the village of Phyti, is known as phitiotika (Fig. 4.8).504  I 

use this modern example, because lack of textual evidence about traditions from the 

earlier period makes it necessary to look at contemporary sources for traditions that, at 

least in some cases, certainly date to the medieval period.  Though there are references in 

the historical sources about the types of fabrics being exported from Cyprus, not much is 

said about how fashion operated locally.  The knowledgeable, informed familiarity with 

the production of fabric would undoubtedly have carried over to more than a passing 

interest in fashion on the island.   

Studies have shown that the Lefkara embroidered lace of the fourteenth century 

was the earliest made in the Greek area. The needle lace work called papilla can be 

detected on the veils of women in some wall paintings and most abundantly in the icons 

of the sixteenth century.505  Several sixteenth-century icons at the Byzantine Museum in 

Nicosia show exquisite lace trim on the women’s dresses and in their headdresses.  Some 

examples are the daughters in the Presentation in the Temple icon from the first half of 

the sixteenth century (Fig. 4.4), the mother and daughter in the Resurrection icon from 
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the Church of St. Kassianos, dating to the sixteenth century, and the wife in Christ 

Enthroned from the Church of Archangels, Kharchia, 1521.506 

In Cypriot folk traditions that continued into the early twentieth century, valuable 

components of a daughter’s dowry were the luxurious handmade clothing and linens that 

made up her trousseau. The work of creating the trousseau would begin about the age of 

eight or ten and would continue until marriage and even beyond.507  A girl’s mother and 

other women would teach her the entire process of weaving and embroidery.508  Some 

pieces were inherited and the bride, her family and friends made others.  The ritual 

decoration of the bride’s house with linens was known as manassa.509  Traditionally, the 

fabrics would be displayed at the bride’s house so that the community could admire 

them.510  The garments and linens were arranged until fabric covered most of the house’s 

interior and remained hanging for one to two weeks after the wedding.511  These helped 

construct an impression of the wealth and status of the couple, and of their parents and 

ancestors.  Although these were folk traditions of the lower and middle classes, there are 

some elements that may have applied to the upper classes.  Eleni Papademetriou states 
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that, “Without the textiles, the embroideries, festive dress and the basic household linen, 

which had a ritual significance in her social surroundings, a girl had few hopes of finding 

a husband.”512  

It has been suggested that imagery on Byzantine ceramics reveals expressions of 

popular culture free from constraints of church and state.513  Stancioiu has recently 

examined the ceramics produced in Rhodes, Crete and Cyprus and the ways in which 

they functioned in the local rituals of courtship and marriage.514  Cypriots began 

producing glazed pottery in the early thirteenth century and continued through the 

Venetian period.  Archaeological finds have documented Lemba, Paphos and Enkomi as 

three sites that had pottery workshops in Cyprus.515  The sheer quantity of surviving 

examples shows their popular usage.  A group of four sgraffito pottery vessels testify to 

the market for relatively inexpensive everyday goods produced in large numbers.  These 

may also have been a part of dowries.516  They have been labeled the “Fair Ladies 
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Group” due to similarities in the type of pottery and the comparative decorative 

technique.517  Some of these have even been called “wedding bowls.”518  This appellation 

comes from the image of a man and a woman incised through the slip who stand so close 

together that their chests merge (Fig. 4.9).  These charming images contain a background 

that alludes to nobility, including the man’s sword, a falcon and what appear to be 

heraldic shields. What is interesting about the pattern on these ceramic plates featuring 

richly dressed couples, and signs of knighthood and nobility, is the fact that they were 

mass-produced and not necessarily part of the high-end luxury market.  It would seem 

that middle class people desired products that alluded to a higher social status.  This 

popular tableware likely formed a part of the dowry and the imagery alluding to nobility 

on the “wedding bowls” suggests iconography that may have been favored by couples 

from wealthy families on more expensive materials.  

 In this next section, I will shift my focus to two specific donor portraits exploring 

evidence that they functioned as dowry portraits.  One wall painting is from the end of 

the Frankish period located in the mountain village of Pedoulas, dated 1474, and the other 

is the previously discussed Zacharia portrait from the northern foothills of the Troodos in 

the village of Galata, dated 1514, that was painted during the Venetian period. 

Closing Years of the Lusignan Dynasty 

To better understand the ways in which status and lineage have been portrayed in 

the church at Pedoulas some of the political and religious factors need to be examined.  

                                                        
 

517 Papanikola-Bakirtzis, “Cypriot Medieval Ceramics,” 197-210.    
 

517 Papanikola-Bakirtzis and Iacovou, Byzantine Medieval Cyprus, 145. 
 

518 Papanikola-Bakirtzis, “Cypriot Medieval Ceramics,” 197-210; 203-204. 
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The patron or patrons in the fresco at the Church of the Archangel Michael in Pedoulas 

chose to include the Byzantine double-headed eagle and the Lusignan coat of arms on the 

chapel templon screen.  When this church was painted, tensions between the Greek and 

Latin churches and government had diminished and, by 1439, the Greek and Latin 

churches were officially Uniate.519  Just prior to the construction of the church, Helena 

Palaiologina, a princess of the Empire, became queen of Cyprus and reigned from 1441-

1458.  It was said that due to her patronage “Orthodoxy regained much of its former 

importance” on this island which had been dominated by the Latin Church under the 

Lusignan dynasty.520  This may also explain why these images appear together.  The 

double-headed eagle which was an emblem of the Palaiologan dynasty, when placed on 

the templon at this church, may have signified homage to her leadership and to the 

Byzantine Empire.521  By 1472, when Basil Chamades commissioned the church and its 

decoration, the Byzantine Empire’s last outpost, Trebizond, had fallen.522  The inclusion 

of the double-headed eagle on the templon would, at this point, be a tribute to an empire 

that no longer existed.   

                                                        
519 I am grateful to Dr. Annemarie Weyl Carr’s insight on this matter.  The 

Orthodox had agreed in 1340 in the Council of Nicosia that unleavened bread and the 
Filioque were acceptable.  See Schabel, “Religion,” 197-198.   
 

520 Hackett, A History of the Orthodox Church, 154-155.  Ioanna Christoforaki 
claims that here is no evidence that she “actively promoted the Greek church over the 
Latin.”  See Ioanna Christoforaki “Sainted Ladies and Wicked Harlots: Perceptions of 
Gender in Medieval Cyprus,” in Engendering Aphrodite: Women and Society in Ancient 
Cyprus (Boston: American Schools of Oriental Research, 2002), 157-168; 165. 

 
521 Hackett, A History of the Orthodox Church, 154-155. 

 
522 Alice-Mary Talbot, “Empire of Trebizond,” in The Oxford Dictionary of 

Byzantium, 3:2112-2113.  Trebizond fell in 1461. 
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The use of the royal Lusignan shield, portrayed on the beam of the templon, is 

attributed to the fact that half of the Marathasa valley, in which this church is situated, 

belonged to the Lusignans, as mentioned above.523  I believe that the inclusion of these 

identifying emblems on the beam of the templon show the interest of the family in their 

status and heritage.  The coat of arms looks similar to those of Caterina Cornaro, the 

Venetian, who had arrived on Cyprus to marry King James II.  When he died, she became 

queen in 1473, a year before this church was dedicated.524  Though the family is clearly 

Orthodox, the Lusignan shield demonstrates a desire to claim connection to the Frankish 

dynasty allied with the Latin Church.  Because of the Uniate status of the churches by 

this time, the tensions between creed and government had lessened.  This allegiance to 

the feudal government can also be found in the ‘Chronicle’ of Leontios Makhairas, a 

native Orthodox Cypriot of the fifteenth century.525  Fifteen years after the construction 

of this church Venice took control of the island, yet the family, as demonstrated by the 

Byzantine shield and Lusignan coat of arms, held fast to Byzantium, Orthodoxy and their 

Frankish past in a changing world.526  

 

                                                        
 
523 Stylianou and Stylianou, The Painted Churches, 341.  See also Christodoulos 

Hadjichristodoulou, The Pedoulas Byzantine Museum (Pedoulas: Proodos Ltd., 2000), 6. 
 
 524 Richard McGillivray Dawkins, trans., The Chronicle of George Boustronios 
1456-1489 (University of Melbourne: Melbourne Cyprus Expedition, 1964), 33. 

 
525 Dawkins, Leontios Makhairas, 2:3. 

 
526 Miltiadis Garidis, “La Peinture Chypriote de la fin du XVe – début du XVIe 

siècle et sa place dans les tendances générales de la peinture Orthodoxe après la chute de 
Constantinople”, Ππατικú του Πρωτου ∆ιεθωοúς Κγπρολογικοú Συνεδρíου (Λεγκωσíα, 
14-19 απριλιογ 1969) τοµος Β’ Nicosia 1972. pp.  25-32. Garidis, notes a Byzantine 
revival in the last half of the fifteenth century.   
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Church of the Archangel Michael, Pedoulas, 1474: The Chamades Family  

As part of a larger painted program characterized by religious subjects, the priest 

Basil commissioned a family portrait that includes his wife and daughters (Fig. 4.10).  It 

still survives on a wall in the church of the Archangel Michael in Pedoulas.527  The local 

painter, Menas, from the Marathasa Valley painted the frescoes.528  This image of Basil 

and his family provides us with an opportunity to consider aspects of female identity 

construction and possible dowry connections in an Orthodox Cypriot family in the 

closing years of the Lusignan dynasty.  By drawing attention to aspects of dress and 

posture, I will seek to answer questions about the lives of Basil’s wife and daughters 

within the hybrid mix of cultures high in the Troodos Mountains of Cyprus.  

The family group of donors is shown in veneration facing the Archangel Michael. 

The priest and father, Basil, kneels and his two daughters and wife stand in an eternally 

praying position.529  Basil presents a model of the church to the Archangel, to whom this 

                                                        
 

527 A Psalter in the Greek Patriarchate library in Jerusalem mentions that a church 
already existed here by 1472.  For notation of this see Ewald Hein, et. al., Cyprus:  
Byzantine Churches and Monasteries Mosaics and Frescoes (Ratingen:  Melina, 1998), 
98.  The priest, Vasileios Chamades [sic], ordered the hand-written Psalter no. 111 [MS 
111] which is now in the patriarchal library of Jerusalem.  See Hadjichristodoulou, The 
Pedoulas Byzantine Museum, 10.  On the wall plaque about this manuscript in the 
Pedoulas Byzantine Museum it says that on the manuscript’s inscription the scribe’s 
name was Symeon and he calls the monastery to which he belonged “Lavra of Kykkos.”  
For other commentary on this church see Loria Markides, ed., World Heritage Sites in 
Cyprus (Nicosia: Cyprus National Committee for UNESCO, 1999), 10; Stylianou and 
Stylianou, The Painted Churches, 331-343; Christoforaki, “Patronage, Art and Society,” 
218-234 and Carolyn L. Connor, “Female Saints in Church Decoration,” in Medieval 
Cyprus (Princeton: Princeton University Press, 1999), 211-262.   
 

528 Stylianou and Stylianou, The Painted Churches, 331-332. 
 

529 Rice, The Icons of Cyprus, 46-47.  Rice notes that in six of the earliest wall 
paintings hands are raised in this type of supplication:  Pelendri (around 1374), at 
Pedoulas (1477), Kakopetria (1430, but date uncertain).  It is not exactly clear which 
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edifice is dedicated.  Above their heads is a poetic inscription in Greek, which 

specifically mentions that his wife and two daughters accompany the priest: 

Thou, oh! Saviour, Who makes thine angels spirits who minister unto Thee like a 
flame of fire, through the intercessions of the Michael, the Taxiarchos (Captain), 
enlighten the souls of those approaching Thee, the priest Basil the founder with 
his wife and two daughters, and grant to them forgiveness of their sins.530 
 
The following inscription, immediately below the family, and above the north 

door of the church reads, in translation: 

The most venerable and divine church of the Archangel was erected from the 
foundations and was built at the expense and the great labour of the most 
honourable priest lord Basil, son of Chamades . . . and it was painted in A.D. 
1474; 6983 from Adam.531 

 
 Because a portion of the inscription below the family is missing after Basil’s 

name, we do not know whether Basil’s wife and daughters have been omitted from any 

credit for contributions to the church.  According to article 174 of the Assizes, the wife is 

entitled to one half of everything a man and wife “acquire and construct together.”532  

Therefore, even if Basil’s wife has not been mentioned in the inscription, she is legally 

                                                                                                                                                                     
portraits he refers to.  At Pelendri this could mean Nengomia in the center aisle (1), a 
man in the center aisle (2), the noble couple on the Doubting Thomas scene (3), though a 
couple near the iconostasis in the center aisle use this pose I don’t think he includes them 
because they are of a later date.  At Pedoulas the portrait of the Chamades family (4) is of 
this type.  At Kakopteria the kneeling couple in the narthex at St. Nicholas (5), the monk 
on the fresco of St. Nicholas (6), the monk on the north-east pier in the naos (7).  In 
Kakopetria there is also the church of the Panagia Theotokos whose donors also have 
their hands raised in this manner.  Since the date of this church is 1520, Rice may not 
have counted this group.  By my count, this makes seven portrait groups with hands 
raised apart in supplication. 

 
530 Stylianou and Stylianou, The Painted Churches, 331. 
 
531 Stylianou and Stylianou, The Painted Churches, 331. 
 
532 Coureas, The Assizes, 151.  Codex One.  Article 174 (Kausler, I cixxx).  

“Regarding those things that a husband and his wife acquire and construct together.”  
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contributing one half of the donation of expenses toward building and painting this 

church, and can be considered a joint patron of the building.  As heirs, so can their 

daughters. 

Lineage 

Although we do not know whether Basil was of noble lineage, often the clergy 

were connected to noble families and there is a possibility that he may have been from a 

well-known family.  One example of this relationship can be found in the journal of 

Nicolai de Marthono, a notary of Carinola near Calvi, who was traveling in Cyprus after 

visiting the Holy Land in 1394.  He records that he met an abbot of the church who was 

also “lord of the village” who fed him and allowed him to sleep in his home.533  Arbel 

notes that often members of the nobility held ecclesiastical office in the four Greek 

bishoprics, as well as the Archbishopric of Nicosia.534  Pedoulas and the Marathasa 

Valley, where the church was located, belonged to the Lusignan family.535  The heraldic 

symbol of the Lusignans on the templon of the church discussed earlier may also indicate 

that Basil might have been of noble lineage.536  Either the church or Chamades must have 

been fairly wealthy because in 1472 an expensive Psalter was commissioned from the 

Holy Monastery of Kykkos in 1472 for use in the church.537  

                                                        
533 Cobham, Excerpta Cypria, 27. 

 
534 Benjamin Arbel, “Cyprus under Venice: Continuity and Change,” in Byzantine 

Medieval Cyprus (Nicosia: Bank of Cyprus Cultural Foundation, 1998), 161-168; 168. 
  
 535 Hadjichristodoulou, The Pedoulas Byzantine Museum, 6. 
 

536 Hein, Cyprus: Byzantine Churches, 99.   
 
537 See footnote 527. 
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The Cypriot family donor portrait closest in date to this one, including young 

children and a dedicatory inscription, is one painted in 1514 of the Zacharia family.538  It 

is interesting that in the inscription for the Zacharia family, the wife, Madelena, and their 

offpring are named as contributors to the church.  The additional inscription in the form 

of an intercessory prayer above the family’s heads at Pedoulas requests enlightenment 

and forgiveness for Basil, his wife and daughters but does not name them specifically.  

Less than forty years separate these two donor portraits and, while it is impossible to 

compare the inscriptions fully, due to the missing words in the example at Pedoulas, the 

iconographic departures are quite striking.  Though both churches have Orthodox 

painting programs and announce the patronage of the church above the north door, the 

postures, poses and dress contain the most salient differences.  It is my belief that the 

portrait at Pedoulas demonstrates accommodations and allegiances to older ways and 

traditions on an island that was undergoing a profound transformation.  Even though 

there are differences, it is interesting that the eldest daughters in both donor portraits have 

been fashioned in such a way as to show the families’ wealth and their eligibility as 

marriageable young women.  Comparison with the Galata example helps to understand 

the specific position that Basil and his family have negotiated and the ways in which it 

manifests itself in the visual material. 

Compositionally, the women’s gazes and raised arms direct our eyes to the right, 

starting with the youngest daughter, on the far left, past the older daughter and mother to 

the kneeling priest on the right.  The eyes of the family all look towards the partial figure 

of the Archangel Michael reaching down from the heavens to accept the model of the 

                                                        
538 Stylianou and Stylianou, The Painted Churches, 90-97.  
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church that Basil offers.539  The women’s Byzantine posture, standing with their hands 

raised, is in contrast to the figures at Galata who kneel in the western tradition with their 

hands pressed together.540  The figures’ heads are all above the horizon line painted in the 

background, except for that of the youngest daughter.  They are almost to the level of the 

descending archangel.  Michael is the patron of the church, and a monumental image of 

this angel, in military garb, located to the right of the portrait and door, emphatically 

reiterates this fact.541  Adjacent to the family, his large, frontal image, outfitted in armor 

and bearing a sword in one hand and a scroll in the other, visually underscores the request 

for intercession in the inscription. 

Wealth 

It is through their dress that the female family members most clearly indicate their 

Cypriot, Orthodox heritage (Fig. 4.11).  The patrons create a picture of wealth by wearing 

expensive, luxurious clothing.  As mentioned above, textiles were recognized as 

                                                        
539 Christoforaki, “Patronage, Art and Society,” 218.  Christoforaki notes that the 

Archangel Michael has replaced Christ as receiving the gift of the church in the donor 
portrait. 
 

540 Carr reports that the kneeling posture can be seen in votives of pilgrim’s in the 
Crusader Levant as early as 1130.  See Carr, “Correlative spaces,” 56, 80, footnote 47. 
This kneeling posture is also found in donor portraits seen in Armenian manuscripts.  See 
also Sirapie Der Nersessian, Minatare Painting in the Armenian Kingdom of Cilicia from 
the Twelfth to the Fourteenth Century, 2 vols. (Washington, D.C.: Dumbarton Oaks 
Research Library and Collection, 1993), 1:154-162; 2 Figs. 641, 642, 646, 647, 649, 650, 
651, and 653.  It has been noted by Natalia Teteriatnikov that during the Palaiologan 
period a posture of piety for Byzantine noble donor portraits developed with hands raised 
and the eyes gazing at the holy figure, to which the Pedoulas portrait conforms.  See 
Natalia Teteriatnikov, “The New Image of the Byzantine Noblemen in Paleologan Art.” 
Quaderni utinensi 1 (15-16) (1996): 309-319. 
 

541 Maria G. Parani, Reconstructing the Reality of Images (Leiden: Brill, 2003), 
154.  A tenth-century cameo identifies the Archangel Michael as “the guardian” and this 
image of him in military costume in art continues to the Late Byzantine period. 
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inheritable property, according to the Assizes.542  Basil’s wife is dressed in a deep 

maroon gown with a lustrous, satin sheen, indicating that it might be made of fine silk, 

adorned at the cuffs with four black buttons.543  A long “cloak-like veil” that appears to 

be fashioned from Prussian blue cut-velvet or possibly damask, is clasped at the neck, 

and covers her head and most of her dress.544  It is difficult to tell whether this fabric was 

real or imitation, because, by the sixteenth century, Italians were manufacturing imitation 

‘satins,’ ‘velvets’ and ‘damasks’ for the gentry and middle-income groups from twisted 

wool often mixed with other fibers.545  Though possibly made of expensive, imported 

fabric, the mother’s outer garment is similar in cut to the one at St. Demetrianos in Dali, 

dated 1317 (Fig. 3.8).  The style of hooded cloak that covers the mother’s body is found 

in several fourteenth and fifteenth-century donor portraits.546  The construction of this 

cloak and the sisters’ head coverings with their locally woven pattern, as seen in 

nineteenth-century textiles mentioned previously, are clearly traditional Cypriot fashions.   

                                                        
 

542 Coureas, The Assizes,” 151, 154.  Codex One.  Article 174 (Kausler, I, cixxx), 
“Regarding those things that a husband and his wife acquire and construct together.” p. 
151.  Article 183 (Kausler, I, cixxxix), “Regarding the donations a mother or father may 
leave to their children while still alive, or after their death.” p. 154.   

 
543 For medieval women’s clothing in Cyprus see Christoforaki, “Female dress in 

Cyprus during the medieval period,” 13-19. 
 

544 Stylianou and Stylianou, The Painted Churches, 331.  For commentary on fine 
fabrics of fifteenth century Venice see Newton, The Dress of the Venetians, 16-18.  The 
most sumptuous fabric at this time was gold cloth, with velvet and damask following 
behind. 

 
545 David Jenkins, ed., Cambridge History of Western Textiles, 2 vols. 

(Cambridge: Cambridge University Press, 2003): 1:434.  
 

546 See footnote 266 on the earlier veils.  
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The daughters are dressed in visibly more colorful, richly-embroidered dresses 

and veils than is their mother.  Their clothing, possibly made from local textiles, makes a 

striking contrast to their mother’s more expensive, conservative, dark colored clothing.547  

Although the eldest daughter is nearly as tall as her mother, she is dressed similarly to her 

younger sister, which suggests her youth.  Both girls are wearing cream-colored veils 

secured by a band around their heads. This style of veil exposes more of their dresses 

than the fashion worn by their mother.  The elder daughter’s dress is cut open at the 

bodice in a V-shape, and red laces crisscross over a patterned material beneath.  The 

exposed cleavage of her breasts hints at her nubile body.  A narrow strip of embroidery 

frames the neck.  The Stylianous note that the different colored fabrics used for the 

sleeves and gown may indicate that the sleeves were detachable.  Expensive pearls edge 

her cuffs and gold buttons close them.548  A scarlet belt hangs from her waist, richly 

embroidered in gold thread.  The daughters’ veils are floor-length and notable for the 

recognizable pattern woven across the lower portion of the veils, made locally, as 

discussed above.549  Her younger sister wears the same type of dress with a laced bodice, 

belt and veil, differing slightly in details and color.  She does not appear to have pearls 

edging her cuffs.  The mother’s face and those of her daughters are all similarly youthful 

in appearance, with no sign of aging.  

                                                        
 

547 Christoforaki, “Female dress in Cyprus during the medieval period,” 17. 
 
548 Stylianou and Stylianou, The Painted Churches, 331. 

  
 549 The design bears a remarkable resemblance to material being woven in the 
village of Phyti today.  See Semoglou, “Portaits Cypriotes de donateurs et le triomphe de 
l’elegance,” 485-509; esp. 495-496. See also Papademetriou, Cypriot Ethnography 
Collections, 44-48. 
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The predominant character of the women’s dress at Pedoulas is local, belonging 

to the Cypriot sphere, but I believe that there are signs of Italian fashion trends of the 

fifteenth century in aspects of their clothing.  Athanassios Semoglou has called the 

increasingly apparent refined taste for fashion, detected in Cypriot donor portraits from 

the fourteenth to the sixteenth century “the triumph of elegance.”550  Distinctive Cypriot 

dress can clearly be seen in a painting by Bellini, previously mentioned in chapter three, 

in the clothing of female attendants to Caterina Cornaro (Fig. 3.14).  Their foreignness 

stands out against a scene filled with Venetian women.551  Evidence of contemporary 

Venetian fashions on Cyprus are most apparent in the clothing of the Zacharia family at 

Panagia Theotokos, as has been previously discussed. 

Although the women’s portraits in Pedoulas express local taste, they also display 

a certain amount of elegance and contact with Europe through the fabrics and 

construction details of their clothing.  The mother’s silk-like dress under a long cloak 

with exquisite patterned detail denotes the family’s wealth.  The daughters’ V-neck 

dresses expose a chemise under a laced opening, similar to fashions seen in Italy.  We can 

see this in other Cypriot portraits of the time, like that worn by two women in a donor 

portrait at nearby St. Mamas, Louvaras, dated 1495 (Fig. 6.6).  In late fifteenth-century 

Italy, deep V necklines were held together with lacing that showed off the undergarment 

and created a richly decorative effect.552  A Florentine portrait of Costanza de’ Medici 

                                                        
 
 550 Semoglou, “Portaits Cypriotes de donateurs et le triomphe de l’elegance,”  
485-509; esp. 485. 

 
551 Newton, The Dress of the Venetians, 138-139. 
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Caetani dated 1490 shows an example of a young woman wearing a similar fashion (Fig. 

4.12).  Her dress conformed to sumptuary laws with lacing and narrow, detachable 

sleeves like the daughters at Pedoulas, as opposed to the wide sleeves in the example of 

the older daughter at Galata.553 

The Eldest Daughter 

The Chamades daughters’ detachable sleeves and evidence of pearls on the cuffs 

of the older daughter denote high fashion and luxury (Fig. 4.13).554  The eldest daughter 

notably shows more evidence of wealth through the rich embroidery and pearls that adorn 

her sleeves than that of her mother or younger sister.  Expensive fabrics and jewelry have 

been shown to signal the size of a young woman’s dowry.  The concentration of signs of 

wealth on the older daughter’s portrait, as opposed to the depictions of the other family 

members, greatly increases the likelihood that her image functioned as a dowry 

portrait.555 

Scholars of medieval perceptions of gender have noted that, generally speaking, 

male perceptions of women shaped the public presentation of female identity.556  In 

Byzantium, the model role for women, as constructed in texts mainly authored by men, 

                                                                                                                                                                     
552 Tortura and Eubank, A Survey of Historic Costume, 118.  See also Payne, 

History of Costume, 235.  In the mid fifteenth-century the necklines of woman’s gowns 
had a deep V shape and was filled in by an underdress. 

 
553 Woods-Marsden, “Portrait of the Lady,” 73-74. 
 
554 Stylianou and Stylianou, The Painted Churches, 331.  The Stylianous believe 

that the sleeves are detachable because they are a different color than their dresses. 
 
555 Woods-Marsden, “Portrait of the Lady,” 83.  
 
556 Christoforaki “Sainted Ladies and Wicked Harlots,” 159. 
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was to be a mother and wife.557  The ideal sister and daughter were “to love and serve the 

family.”558  Patronage provided the only allowable public role for women.559  

Galatarioutou, mentioned in chapter two, has analyzed the writings of the monastic 

Cypriot hermit, Neophytos, of the late twelfth century for his conception of gender.  She 

sees his ideology, based on surviving texts, as an expression of commonly held ideas that 

were a product of the Cypriot peasant community where he was raised.560  Her findings 

show that he deployed several patriarchal notions of women: “the powerful (hence evil) 

female; the good (hence asexual) woman, the archetypal sinful Eve; Mary the Virgin 

Mother.”561  Because of the cult status he achieved on the island, his writings were likely 

known in the fifteenth century.562   

Status 

What do we learn from this construction of female identity that might pertain to 

dowry portraiture through the women at Pedoulas?  At first glance, a visual reading of the 

female donors in this portrait reveal a patriarchal, conservative, Orthodox, family, whose 

women have been placed in a subordinate position to Basil, the priest and father.  

                                                        
557 Barbara Hill, Imperial Women in Byzantium 1025-1204 (Essex, United 

Kingdom: Pearson Education Ltd., 1999), 93. 
 

558 Hill, Imperial Women in Byzantium, p. 87. 
 

559 Christoforaki, “Sainted Ladies and Wicked Harlots,” 160. 
 
560 Catia Galatarioutou, “Holy Women and Witches: Aspects of Byzantine 

Constructions of Gender,” Byzantine and Modern Greek Studies Vol. 9 (1984/85): 55-94, 
58.  

 
561 Galatarioutou, “Holy Women and Witches,” 55-94. 
 
562 Dawkins, Leontios Makhairas, 39, footnote 38.  Fifteenth-century Cypriot 

chronicler, Leontios Makhairas, notes the monastery of Neophytos and the saint’s tomb 
as the site of many miracles. 
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However, in looking closely at the details in this interpretation of the feminine ideal, it is 

in their clothing that these women reveal their individuality and preferences.  The 

mother’s sense of impeccable taste in exquisite fabric, displayed in an understated and 

modest way, is coupled with an apparent desire to maintain her dignity as a priest’s wife 

and mother to two girls.  Evidence of locally woven material used for the sisters’ veils 

expresses their identity as Cypriot villagers, yet the beautifully adorned V-neck dresses 

signal an urban, contemporary sensibility that conforms to conservative trends in 

Venetian sumptuary law as demonstrated by the tight, detachable sleeves.  The eldest 

daughter’s portrait displays characteristics that fashions her as a young, marriageable 

woman through her costly dress and the evidence of her nubile body.  Their pose of piety, 

as seen in the portrait and read in the inscription, the elevation of marriage and the 

family, as encountered in the portrait, their donation of this church, their allegiance to the 

Lusignans and Byzantium, Basil’s wife and daughters are portrayed as the ideal, “good 

women” of Byzantium and Cyprus, negotiating the elusive space between shifting 

identities of the Orthodox and Latin world. 

The donor portrait of the priest Basil Chamades, his wife and two daughters can 

be used as an optimum example of the way in which the construction of the family 

portrait makes it also function as an ideal dowry portrait of the period.  The family is in 

patriarchal hieratic order with the father kneeling in piety and the mother and daughters 

standing behind him with hands raised in orant prayer.  The ecclesiastical vestments of 

the father, who is also the priest of this church, give him the qualities of dignity, piety and 

authority.  His exaggerated size in proportion to the women also adds to his authority.  

The mother’s beauty, piety, elegance, and her position in the portrait in relation to her 
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husband and to her daughters, converge to make her portrait one of the ideal, pious 

homemaker, as described by Psellos about his mother.  Her modesty is shown in the 

wearing of a full cloak-like veil, which covers her body, yet, the fine quality of the 

dress’s material showing underneath conveys an understated elegance and beauty.  Even 

though her head is covered by her veil, and contributes to her chasteness, her beauty is 

evident in the youthful features of her face that are very similar to her daughters.563  At 

Pedoulas, a prospective groom and his parents would only see the pretty face of the 

mother whose features are similar to her daughters.  The daughters’ portraits complete 

this visual display of a pious, wealthy, loyal, intelligent, and beautiful family completed 

near the close of the Lusignan dynasty. 

Venetian Regime 

The engagement of the king of Cyprus with a young Venetian teenager in 1468 

makes an appropriate event to start our discussion about marriage and engagement 

practices of the Venetian period.  James II and Caterina Cornaro became engaged when 

he was around twenty-eight and she was age fourteen and living in Italy.564  The ages of 

the two at their engagement seem typical of the social practices at the time and are 

important to remember when looking at donor portraits as possible dowry portraits for 

young men and women.  Caterina was the niece of Andrea Cornaro, owner of a fief in 

                                                        
563 Carolyn L. Connor, “Female Saints in Church Decoration of the Troodos 

Mountains in Cyprus,” in Medieval Cyprus: Studies in Art, Architecture, and History in 
Memory of Doula Mouriki (Princeton, 1999), 211-228; 220.  Connors even compares 
their features to those of the female saints in the church. 
 

564 The exact date of James II’s birth is believed to be either 1440 or 1441.  See 
Hill, A History of Cyprus, 3:529. 
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Episkopi.565  In November 1472, when she was eighteen, Caterina Cornaro sailed to 

Cyprus to marry James II and their wedding ceremony was held at the Cathedral of Saint 

Nicholas in Famagusta.566 

Increasingly, during the fifteenth century, wealthy non-noble burghers were 

acquiring estates.  With the Venetian regime’s abolishment of the Haute Cour, which had 

signified noble status, non-nobles shared participation in urban councils with nobles.567  

Arbel has suggested that this caused the old noble families to close their ranks and only 

marry within the Cypriot nobility or Venetian patricians who had settled there.568  

Christophori Füreri ab Haimendorf a man of noble German lineage who traveled in 

Cyprus from March 29 to May 7, 1566, remarks of the nobles at this time, “Nowadays 

they mostly marry the daughters of Venetians.”569  One way for noble families to inform 

the greater public of their noble status, particularly foreign nobles, might have been 

through donor portraits.  It also might have been a way for those seeking to enhance their 

social position to give the family greater status and credibility.  Under Venetian rule, 

doors were opened that allowed Cypriot nobles to achieve great financial success.570  

Arbel has asserted that, for the Cypriot nobility, the Venetian period was “a golden 

                                                        
 

565 Hill, A History of Cyprus, 3:633. 
 
566 Hill, A History of Cyprus, 3:641. 

 
567 Arbel, “The Cypriot Nobility,” 175-197; 182. 
 
568 Arbel, “The Cypriot Nobility,” 175-197; 182. 

 
569 Cobham, Excerpta Cypria, 79. 
 
570 Arbel, “Greek Magnates,” 325-337; esp. 326. 
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age.”571 

The case has been made that portraits of young women were a visual 

representation of the combined economic and social status of the families who 

participated in the dowry exchange.572  Within the social and cultural milieu during the 

Venetian occupation, the portrayal of a family’s donation to the church might converge 

with the type of self-fashioning which sitters practiced during the Renaissance to produce 

a portrait that shows the family as supplicants, and displays their status. 

The visual evidence that supports these depictions as a type of dowry painting 

includes the formal construction of the group portrait and the inscription, which may 

include the lineage of the family.  Additionally, it shows the status of the family -- that 

they had the financial means to support the building and painting of a church.  A more 

subtle reading might uncover desirable personal attributes, as well as indicating status 

and wealth through the display of clothing and jewelry worn by the daughters.   

Panagia Theotokos, Galata, 1514: The Zacharia Family 

 The Zacharia family portrait is prominently displayed over the northern door of 

their family chapel (Fig. 4.14).  It makes an interesting case study for evidence of how 

the painting served as a dowry portrait during the Venetian period.  Two aspects of this 

painting have thus far been discussed in previous chapters: the ways in which it functions 

aesthetically and as a biography of the family.  In this chapter, we will return to some of 

these ideas.  The information will be used here to describe the painting’s function as a 

dowry portrait by displaying lineage, wealth, status and the “ideal” attributes for a future 

                                                        
 
571 Arbel, “Greek Magnates,” 325-337; 337. 
 
572 Woods-Marsden, “Portrait of the Lady,” 62-87; 65. 
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wife and mother.  This discussion will focus especially on the portrait of the eldest 

daughter within the family group.  

Lineage  

The most notable visual clue we have to identify the family heritage is the shield 

that bears the family’s coat of arms under the dedicatory inscription, which was discussed 

previously (Fig. 2.2 and Fig. 4.14).  In the portraits, lineage can also be announced 

through the dedicatory inscription.  In the Zacharias inscription we learn that Stephanos 

Zacharia and his wife Loiza built the church.  It is possible that they are the parents of 

Polos who, along with Madelena and his children, had the church painted.  In this 

instance we may have reference to three generations of the Zacharia family attesting to 

their donation and service to the community over the years.  The family coat of arms, 

coupled with the actual naming of family members, provide viewers with powerful 

dynastic information.  

Wealth  

 The discussion in chapter three on the biography of the family shows the family 

had a long history on the island and was likely of noble lineage.  As recorded earlier, the 

inscription accompanying their donor portrait announces that, “it was painted at the 

expense of Monsieur Polos (Paolo) Zacharia and of his wife Madelena (Madeleine), and 

of their children.”573   This shows that the offspring have a claim through inheritance to 

the family’s wealth, and so share the benefits of having donated funds for this church.  

The church is located on a family estate in Galata and we know that Marco Zacharia, 

                                                        
 

573 Stylianou and Stylianou, The Painted Churches, 90. 
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possibly the young son in this portrait, had a home in Nicosia in 1563, as was common 

for nobles who owned country estates.574  It was most likely that Polos had a home in 

Nicosia as well.  As has been detailed in the previous chapter, the family’s wealth is also 

evident through the luxurious clothing that they wear.  The father is dressed in Venetian 

gentleman’s clothes and his wife is adorned with jewelry and wears a luxurious gown 

with full sleeves that did not conform to Venetian sumptuary law.  The daughters are also 

dressed in equally elegant clothing, in particular the oldest daughter.  Their rich clothing 

most conspicuously displays the great wealth of this family.  The oldest daughter carries 

an Akathistos hymnal.  The possession of such a manuscript is another significant 

indicator of the family’s wealth. Their donation of the church decoration, and garments 

all embody the wealth and ability of the family to take on the enormous cost of the 

dowry. 

Status 

In the comparison of this family portrait to that of Neophytos within a Deësis 

scene, made in chapter two, showed that the balanced, ordered composition of the 

Zacharias family related to Venetian fifteenth-century humanist conceptions of the 

family.575  These were expressed by the gendered construction of the family with the 

father in the place of honor to the right of Christ, as the paterfamilias, harmoniously 

surrounded by his family in their hierarchically appropriate places.  The paterfamilias 

must be “prudent in the management of the home, diligent and cautious in the pursuit of 

                                                        
 574 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,” 263-
275; VI plates, 267. 

 
575 King, “Caldiera and the Barbaros,” 19-50. 
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wealth, charitable to his children, and faithful to his wife.”576  Notably, this fidelity must 

be marked by gifts of jewelry to the wife, which in turn reflect honor on her husband.577  

According to Barbaro’s De re uxoria, noble marriage was important for “the procreation 

of noble descendants capable of bettering and ruling society.”578  Thus the goal of noble 

marriage was to marry within the nobility and produce offspring who would serve the 

family as the citizen serves the state.579   

 All of these juxtaposed elements create a summation of the requisite ideals to be 

considered in the serious business of uniting two families.580  We have looked at some of 

the iconography within the family portrait that provides information about the requisite 

ideals concerning the family that might be considered in marriage negotiations.  

Information about the family’s lineage, wealth and status are coupled with the 

construction of each of the family members as devout practitioners of their religion and 

possibly contributing members of the community.  Now let us turn to the depiction of the 

eldest daughter, a unique portrait in the surviving visual material. 

                                                        
 

576 King, “Caldiera and the Barbaros,” V, 19-50; 24. 
 
577 King, “Caldiera and the Barbaros,” V, 19-50; 24. 

 
578 King, “Caldiera and the Barbaros,” 19-50; 35. 

 
579 King, “Caldiera and the Barbaros,” 19-50; 31-35; 34. 
 
580 That the practice of the dowry continued into the early twentieth century can 

be found in a quote from a 1937 Cypriot government survey.  This report on the rural 
population may help to sum up the great parental desire to provide an attractive dowry 
that was also at stake in the late medieval and early modern period, “it is the peasant’s 
aim in life to see his children successfully married and . . .  he will go to any length to 
secure a well-dowered partner for his son or daughter.”  See B. J. Surridge, A Survey of 
Rural Life on Cyprus (Nicosia: Government Printing Office, 1930: 27.  For this quote see 
Ioannis Ionas, “Destins d’enfants dans la société traditionelle de Chypre,” Επετηριδα 
XXV (1999): 327-341; 327. 
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The Eldest Daughter 

 Although there is no documentary evidence for Florentine dowry portraits per se, 

Woods-Marsden has made the case that these individual non-donor portraits of women 

functioned in that way.581  Similarly there are no documents that prove this is the case 

with the Zacharia donor portrait.  However, the Cypriot wall painting has many of the 

same attributes that have been connected with the dowry in Italian portraits.  What is it 

that we see when we look at her portrait?  The inscription indicates a family with a long 

heritage on the island.  As was discussed in chapter three, the father and mother are 

dressed in Venetian clothes with some Cypriot elements.  This, what appears to be the 

eldest, daughter is located behind her mother in a way that both draws attention to her 

image and, at the same time, places her under the protection or guardianship of her 

mother.  She is half the size of her mother, but wears the sophisticated clothing of adult 

Venetian women’s fashions (Fig. 3.16).  She is painted in three-quarter profile, as are 

many of the later Renaissance portraits.  She is dressed in the sumptuous fashion of 

Venice with wide velvet sleeves embroidered in costly gold and pearls edging the 

neckline of her bodice.  The wearing of highly prized pearls not only signaled their value, 

but they were also a symbol of purity and an attribute of this quality used in bride’s 

portraits.582  The sheer, white lace shawl that covers her shoulders provides a note of 

modesty in her dress.  Expensive fabrics and jewelry have been shown to mark the size of 

a young woman’s dowry in the Early Renaissance and likely made the same point here.583 

                                                        
 

581 Woods-Marsden, “Portrait of the Lady,” 65. 
 

582 Woods-Marsden, “Portrait of the Lady,” 67. 
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What makes this portrait so exceptional, in addition to her sumptuous dress, is the 

Akathistos hymnal in her hands.  She is the only family member holding a book in all the 

surviving donor portraits on Cyprus.  In the funeral oration for his daughter Styliane, 

Michael Psellos extolled her paying attention to the hymns.  He reminisced, “She chanted 

the psalms at vespers that she had learned all by herself and memorized the Davidic 

sayings immediately upon hearing them.”584  This was a common trope about “good” 

children in accounts of saint’s lives.  Western poems accompanying portraits refer to 

noble women portrayed holding psalters with phrases such as, “Every night until 

daybreak she reads her psalter.”585  The Zacharia daughter’s portrait is also reminiscent of 

Netherlandish diptychs of the same period that include donors kneeling before 

manuscripts.  A particularly compelling parallel is the portrait of Margaret of Austria in 

prayer dated 1499 with what is possibly a psalter in front of her (Fig. 4.15).586  Although 

the daughter at Galata is carrying the Akathistos hymnal, which asserts her Orthodox 

heritage, she is painted in the tradition of the ideal, pious young women who read 

scripture in the Latin middle ages.   

Symbolic of the daughter’s education and piety, the book could also represent a 

portable dowry item with religious and spiritual significance.  In Italy, in addition to 

                                                                                                                                                                     
583 Woods-Marsden, “Portrait of the Lady,” 65-68.  
 
584 Kaldellis, Mothers, Sons and Daughters, 122, (12). 

 
585 Bumke, Courtly Culture, 340.  The phrase the author refers to is “alle naht unz 

ez tager liset sî an ir slater”  (K. Fleck, Flore 6222-23).  
 

586 John Oliver Hand, Catherine Metzger and Ron Spronk, Prayers and Portraits: 
Unfolding the Netherlandish Diptych (Washington, D.C.: National Gallery of  
Art, 2006), 11.  Fig. 7B. 
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rosary beads, devotional texts, such as Book of Hours were donora items.587  This 

layering of meanings may be the case with the Zacharia daughter shown carrying an 

Akathistos hymnal.  In addition to being seen as a luxury item, could this also be a veiled 

allusion to her identification with the Virgin Mary, the patron of the church, in that she is 

also a virgin?  Additionally, the pearls that trim her gown were also symbolically 

connected to the purity as mentioned above.  This might have resonated with not only the 

potential bride but also the Virgin Mary.588  Western sources indicate that young women 

were encouraged to respect virgin martyrs and to emulate them as models of proper 

behavior.589  The virgin martyr Saint Barbara acquired a recognizable portrait type in wall 

paintings, rare for female saints; she was physically beautiful, richly dressed and adorned 

with jewelry including a crown.590 Her portrait is included in many Cypriot wall painting 

programs and may have been intended to serve as a model for beauty and virginity.  

Although the early church stressed virginity as most desired, in time it accepted Christian 

marriage and the ideal for a woman was to be “the pious and charitable wife and 

mother.”591    

                                                        
 
587 Jacqueline Marie Musacchio, “The Bride and Her Donora in Renaissance 
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Audience and Reception for Donor Portraits 

 Patricia Simons has highlighted the large number of individual profile portraits of 

women that begin to appear in Florence in the 1440s.592  Before this time, women had 

mainly appeared only in family groups in donor portraiture.  She postulated that, if these 

portraits were not painted for the purpose of their fame, then the female imaging was a 

construction of “gender conventions” to be gazed upon.593  It is her belief that a visual 

language of an outward display of status and wealth became crucial to  “public 

discourse.”594  Normally, women would not be seen in public, and so it was this type of 

“gaze” that put a woman on display.595  Art historians have devoted considerable 

attention in recent decades to the subject of the gaze, and its implications for our 

understanding of visual material.596  The range of interpretation can extend from an 

attentive look that takes in the beauty and visual data a work of art may have to offer, to a 

more negative connation related to the gaze as involved in “issues of power, manipulation 

and desire.”597  The amount of detail used in portraying the young girl in this portrait 

arrests the viewer’s attention, and draws it to her apparent “presence.”  The location of 

                                                                                                                                                                     
591 Angeliki E. Laiou, “Women in the History of Byzantium,” in Byzantine 
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this portrait in a prominent place in the church would have made this portrait the subject 

of the gaze. 

 Even though all viewers would be able to “read” most of the visual iconography 

in the donor portraits, not all of them would have been able to read the actual dedicatory 

inscription.  Very often, the sacrifice and intentions of the donors were spelled out 

verbally, in such terms as “donation” and “expense,” as at Galata.  At Pedoulas it is 

expressed as “expense” and “great labour.”  The term “great desire” is used frequently in 

other donor portraits to show the reason it was undertaken.598  In reviewing the similarity 

of these requests, the donors appear to want to be recognized for their earnestness, piety 

and the exceptional nature (expense) of their donations.  They clearly want to be 

remembered by God and other holy figures, as well as their earthly audience.  

 I also wonder whether these appellations were directed to the local clergy, who 

would have been best equipped to read them, so that they might hold a higher opinion of 

the donors.  The church was the center of life in the community and the village priest was 

likely closely involved in the lives of its residents, and would have been called on to 

perform local marriages.  For instance, manuscripts show that priests had a vested interest 

in the financial outcome of the dissolution of a marriage.  According to a Cypriot 

manuscript of laws from the Frankish period, if a husband lost his wife through her 

leaving or her death, the husband had to keep the dowry for a year, but if he remarried he 

was to return the dowry.  If for some reason he was unable to keep the dowry, the deacon 

or priest was entitled to it.599  In Byzantium the clergy were connected to the rulers.  
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Displaying their donations, piety and worthiness to the local clergy might have been the 

patrons’ appeal to what they believed was the highest authority, even during the Lusignan 

and Venetian regimes.  In appealing to an audience of the clergy, the family may have 

been seeking their help in encouraging worthy unions.  By the sixteenth century, there 

was expanding patronage in secular churches and, money that had formerly been donated 

to monastic churches, was being spent on parish and family churches.  This presented a 

situation where families needed the support of the local priest in order to install local 

monks to serve their chapel or take on the responsibility himself.  Although there is little 

documentation of their involvement with the local community, it is interesting to consider 

the role clergy may have played in these traditions related to marriage.  

Due to high mortality rates, as will be discussed in chapter five, it is possible that 

half the population of medieval Cyprus was made up of children.  This point is important 

to consider when identifying the viewing audience.  If a large proportion of the audience 

were children, what might be the intention of the donors toward this group? And what 

might the child viewer’s response be?  One possibility is that the painting may have a 

didactic mission.  These donor portraits may have been a way for wealthy members of the 

community to model charity and good works to children.  In this vein, the donors may be 

teaching their children what is expected of them when they are adults.  It may also be a 

way for this family’s importance to be embedded in the minds of other noble families and 

their children as candidates for future marriage partners. 

                                                                                                                                                                     
599 Maruhn, “Eine zyprische Fassung eherechtlicher Titel der Epitome,” 218-255; 
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If we see the donor portraits as directed to the community at large, there is a 

distinct possibility they were a form of dowry portrait.  In this way the family was 

displaying themselves, and offspring, if included, as wealthy and pious, with a daughter 

or daughters deemed worthy of consideration for marriage.  The problem with analyzing 

the donors’ intentions hinges on believing that what we interpret to be the logical 

motivations were what the contemporary audience received.  Some considerations about 

audience include the setting for viewing, the portrait panel itself, who is in the audience 

and inclusion of iconography and text.  

Conclusion 

The contrast between the donor portrait at Pedoulas and the one at Galata is 

illuminating and serves to highlight the distinct differences in emphasis between the two 

in terms of family identity and the fashions they wear.  The women at Pedoulas are 

recognized in relation to their roles as wife and daughters to the husband and father, 

Basil, as priest of the church and head of their family.  Their family has used the symbol 

of the double-headed eagle to show their allegiance to the Byzantine Empire and, through 

the Lusignan coat of arms, also to the royal family of Cyprus.  The husband and wife at 

Galata display a coat of arms that blazons their individual family lines, as high-ranking 

citizens.  At Pedoulas there is an emphasis on local fashion in the women’s clothing 

whereas, at Galata, there are some Cypriot elements, such as the headdress of the mother, 

but in general they follow sumptuous contemporary Venetian fashions.  By comparing 

the two portraits we can recognize that the intention of the family at Pedoulas is to 

fashion an image of themselves as Orthodox Cypriots paying tribute to the socio-political 

system of Byzantium and the Lusignan dynasty.  The family at Galata demonstrates that 
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they share both Orthodox and Latin practices as wealthy members of Venetian controlled 

Cyprus. 

 What we find on Cyprus is a picture of local traditions amidst the backdrop of the 

larger Levantine community.  It would seem that even though these traditions may be of 

local character, they are brought forth as part of the broader culture.  Donor portraits can 

be traced to late antiquity, but in the thirteenth century they begin to make their 

appearance across the Mediterranean.  Mouriki’s study of thirteenth-century icons 

donated to the monastery at Mt. Sinai shows that monastic pilgrims from all over the 

Eastern Mediterranean, including Syrians, Egyptians, Georgians, and Greeks, offered 

icons with donor portraits.600  Not only was this occurring in Byzantium, but it seems to 

have developed simultaneously in the West.601  Over the three periods of foreign rule, 

Cyprus had a large, indigenous, rural local population made up of Greeks who followed 

the Orthodox tradition.  Because of its foreign rulership and, because it was a destination 

for pilgrims, crusaders, and the Italian merchants of the Mediterranean, part of its 

population operated between the bounds of Latin and Orthodox, and French, Italian and 

Greek ethnicities.  Based on the surviving evidence, it appears that Cyprus uniquely 

emphasizes the family in its donor portraiture.  Because the wealthy or the upper middle 

class commissions them, these donor portraits visibly portray this mixed group.  As a 

discussant at a recent session entitled, “Women in the Medieval Mediterranean,” Carr 
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evoked the nostalgic regard in which Cypriots hold their daughters.602  By gazing upon 

the portraits of the young women at Pedoulas and Galata, the viewer is invited to consider 

their embodiment as the feminine “ideal” emerging at the end of the medieval period.  

There is a level of detail in the portraits of these daughters that suggests there is 

something more being enacted than a public display of piety. 

In the next chapter I will discuss another significant aspect of church, family and 

community life commemorating the dead.  It will cover the ways that the deceased were 

portrayed in the material culture of the Frankish and Venetian periods.  Again, the focus 

will be on offspring and how they are portrayed.   
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CHAPTER 5  
THE PORTRAIT AS COMMEMORATION AND MEMORIAL 

 
Portraits have often been associated with the past because they can immediately 

evoke a visual memory of someone who is no longer living.603  In his treatise on 

Renaissance portraits, Lorne Campbell stated that the basic function of portraits was 

commemorative.604  In the west, this ancient relationship can be traced to the Roman 

practice of wearing imagines or masks made in the image of deceased persons in funeral 

processions.605  Imagines were later placed in the atrium of an aristocrat’s family home 

where they were stored in cupboards and could be displayed on special occasions.606  

Other representations of the deceased, made in Greco-Roman Egypt, more closely remind 

later viewers of portraits, and also of icons.  Some scholars have postulated that icons 

have their origins in Roman mummy portraits such as those found in the Fayum.607  

Beginning in the first half of the first century CE, individuals’ head and shoulders were 

painted veristically on wooden panels that were detachable inserts to mummy coffins 

(Fig. 5.1).608  Robin Cormack says that, in icons, Byzantine Christians merely used a 

form that was already in existence to portray the “heavenly family.”609  West notes that 
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from the fifteenth century onwards, “portraits included the presence of dead individuals 

in portraits of the living.”610  With the advent of photography in the nineteenth century, 

portraiture of the dead took on a more macabre character.  Grieving parents had 

daguerreotypes made of infants or young children who had died.  The daguerreotype’s 

uncanny mirror-like image could give bereaved families a lifelike image of their loved 

one.611  Breckenridge makes a distinction between true portraiture, portraits painted for 

their own sake, and portraits that had their origins in funerary ritual.612   

Funerary art such as imagines, mummy portraits from the Fayum and 

daguerreotypes serve a ritual purpose by graphically representing a likeness of the 

deceased loved ones.  However, when there are no surviving viewers who knew the 

subject, this aspect of portraiture, reminding us of that individual, does not operate.   For 

the modern viewer, as Brilliant has remarked, the “greatest value” of commemorative 

portraiture is what it tells us about the social history of the time and its relationship to 

art.613  It is with this idea in mind that the commemorative portraiture on Cyprus will be 

reviewed. 

The fascination and desire to remember family members as they actually looked 

in life and to honor that life is a powerful motivator to keep their memory “alive.”  On 
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Cyprus during the Frankish and Venetian periods, these visual reminders of the deceased 

are most prominently detected in surviving tomb sculpture, icons and wall paintings in 

churches.  In this chapter I will look for detectable patterns that relate to the social and 

political conditions on the island by examining the ways in which Cypriots chose to 

depict deceased family members.  In particular, I will concentrate on choices made for 

the commemoration of children.  In tomb sculpture, only the deceased are depicted, but in 

some icons we will see that the living have been depicted along with the deceased.  

Tomb Sculpture 

Greenhill’s study of mortuary monuments from the Middle Ages in the Latin 

West and parts of the Latin East shows the extensive and widespread geographic 

occurrence of incised effigies across Europe.  His examples from the Eastern 

Mediterranean include Cyprus and Rhodes, a few from Turkey and one from the Latin 

Kingdom, which will be discussed below.614  The first evidence we have for 

commemorative portraiture being used in Cyprus is on tomb sculpture.615  Camille Enlart 

categorized the medieval tombs found on the island as either carved slabs, sarcophagi or 

painted tombs.616  He further classified the carved slabs into three groups:  those with 
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inscriptions and coats of arms, those with incised effigies and those that were carved in 

low relief with or without effigies.   In this discussion I will look at the incised effigies, 

which Enlart says were common in the thirteenth and even more so in the fourteenth 

century.617  It is difficult not to see a correlation between societal occurrences and the 

sharp increase in this funerary sculpture on the island.  Incised figural slabs did not start 

to appear on Cyprus until 1302.618  This closely follows the fall of Acre in 1291, when a 

substantial number of refugees, including patrons and artists, settled on the island.  At 

this point, it is important to discuss the context of tomb slabs that include figures, in order 

to build the case for these as an iconographic source for the tradition of family portraiture 

on Cyprus.   

A lone surviving tomb slab fragment from Acre, dated 1290, provides evidence of 

Crusader sculptural activity just before the destruction and fall of the city, and the 

dispersal of many of its residents to the island of Cyprus (Fig. 5.2).619  Only the bottom 

third of the Acre slab remains, but the remaining section shows the lower portion of a 

vested prelate in a frontal, full length, standing pose.620  The donor that kneels at the foot 

of the archbishop, for whom this slab was commissioned, is reminiscent of other donor 

portraits in the Crusader East.  These figures are often shown kneeling at the feet of saints 

or holy figures on tomb slabs and, even more frequently, on icons.  Folda notes the 

                                                        
617 Enlart, Gothic Art and the Renaissance in Cyprus, 361. 

 
618 Greenhill, Incised Effigial Slabs, 1:41. 
 
619 Jaroslav Folda, Crusader Art in the Holy Land, from the Third Crusade to the 

Fall of Acre, 1187-1291 (Cambridge:  Cambridge University Press, 2005), 491- 495. 
 

620 Folda, Crusader Art in the Holy Land, 493.  Surrounding the donor figure and 
the archbishop is an incomplete identifying inscription that identifies the standing figure 
as William of St. John, archbishop of Nazareth. 
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possibility that this figure is a pilgrim, due to the similarity with donors painted at the feet 

of the saints and other holy figures in the columns of the nave in the Church of the 

Nativity in Bethlehem dated to the twelfth century (Fig. 5.3).621  Although there are not 

any examples of this type of donor on a tomb slab in Cyprus, the depiction of the 

kneeling donor is similar to those found in Cypriot wall paintings and icons in the late 

thirteenth and early fourteenth centuries (Fig. 5.4).622   The Acre tomb slab shows the 

type of funerary art that immigrants from the Latin East had been exposed to in the Holy 

Land and seem to have employed once they reached Cyprus. 

The Frankish immigrants that arrived on Cyprus at the end of the thirteenth 

century from the Latin Kingdom brought with them funerary traditions that included 

gravestone imagery.  Stancioiu has examined in detail how tomb sculpture was 

introduced to Crete, Rhodes and Cyprus by Frankish settlers and was eventually adopted 

by some Orthodox patrons.623  She points out that the practice of marking tombs in 

memory of the deceased in Europe began in a monastic context in the thirteenth 

century.624  Shortly thereafter, tomb sculpture included an effigy of the deceased either 

                                                        
 

621 Jaroslav Folda, Crusader Art in the Holy Land, 491-495.  For the donor figures 
at the Church of the Nativity see Gustav Kühnel, Wall Painting in the Latin Kingdom of 
Jerusalem (Berlin: Gebr. Mann Verlag, 1988): Plate V, Fig. 8. 

 
622 Male donors in the southern apse of the narthex at Panagia tis Asinou, ca. 

1300. 
 

623 Stancioiu, “Objects and Identity.”  See Chapter Seven, “Death and the Material 
Evidence of Cohabitation: The Case of Effigy Tombstones,” 267-322. 
 

624 Stancioiu, “Objects and Identity,” 270. 
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inscribed or in the round known as a gisant.  Patrons included royalty, but increasingly 

knights, nobility and upper class burghers commissioned this type of funerary object.625   

Although Greenhill says that the Cypriot tomb sculpture has “French inspiration,” 

almost all of the surviving stones are made of local marble or limestone, and so were 

certainly not made in France.626  He notes that the French style was mainly practiced in 

Nicosia and the Italian method was employed in Famagusta.627  He also comments that 

the work from Cypriot ateliers is inferior and more rudimentary than French examples.  

In her survey of the surviving Cypriot funerary sculpture, Brunhilde Imhaus concluded 

that there is not enough of an inventory to make judgments about the stylistic 

characteristics of the sculpture or speculate about French as opposed to other types of 

workshops on the island.628  After the early fifteenth century the number of incised slabs 

on the island decreased rapidly.629 

One surviving example of a commemorative painting in fresco has been dated by 

the Stylianous to the thirteenth century.  It may serve as an example of the type of 

imagery that is also being used in incised effigies from this period.  A wall painting at the 

Church of St. Theodosius, south of the village of Akhelia, contains the portrayal of two 

                                                        
 

625 Stancioiu, “Objects and Identity,” 271-272. 
 
626 Greenhill, Incised Effigial Slabs, Vol. I, 41. 

 
627 Greenhill, Incised Effigial Slabs, Vol.  I, p. 41. 

 
628 Brunhilde Imhaus, “Tombeaux et fragments funéraires médiévaux de l’ ile de 

Chypre,” RDAC (1998): 225-231; Planche 28-31; 230. 
 

629 Greenhill, Incised Effigial Slabs, Vol.  I, p. 43. 
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deceased males.630  The two commemorative portraits are positioned within a double-

arched frame located in the south wall of the west arm of the church.  One figure is 

beside St. Paul and the other is beside St. Peter (Fig. 5.5).  The Stylianous have suggested 

a thirteenth century date for these paintings.631  The males in these two portraits are 

beardless and appear quite youthful, but it is difficult to tell whether these figures are 

young men because the Franks did not customarily wear beards.  Their portraits conform 

to depictions on incised effigies because they stand frontally and have their arms crossed 

over their chests.  The other aspect that indicates that they are funereal portraits are the 

towels slipped through a loop at their hips, which may be an accessory, according to 

funerary customs.  These depictions of towels appear to be made of locally woven 

textiles.632  Although the inscription of one figure is missing, the other figure is 

accompanied by text that says, “the servant of God George fell asleep . . .” using an 

epithet that has commonly described deceased persons.633  The Stylianous note that the 

quote from Peter I 2:11 that accompanies the portraits also demonstrates that the 

commemoration is a funerary one.634 

                                                        
 
630 Stylianou and Stylianou, The Painted Churches, 407-408, Fig. 245.  One of the 

males has an inscription over his head indicating he had died. 
 
631 Stylianou and Stylianou The Painted Churches, 407. 

 
632 Stylianou and Stylianou, The Painted Churches, 407. 

 
633 Stylianou and Stylianou, The Painted Churches, 407-408, Fig. 245. 

 
634 Stylianou and Stylianou, The Painted Churches, 407-408, Fig. 245.  See Peter 

I 2:11 “Dearly beloved, I beseech you as strangers and pilgrims abstain from fleshly lusts 
which war against the soul.” 
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Stancioiu has noted that the unisex garment that George wears can be found 

beginning in the fourteenth century on tombstones.635  She compares it to one shown on a 

small marble tombstone from Famagusta, dated 1310 (Fig. 5.6).636  In the Famagusta 

effigy, the length is shown to be just below the knee.  At Akhelia, because there is fresco 

missing from the lower portion of the figure, it is difficult to say if the robe is the same 

length or longer.  The most noticeable similarity between the two garments is the way the 

folds have been depicted.  Pleats that begin on either side of the waist join together just 

below the groin and continue down the center of the robe.  Another set of pleats that also 

begin at the waist run along the length of the sides of the garment.  It also appears that in 

both of them pleats begin under the armpits and extend to the waist.  The fact that the 

incised effigies did not appear on the island until the end of the thirteenth century raises 

questions about the frontal poses of the figures, their burial garments and their 

appearance in both sculpture and paintings.  Are the paintings emulating the tomb 

sculpture or vice versa, or are they arising together as part of the visual culture of 

mortuary depictions, perhaps depicting special funeral dress and a standard ritual pose?  

The Black Death and Sculptural Effigies 

I believe that a strong impetus to the rise in sculptural effigies and, subsequently, 

donor portraits during the fourteenth century was the tragedy of the Black Death and its 

consequences on Cyprus.  Traditionally, material about the plague has dealt with the 

                                                        
 

635 Stancioiu, “Objects and Identity,” 281-284; esp 283.  Stancioiu says that this 
type of garment was “used indiscriminately for men, women, and children, lay people 
and clerics alike” on Cyprus.  

 
636 See Enlart, Gothic Art and the Renaissance in Cyprus, 362, Fig. 324 and also 

Imhaus, Lacrimae cypriae, 1:257, Fig. 497, Pl. 208. 
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economic, trade and labor shortages resulting from demographic decline, but little had 

been devoted to the impact of this crisis on the art world until Millard Meiss’s 

groundbreaking study in 1951.637  His thesis has led scholars to grapple with the possible 

artistic consequences of the Black Death, particularly as related to church patronage.638  

The staggering blow to families and communities of the high percentage of deaths 

created a spiritual crisis that scholars see as leading to changes in devotional art and 

burial practices.  Because of the plague, the second half of the fourteenth century has 

been characterized as a time of religious upheaval.  This turmoil led, on one hand, to 

disillusionment with the church, and, on the other, to a time of religious revival.639  

Nobles and the wealthy donated to the church as a means to support its hierarchy and 

stabilize it as an institution during this tumultuous time.640  An underexplored area is 

whether these donations and gifts may have triggered a rise in the production of 

commemorative stone slabs and donor portraits. 

The rampant disease, that has vividly lived on in common folklore, first spread 

from Western Asia and the Middle East to North Africa and Europe in the years from 

                                                        
 

637 Millard Meiss, Painting in Florence and Siena after the Black Death 
(Princeton, N.J.: Princeton University Press, 1951).   

 
638 See also Samuel K. Cohn, Jr., The Cult of Remembrance and the Black Death  

(Baltimore: John Hopkins University, 1992) and Judith B. Steinoff, Sienese painting after 
the Black Death: Artistic Pluralism, Politics, and the New Art Market (Cambridge: 
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639 Philip Zeigler, Black Death (New York: The John Day Company, 1969):  268-
269. 

 
640 Zeigler, Black Death, 269. 
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1346 to 1353.641  A prominent historian writing in Constantinople, Nicephorus Gregoras, 

recorded in his Historia Byzantia, ca. 1359, his observations of the plague and its impact:  

During the second year [1348] it invaded the Aegean Islands.  Then it affected the 
Rhodians, as well as the Cypriots and those colonizing the other islands.  The 
calamity attacked men as well as women, rich and poor, old and young.  To put 
matters simply, it did not spare those of any age or fortune.  Several homes were 
emptied of all their inhabitants in one day or sometimes in two.  No one could 
help anyone else, not even the neighbors or the family, or blood relations.642 

 
Scholars of the Black Death have emphasized the fact that the arrival of this plague 

“profoundly” affected the course of society in the Middle Ages politically, economically, 

religiously, culturally, and artistically.643   

It is believed that in the first outbreak of the plague, 1347-1348, one third to one 

fifth of the population of Cyprus perished.644  Makhairas remarked that, “And in the year 

1348 God sent a great plague for our sins, and the half of the island died.”645  His 

observations mirror the pervasive sentiment during this period that the plague was God’s 

retribution for people’s sins.  In many places in the eastern Mediterranean the populace 

engaged in public displays of devotion and penitence as a response to its devastation.  

The terror caused by the subsequent 1362 outbreak of the plague in Famagusta led the 

papal legate, Peter Thomae, who was in Nicosia at the time, to arrange for a procession in 

                                                        
641 For the epidemiology of this disease see Ole J. Benedictow, The Black Death 

1346-1353 (Rochester, N.Y.: The Boydell Press, 2004), 3. 
 
642 John Aberth, The Black Death: The Great Mortality of 1348-1350: A Brief 

History with Documents (New York:  Palgrave Macmillan, 2005), 15. 
 

643 Benedictow, The Black Death, 3-7. 
 

644 Nicolaou-Konnari, “Greeks,” 13-63; 16.   
 

645 Dawkins, Leontios Makhairas, 1:61, number 66. 
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Nicosia, the capital.646  Beginning at the bishop’s palace, King James, the royal 

household and many notable citizens walked in a “solemn barefoot procession” carrying 

what are described as all of the icons of the city, in a two mile circuit around Nicosia to 

St. Therapon in order to “turn aside the wrath of God.”647  Nicosia was spared, but the 

plague still raged in Famagusta.  Even though Famagusta was described as the “furnace 

of pestilence and death,” Peter Thomae went there to lead another barefoot procession, 

with all sorts of groups joining in.  He concluded with an “inspiring” sermon.648 

Carr sees a dramatic increase of effigial slab production after the first outbreak of 

the Black Plague in 1348.649  Out of one hundred ninety-seven surviving effigial slabs on 

Cyprus recorded in Greenhill’s catalog, fewer than ten percent date before 1348, the first 

outbreak of the plague.650  Following the initial outbreak of the plague in 1348, in Europe 

the wealthy built tombs that included full sized sculptures or effigies of themselves, a 

trend that lasted around two centuries.651  Most of the other slabs on Cyprus date to the 

remainder of the fourteenth century and a few from the beginning of the fifteenth 

                                                        
 
646 Chris Schabel, “Religion,” in Cyprus: Society and Culture 1191-1374 (Leiden: 
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century.652  The numbers of slabs decrease after this with hardly any surviving from the 

Venetian period.653  

During the sweeping advance of the plague, people were often buried in 

unmarked mass graves.654  Byrne has hypothesized that the fear of leaving no record of 

their lives led those who could afford it to make sure that they would be remembered.655  

In a comparative study of six city-states in Italy following the initial plague epidemic in 

1348 and the subsequent outbreak in 1362-1363, Samuel Cohn discovered that these 

periods resembled each other in people’s “patterns of piety and in their desires for 

salvation.”656  By examining wills, he used a statistical approach to document this 

phenomenon he described, as a “cult of remembrance.”  His findings indicated there was 

an increased demand for art and manifestations of familial piety after the advent of the 

Black Death.657  According to Cohn, the wills show not only an increased demand, but 

also a psychological framework evidence of the rise of new conceptions of the “self, 

lineage, remembrance, and earthly fame.”658  Because Cyprus had such vast exposure to 

Italian merchants from several city-states and eventual occupation by Venice, it seems 

entirely possible that these same psychological motivations could be compelling the 
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donors on this island.  In a recent dissertation, Angela Marisol Roberts tested Cohn’s 

hypothesis on Venice and has concluded that the Black Death may have played a part in 

more active expressions of piety.659  Yet, she sees that the popularity of donor portraiture 

in the fourteenth century occurred at the same time that the city’s elite were newly 

elevated to the status of Maggiore Consiglio.  Added anxiety about their status and 

family prestige encouraged their commissions.660  This is very similar to the type of 

situation being played out on Cyprus.  The Latin nobility was in the minority and most 

probably was attempting to assert its authority through commissions.661  Of the surviving 

tomb sculpture on Cyprus, Imhaus notes that there are a total of four hundred eighty-three 

Latins and fifty Greeks.662  This statistic points to a much greater rate of commissions by 

Latins and seems to corroborate the idea that they were affirming their presence.  So, in 

addition to the fear of the plague and of leaving no public memory of one’s existence 

behind, there was the impetus to be recognized in the here and now as a person of status 

contributing to society.  

Another type of public response to the plague was in the form of bequests and 

donations, as recorded in the Italian cities of Florence and Siena.663  An example of 

patronage on Cyprus that has been related to the plague of 1392-1393 is believed to be 

the chapel of the Misericordia built in the tower of a fortress by James I, who was said to 
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have been a supporter of the arts.664  The misericordia Virgin is often associated with 

protecting people from the plague.  This variation of the Virgin Mary can be found in the 

conch of the southern apse in the narthex at Asinou where the donors, a Frankish woman 

and two young men, can be found sheltered under her protection.665  I believe there is a 

possibility that the woman on the left of the painting is a widow and the two men on the 

right are her sons.  My reasoning for this is based on her position on the favored side of 

the holy figure and the protective cloak of the misericordia Virgin is extended over her 

head.  A date of around 1300 has been given for this work, so it clearly was not 

connected with the plague.  Could it have been painted because the father had died and 

the family was seeking protection under the Virgin’s grace? 

Although the sources are relatively quiet about the impact of the Black Death on 

Cyprus, one cannot help but think that the consequences on this small island must have 

been tremendous.  The plague primarily hit the cities and so, in a place like Nicosia, to 

have one half to one third of its population die, including many administrative officials, 

clergy and business people, would have been frightening.  By showing this small 

sampling of commissioned work during this period, I am asserting that there was a 

correlation between this public health crisis and religiously and spiritually motivated 

patronage.  I contend that one of the responses was an increase in the production of 

commemorative donor portraiture and family chapels as occurred in Italy.  In the next 

                                                        
 

664 Hill, A History of Cyprus, 2:445-446.  See also Hackett, A History of the 
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section I will turn to material and visual evidence for the impact of the plague on Cypriot 

tomb slabs. 

Men and Women 

It has been pointed out that it is the Latin tomb sculpture on the island that 

contains the highest number of men dressed as knights and greatest amount of chivalric 

iconography.666  As mentioned in the discussion about the knight portrayed in the St. 

Nicholas icon, just over half of the men recorded in Greenhill’s catalogue on Cyprus 

were depicted as knights or wore military clothing.667  The huge number of knights 

portrayed on these slabs underscores the power and prestige of this profession on Cyprus 

during the Frankish regime.  It is important to remember the values of this courtly culture 

when considering choices for the representation of ideals in portraiture.  In addition to 

men portrayed in military dress, there are twenty-four clergy and thirty-nine men in 

civilian clothing.668  In a patriarchal society it would most likely have been men making 

the decisions about the representations and paying for their commemoration.  These 

points should be kept in mind when seeing how women and children are remembered. 

In her important catalogue, Imhaus has classified the surviving Cypriot tomb 

sculpture according to ethnicity and gender.  It is interesting that the breakdown of 

women to men in tomb sculpture is that about half of the portrayals are women for both 

Latins and Greeks.669  Even though this is based on the incidence of survival, I think that 

                                                        
666 Stancioiu, “Objects and Identity,” 278. 
 
667 Greenhill, Incised Effigial Slabs, Vol. II, 69. 
 
668 Greenhill, Incised Effiieal Slabs, Vol. II, 69. 
 



 191

the pattern is significant in showing that, for both groups, it was acceptable for women to 

have a memorial.  One of the earliest surviving incised slabs portrays a woman, Simone 

de Gibelet, from the parish church of Panagia Angeloktistis, Kiti, dated 1302 (Fig. 5.7).  

She stands frontally under a pointed trefoil arch that frames her head and, after curving 

toward her shoulders, expands outward to encase her entire body.  Her hands are pressed 

together in prayer.  An important feature to notice in this effigy is Simone’s costume.  

She wears the long veil held with a band common in Cypriot portraiture from the 

fourteenth century that was also found on the Frankish mainland.670  The style of hair in 

long braids can also be seen in the sgraffito wedding bowl mentioned in chapter four 

(Fig. 4.9).  Even though her heritage may be traced to the Jubail or Giblet family of Latin 

Syria, she was wearing some elements of local dress.671  

A tomb slab dated 1322 shows Marie, the twenty-eight year old daughter of 

Gautier de Bessan portrayed under a round trefoil arch (Fig. 5.8).672  Although she is an 

adult, she has been named in the inscription as “daughter,” thereby emphasizing her place 

as an offspring in the family lineage.  I have singled out this tomb slab specifically 

because she holds a book in her hands.  This is a somewhat unusual iconographic element 

to be found with any effigy, let alone that of a woman.  The Lords of Bethsan (Bessan) 

                                                                                                                                                                     
669 Imhaus, Lacrimae cypriae: Les larmes des Chypre, 2:203.  Here she notes that 

there are a total of four hundred eighty-three Latins, three hundred eighteen men, one 
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670 See footnote 266 on veils. 
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were a noble family with origins in the Kingdom of Jerusalem and Marie was a child by 

Gautier’s second wife Alice Ibelin, Lady of Coletta, who was daughter of Philippe Ibelin, 

constable of Cyprus.673  Her hair is in two long braids and she wears a form-fitting gown.  

In this case, rather than having her hands pressed together in prayer as Simone de Gibelet 

does, her hands are crossed over her chest.  This pose imitates that of the body as 

prepared for burial.  There were specific rituals in Byzantium connected with the 

preparation of the dead for burial.  One such custom was to bind the arms across the 

chest, suggesting the possibility that the pose shown in the slab was intended to depict a 

properly prepared corpse.674  Resting on her chest, and supported by her crossed arms, 

Marie holds a book facing outward.  The only other instance of a female subject holding 

a book is in the painting of the daughter of Polos Zacharia in Galata, dated 1514, 

discussed in the last chapter.  The commemoration of Marie de Bessan is given greater 

prominence through the inclusion of the book and adds to her status of being both 

educated and pious.  

Commemoration of Children 

Portrayals of deceased children suggest that their parents invested them with 

value, although the character of their significance is more elusive than it at first appears 

to be.  In the book Childhood and Children in Western Society, Cunningham asserts that 

painting “provides further evidence of accretion of sentiment around childhood; the 
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sixteenth-century practice of portraying children who had died was followed in the 

seventeenth century by portraits of living children either singly or with their siblings.”675  

Talbot has concluded that in Byzantium, families “keenly felt the loss of their youngest 

members.”676  She bases this on evidence of their concern with burying children properly 

and through textual accounts by parents expressing sorrow.677  Apparently, there was also 

a special funeral liturgy to comfort grief-stricken parents for very young children who 

had died.678   

There is abundant evidence of the portrayals of dead children during the medieval 

period and in the crossroads of the east.  One such example, studied by Sarah Brooks, 

shows that women set up tombs for themselves and their families on Rhodes.679  Brooks 

discusses the female foundress and accompanying donor portraits in a church dedicated 

                                                        
675 Cunningham, Children and Childhood, 58-59.  Cunningham notes several 

references for expressions of sentimentality about children.  Because there is also a body 
of material at the time complaining about coddling children, he believes it suggests there 
may be the advent of a newer way of thinking about children during this period. 
 

676 Mary-Alice Talbot, “The Death and Commemoration of Byzantine Children,” 
In Becoming Byzantine (Washington, D.C.: Dumbarton Oaks Research Library and 
Collection, 2009), 306. 
 

677 Talbot, “The Death and Commemoration,” 306-307. 
 

678 Talbot, “The Death and Commemoration,” 299.  It was known as κανών 
αναπαύσιµος είς νήπια τελευτήσαντα. 
 

679 Sarah T. Brooks, “Women as Tomb Patrons and Subjects in the Palaiologan 
Period,” Female Founders in Byzantium and Beyond, Institute for Art History, 
University of Vienna, Austria, September 23-25, 2008; and Sarah T. Brooks “Byzantine 
Women Living under Crusader Rule: The Evidence from Hospitaller Rhodes.” 
Conference Session: Women in the Medieval Mediterranean, International Medieval 
Studies Congress, Kalamazoo, MI, May 7-10, 2009. I am grateful to the author for 
sharing with me the written versions of these presentations and for discussing this 
material with me. 
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to St. Nikolaos in Phountoukli, Rhodes, attributed to the fifteenth century.680   As noted in 

the dedicatory inscription, the church was built as a commemorative chapel for the three 

deceased children of the founding couple.  The children are portrayed frontally with their 

arms crossed over their chests; a common pictorial formula for funeral portraits also 

found in Cyprus, as has been noted.  Their children and the parents’ pendant portraits 

flank the door of the western conch.  The children are seen to the north of the door, and 

the parents to the south.  The portrait of the parental couple is rather unusual because the 

wife holds the model of the church.681  In most dedicatory portraits the man offers the 

model of the church.  The parents’ portrait does not have the characteristics of a funerary 

portrait, as does that of the children.  It might be that it was commissioned while the 

parents were still alive. 

The premature death of children can be documented on Cyprus primarily through 

commemorative wall paintings, icons and tomb slabs.  That it would be deemed 

important for them to be portrayed so young has its roots in Christian traditions.  In 

Byzantium, children were initiated into church practices very early through baptism, 

which by the sixth century normally occurred in infancy.682  The crucial importance of 

the salvation of children at this early age through baptism in the Christian faith made 

children an integral part in the life of the church.  It was the parents’ and church’s 

responsibility to educate and provide for their salvation.  Marcus Rautman asserts that in 
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Byzantium baptism occurred within a week of the child’s birth.683  On Cyprus we have 

evidence that it might have been common practice during the sixteenth century to baptize 

children when they were one month old.684  During the medieval period, children were 

commonly named after the saint on whose feast day they were born.685  At the time of 

baptism, a godparent was named to be responsible for the child’s spiritual interests and 

upbringing in case the parents died.  This tradition still survives in Cypriot families and in 

Christian communities throughout the world.686 

Even though Talbot concluded that Byzantines did express grief over the loss of a 

child she posits that there are two reasons why Byzantine parents may not have been as 

crushed by a child’s death, as we would think.687  One reason was that it was because it 

was a more frequent occurrence and the other, because of their strong faith in the 

salvation of children.688  In Byzantium families could expect to lose half of their 

offspring.689  Generally, these high rates of mortality have been attributed to malnutrition 

                                                        
 

683 Rautman, Daily Life in the Byzantine Empire, 43. 
 

684 Cobham, Excerpta Cypria, 58.  Jacques Le Saige, a silk merchant from Douai 
stopped in Cyprus in 1518 during a pilgrimage to Jerusalem.  He recounts that his hostess 
was delivering a baby while he and companions were in church and that they were told it 
would be a month before the baby was baptized. 
 

685 Rautman, Daily Life in the Byzantine Empire, 43. 
 

686 Rautman, Daily Life in the Byzantine Empire, 44.  See also Peter Loizos, 
“Politics and Patronage in a Cypriot Village, 1920-1970,” in Patrons and Clients in 
Mediterranean Societies (London: Duckworth, 1977), 115-135; 127.  Margaret E. 
Mullett, “A Friendly Society?” Past and Present No. 118 (Feb., 1988): 3-24; esp. 7-8. 

 
687 Talbot, “The Death and Commemoration,” 283-308; 291. 

 
688 Talbot,” The Death and Commemoration,” 291. 
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and infectious disease.690  Although Arbel has reviewed the demographics for Cyprus 

under Venetian rule, he does not provide any indication of the percentage of the 

population made up of children.691  For this information, scholars may have to turn to 

archaeology and the excavation of Medieval and Venetian burial sites such as the work 

being carried out in Polis by Amy Papalexandrou and Brenda Baker and Nathan Harper 

and Sherry Fox’s work at Athienou.692  Laiou has rigorously compiled statistics related to 

the census of peasants in Greece during the Late Byzantine period and, according to her 

calculations, the mortality rate for children was fifty percent.693  We might suspect that 

conditions were similar on Cyprus during this period.  Using Laiou’s statistics from 

Thessaloniki from 1300-1301 that estimated fifty percent of males were under twenty and 

forty-six percent of females were under fifteen, Hennessy postulates that half of the 

population in Byzantium would have been children, although some scholars have found 

her arguments inconclusive.694 

                                                                                                                                                                     
689 Antony Littlewood, “The Byzantine Letter of Consolation in the Macedonian 

and Komnenian Periods,” DOP 53 (1999): 14-91; 37. 
 

690 Talbot, “The Death and Commemoration,” 283-308; 287-288. 
 

691 Arbel, “Cypriot Population,” 183-215; I-VII tables. 
 

692 Amy Papalexandrou, “Contextualizing the Tomb: ‘Bowl Burials’ from Polis, 
Cyprus,” 33rd Annual Byzantine Studies Conference, University of Toronto, October 
2007; Baker, Terhune and Papalexandrou, “Sew Long,” 67; and Nathan K. Harper and 
Sherry C. Fox, “Recent research in Cypriot bioarchaeology,” Bioarchaeology of the Near 
East, 2 (2008): 1–38. 
 

693 Angleiki E. Laiou-Thomadakis, Peasant Society in the Late Byzantine Empire  
(Princeton:  Princeton University Press, 1977), 295. 
 

694 Hennessy, Images of Children in Byzantium, 27.  For a recent review of this 
work see Maria Parani, review of Images of Children in Byzantium, by Cecily Hennessy, 
The Medieval Review (Oct. 7, 2009): 263. 
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One particularly striking example of premature death now in the Limassol District 

Archaeological Museum is a somewhat crudely engraved effigial slab of a woman with 

long hair and arms crossed over her chest who has apparently died while in the throes of 

childbirth (Fig. 5.9).695  The fetus is depicted standing within a circle that represents her 

womb. The date is unknown, though it has been ascribed to the fourteenth or fifteenth 

century.  The engraving is barely scratched into the surface of the stone.  She wears a 

shoulder length veil thrown behind her back and a long, close-fitting gown with tight 

sleeves and a diamond pattern.  An unknown object is in the upper left, and in the upper 

right is the cross of Jerusalem, which may indicate that the deceased had crusader origins.  

This appears to be the earliest depicted image of a child’s death in the middle ages on 

Cyprus. 

Greenhill believes that this effigy is an example of native sculptural work, rather 

than the work of a trained Frankish artist.696  If this truly is Cypriot, there is only one 

other image that I know of in Cypriot wall painting that shows a fetus in a woman’s 

womb.  An image of the άσπασµός (greeting) scene, known as the meeting of the 

pregnant Virgin Mary and Elizabeth, in the Church of the Holy Cross at Pelendri, 

contains representations of the fetuses of Jesus and John the Baptist painted on their 

mothers’ middle sections (Fig. 5.10).  The two unborn babies are adorned with haloes and 

as the women embrace in greeting, the fetus of John bows to an erect, seated Christ who 

blesses him.  The rarity of this image in Byzantine Christ cycles is acknowledged by the 

                                                        
 
695 Greenhill, Incised Effigial Slabs, 1:247; 2:80, Plate 139, Fig. b.  
 
696 Greenhill, Incised Effigial Slabs, 1:43. 
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Stylianous who note that it is found in the Chludov Psalter and western works of the 

fourteenth and fifteenth centuries.697  The fact that this image was painted on Cyprus in 

the last half of the fourteenth century, during the Lusignan dynasty, may indicate that it 

had a western source.  The tomb slab of the woman who died in childbirth possibly dates 

to the fourteenth century.  One wonders whether its local sculptor may have appropriated 

this technique of illustrating the unborn.  

During the middle ages, raising a large family was seen as fulfilling Christian 

teachings and Danièle Alexandre-Bidon, and Didier Lett have hypothesized that an 

increasing value was placed on pregnancy and childhood.698  One way these ideas were 

emphasized visually was through life cycle stories of the Virgin and Christ, painted as 

part of the program in church interiors.  Hennessy has productively used life cycle images 

of the Virgin Mary and Christ to establish attributes associated with children and to make 

observations about the relationships between parents and children in Byzantium.699  Life 

cycle stories of the Virgin are paralleled by texts asserting the importance of pregnancy, 

childhood and having a large family.  This unusual way to portray unborn babies, at 

Pelendri and in the Limassol Museum effigy, shows how sharply attention was focused 

on babies and childhood on Cyprus, as this type of portrayal is not found in many other 

places. 

 

                                                        
697 Stylianou and Stylianou, The Painted Churches, 228, fig. 132, p. 230.  

Annemarie Weyl Carr and Robert F. Taft “Visitation,” ODB, 3:2180.  The article states 
the only exceptions to the standard formula for this scene are in the Theodore Psalter, the 
MSS of James of Kokkinobaphos and the painting at Pelendri.  

 
698 Alexandre-Bidon, and Lett, Children in the Middle Ages, 10-11.  
 
699 Hennessy, Images of Children in Byzantium, 179-212. 
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Fourteenth-Century Icons 

Carr has found a strong connection between the iconographic elements used in 

portraits of the deceased on incised effigial slabs with those of commemorative portraits 

on icons and wall paintings beginning in the fourteenth century.700  Certain distinctive 

features are unique to the large number of Cypriot icons that have been identified as 

funerary in nature.701  Dedicatory inscriptions for deceased individuals often begin by 

telling us that a certain person “fell asleep.”  This was a common Byzantine convention 

for acknowledging a persons’ death.702  Even scenes of the Virgin Mary’s death on wall 

paintings are known as the κοίµησις, or the feast of the “falling asleep.”703  Carr notes that 

the main distinguishing feature indicating that figures are deceased in Cypriot funerary 

icons is that their arms are crossed over the chest.704  In fourteenth-century icons, the 

figures are portrayed in a frontal position and in some cases to a different scale than 

living family members.  

Fourteenth-Century Icons 

The earliest icon to contain a funerary inscription, famously examined by Carr, is 

an elongated panel dedicated by the Xeros family for their daughter, Maria, who had died 

                                                        
 
700 Carr, “Cypriot Funerary Icons,” 1:153-173.   

 
701 Carr, “Cypriot Funerary Icons,” 1:153-173; esp. 161.  Carr notes that at least 

twelve published icons have funerary inscriptions. 
 

702 Kyriakakis, “Byzantine Burial Customs,” 37-72; 41. 
 

703 Robert F. Taft and Annemarie Weyl Carr, “Dormition,” ODB, 2:651-653.  
 
704 Carr, “Cypriot Funerary Icons,” 158. 
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a virgin in 1356 (Fig. 5.11).705  Carr characterizes the icon as having been painted in a 

Byzantine Palaiologan style and states that the family’s name, the Greek inscriptions and 

their clothing all support her assertion that they are Greek Orthodox.  The father, Manuel, 

and mother, Euphemia, are kneeling in three-quarter view to the left and right of the mid-

section of the icon.  The deceased young girl is shown frontally with her arms crossed, in 

the lower portion of the painting, and is dressed in what Carr has characterized as her 

wedding clothing.  In Byzantium, in order to honor the dead, the finest clothing of silk 

and gold were used to dress the deceased.706  Significantly, all of the family members are 

named in the surviving inscription, attesting to the importance of women and children.  

The pattern of fish on Maria’s dress has been identified as the heraldry of the Dampierre 

family.707   

The hybrid character of this icon, as noted by Carr, is most interestingly played 

out in the long, narrow shape of the icon.  She suggests that it was designed for a Gothic 

style church, perhaps having been intended to fit into an architectural “niche.”708  

Although this icon, dedicated to Maria, contains some characteristics of the Frankish 

tomb effigies, such as her frontal pose with arms crossed over her chest, the very 

Byzantine character of her elegant dress is not detected in any of the incised effigies of 

                                                        
 

705 Carr, “Cypriot Funerary Icons,” 1:153-173. 
 

706 Kyriakakis, “Byzantine Burial Customs,” 49-51. 
 
707 Carr, “A Palaiologan Funerary Icon,” I, 601.  Carr suggests Maria might have 

been betrothed to a member of the Dampierre family. 
 

708 Carr, “Cypriot Funerary Icons,” 1:153-173; esp. 600. 
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women on Cyprus.  She is crowned with a wreath of flowers that was a Byzantine burial 

custom for all unmarried persons.709   

The last surviving icon that contains the same type of funerary imagery as the 

Xeros family icon, according to Carr, is dated to the fifteenth century.  It is Virgin Mary 

Hodegetria Enthroned with Donors from the Church of the Virgin Chrysaliniotissa, 

Nicosia (Fig. 5.12).710  A mother, father and child kneel on the right side and in front of 

the holy figure (our left) and, on the left (our right) there are the faint remains of a girl 

with her arms crossed, standing frontally and on a much larger scale than the rest of the 

family.  Even though this icon has the same type of imagery to depict the deceased as the 

Xeros icon, it is evident by the family’s clothing and the way the Virgin Mary is painted 

that it is in a predominantly western style.  Eliades calls it late Gothic.711  It is difficult to 

see the clothing of the shadowy image of the deceased young girl but her dress seems to 

be extravagant and she is wearing a necklace.  It would appear that this is the last icon 

image that imitates the way the deceased are depicted in tomb effigies.   

Due to the lack of information or provenance for many of these icons, the art 

historian must rely on purely visual evidence, such as the style of painting, the clothing of 

the donors and the visual composition of the icon in comparison to other known, dated 

                                                        
 
709 Kyriakakis, “Byzantine Burial Customs,” 54.  Kyriakakis states that Symeon 

Metaphrastes said that it was for all persons.  Kyriakakis also notes that it was a Greek 
practice for people who hadn’t married. 
 

710 The wall plaque at the Byzantine Museum of the Archbishop Makarios III 
Foundation Cultural Center, Nicosia labels this as  #96 Virgin Mary Hodegetria 
Enthroned with Donors, from the Church of the Virgin Chrysaliniotissa, Nicosia, 
fifteenth century. 

 
711 Eliades, ed., Guide to the Byzantine Museum, 64. 
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icons.  Several that contain dedication inscriptions identifying deceased family members 

have been attributed to the fifteenth and sixteenth centuries.  These icons will be used to 

help us see changes in the way deceased figures are being depicted from the end of the 

Frankish regime to the beginning of the Venetian period, and the significance of those 

changes. 

Fifteenth and Sixteenth Century Icons 

The first two icons I will discuss are grouped together because of the unusual 

shape of the architectural panel they are framed within, the clothing of the donors, a 

funerary context and their similar dating -- to the end of the fifteenth century and 1500.  I 

believe their clothing and the Gothic-shaped panels place them somewhat earlier. 

St. Mamas icon, from the Church of the Virgin, Chrysaliniotissa, Nicosia, ca. 1500 

What makes this icon so fascinating, in addition to it’s appealing painting of St. 

Mamas, is its large size and unique shape; like a tympanum with a pointed arch (Fig. 

5.13).712  The icon is very dark, and when I viewed it in the summer of 2008, Dr. Eliades 

said that it was due to be cleaned.  It has been dated to around 1500.  Some of the 

characteristics Carr has summarized about the large group of Cypriot funerary icons 

could apply to this icon.713   

The first clue to its being partly funerary is the inscription in white included above 

the woman with the group of donors on the left that states, “The servant of God Antonia 

fell asleep (Fig. 5.14).”714  Carr has cautioned that the icon may not have been made 

                                                        
712 It is labeled # 30, from the church of the Virgin, Crysaliniotissa, Nicosia now 

in the Byzantine Museum. 
 

713 Carr, “Cypriot Funerary Icons,” 1:153-173. 
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specifically in Antonia’s honor.715  The inscription above the woman’s head in white 

lettering does not have the elegance of the script in other dedications.  If Antonia is the 

figure to the left of the priest, there is nothing that distinguishes her from the portrayals of 

the other living family members.  Because she does not appear to have any other 

characteristics of depictions of the deceased, it is tempting to think that the white 

memorial inscription may have been a later addition to the icon, perhaps after Antonia 

passed away. 

The unusual shape of the St. Mamas painting may indicate that it was placed 

within an architectural space in the church devoted to funerary works.716  In this painting, 

St. Mamas sits frontally facing the viewer as if he is riding the lion sidesaddle.  The lion 

strides across a star-studded night-time landscape.  Stancioiu has commented in her 

discussion of donor portraiture on Crete that the use of a landscape motif is a reference to 

Paradise and this motif may help to characterize this icon as funerary.717  The horizon line 

is just below the back of the lion and there is a large, lone tree on the right side of the 

landscape.  Both sets of donors kneel on rocks or ridges of land in the foreground under 

the lion.  It is quite possible that this nocturnal landscape might be viewed within a 

funerary context. 

The other set of donors contained within this portrait are located in an open 

background space that is bounded by the lion’s mouth, directly above them, the lion’s 

                                                                                                                                                                     
 714 Rice, The Icons of Cyprus, 237-238. 
 

715 Carr, “Cypriot Funerary Icons,” 1:153-173; footnote 29, p. 172.  
 

716 Carr, “Cypriot Funerary Icons,” 1:153-173.  
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mane in front of them, and the lion’s raised left leg just under them.  The group consists, 

from right to left, of a young boy, a priest and a woman dressed similarly to the woman 

under the lion.  They are all kneeling on rocks that are part of the landscape and have 

their large hands raised palm to palm in prayer, like the other donors.  The characteristics 

of their large hands and the similar way their faces are painted suggest that the same 

painter created both sets of donors.  

In this discussion I will focus on the donor group to the left, because of the 

inclusion of a commemorated figure.  As is common in these group portraits, the largest 

figure is the man, a priest, the next largest is the woman, and the boy is the smallest.  The 

man is wearing priest’s vestments with three gold and red circular bullas that contain the 

busts of saints on the phelonion and holds a decorated gospel book in an upright position 

in his hands.  The richly embroidered gold and red epitrachelion with red tassels, the 

embroidered medallions on his phelonion and the sumptuously bound Gospel book with a 

gold cover, possibly embedded with jewels or enamels, show great luxury and wealth.  

His vestments indicate that he is an Orthodox priest and his hair is tonsured in what some 

scholars have called the western manner, but Orthodox priests are also shown with this 

haircut.718  He also wears a beard, in the Greek Orthodox tradition.  

Antonia wears the same type of dress and long black veil as the woman included 

with the donor group in the center of the icon.  It appears that underneath her dress may 

be an undergarment of red, which extends beyond the cuffs of the dress.  As the wife of a 

priest, she might have had a role in the church.  Her clothing is similar to that of the 

                                                        
718 See Appendix A, the two sons who are priests at the Church of St. John 

Lampadistis, the Monastery of St. John Lampadistis in Kalopanayiotis. 
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priest’s wife, Pepani Peratis, at the church of Stavros tou Agiasmati in Platanistasa, which 

is dated 1494 (Fig. 5.15), although the woman in the icon does not have her throat 

covered.  The boy wears a knee-length red cape that has four pearl buttons which fasten 

the collar at his neck.  He appears to wear a short blue tunic, and underneath it, black 

stockings.  His hair is parted in the middle and ends just below his ears, as is that of the 

boy who is part of the other donor group in the painting.  His clothing and hair follow the 

fashions for young Venetian men in the early sixteenth century.  The dress of the son and 

the mother indicate the late Frankish, early Venetian period. 

The Virgin Kamariotissa icon, from the Church of the Virgin, Chrysaliniotissa, 
Nicosia, end of the 15th century 
 

This icon has several characteristics in common with the St. Mamas icon, such as 

its monumental size, architectural shape, the large number of donors and their dress, and 

funerary context (Fig. 5.16).719  It also portrays the living with the dead.  We see two 

groups of donors with inscriptions to the left and right side of the icon.  To the left, is a 

mother, older daughter and a young son (Fig. 5.17).  The inscription above the mother 

reads, “Prayer of the servant of God Bella, daughter of lord Nicholas, bishop of Nicosia, 

of blessed memory, and of her children.  And pray for them to the all-pure Mother of 

God.”720  Rice has noted that the Orthodox bishop this inscription refers to was one who 

had been noted in 1473 as being present when Caterina Cornaro was sworn in as queen of 

                                                        
 

719 This icon is labeled #8 in the Byzantine Museum, Nicosia.  This icon was 
published in black and white in Tresors de Chypre, 96. 

 
720 Carr, “Cypriot Funerary Icons,” 1:153-73; 1:159. 
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Cyprus.721  If this is true, then this icon would have been created sometime after the 

newly enacted Venetian rule.  

On the right side of the icon (Fig 5.18), the inscription above the adult male 

figure, presumably the father, reads, “Lord, remember your servants Lord Eustathios and 

his daughter Helen.  May those who read this bless them.”722  Even though the texts do 

not make it clear that this is a single family group, Carr has suggested that the crossed 

arms over the chest of the daughter in the group on the left and the man (father) on the 

right provide the clue that these two are the deceased persons mentioned in 

accompanying inscriptions.723  If Carr’s assumptions are correct, then this does indicate 

that the man on the viewer’s right is the father, Lord Eustathios, and the daughter on the 

left is his daughter Helen, because there are no women or girls in this part of the icon.  

The color white has been used for the Greek letters in the inscription for the deceased 

Eustathios and his daughter Helen.  The inscription for Antonia in the St. Mamas icon is 

the only other icon I know that used white in an inscription for the deceased.  One 

wonders whether this might have been a way of differentiating the living donors’ 

inscriptions from those who were being commemorated. 

The mother (Bella) on the left wears a long blue dress and a heavy black veil that 

covers most of her clothing.  This type of clothing is seen on the two adult women in the 

                                                        
721 Rice, The Icons of Cyprus, 231.  Here Rice refers to Hackett, A History of the 

Orthodox Church, 327.  Nikolaos, the Greek Bishop of Nicosia, was present for the 
proclamation of Caterina as queen in 1473.  See also Dawkins, The Chronicle of George 
Boustronios, 33, number 102. 

 
722 Carr, “Cypriot Funerary Icons,” 1:153-73; 159.  

 
723 Carr, “Cypriot Funerary Icons,” 1:153-73; 159. 
 



 207

St. Mamas icon and on Cypriot female donors that predate 1500.  A close example in 

wall painting is the conservatively dressed mother in the portrait at the Church of 

Archangel Michael in Pedoulas, dated 1474.  Bella’s husband is dressed in the type of 

robe worn by Venetian gentleman, as discussed with Polos Zacharia in chapter three.  

Here, even his hair is in the shorter Venetian fashion and, unusual in male donor portraits 

on Cyprus, he does not have a beard.  Their Italian heritage may also be indicated by the 

mother’s name as Bella.724  If her father, as Orthodox bishop, was present at the 

coronation of Caterina Cornaro the family may have had close ties to Venice. 

The deceased daughter, Helen, who faces the center in a three-quarter profile, 

holds one arm across her chest over the other and the other arm is slightly raised.  She is 

dressed in a vibrant red gown and wears a white veil, similar in design to that worn by the 

daughters at Pedoulas.  Although it is difficult to see whether her veil is embroidered, like 

the Chamades’ daughters, because the gesso has broken away to her left where the veil 

would be draped.  Some gold embroidery is visible on the band of the veil that is secured 

to her head.  She has the same v-cut bodice as the Chamades daughters, exposed chemise 

with lacing and a belt at the waist, giving a tight fit to her form.  The dark chemise or 

under dress that is exposed by the v-cut displays what look like pearls or other beading 

ornamenting it.  The cuffs of the dress are black, as is a black strip that extends from her 

waist to the base of the dress that may be trim, or an exposed under dress.   She also 

wears a chain of gold links around her neck.  Her apparent age, the luxury of her dress 

                                                        
724 Carr, “Cypriot Funerary Icons,” 1:153-73; 159. 
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and its red color indicate that she, like Maria in the Xeros icon, has never been married 

and has been clothed in her wedding garments.725 

Eustathios wears a dark robe with the edges of a brown shirt visible at the neck 

and wrists.  This is similar to what has been described as the dress of Venetian 

gentleman.726  All three boys wear belted, knee length tunics, red hose and hair that ends 

at their chin, parted in the middle and worn off their foreheads.  It appears as though there 

is a linked chain at the end of the belts of the boy on the left and one of the boys on the 

right.  The gesso is damaged in the relevant area for the third boy, so it is impossible to 

say if he also originally had this chain.  The belt and sleeve cuffs of this little boy on the 

right also have a pattern suggesting embroidery. 

This icon makes an interesting case study for the issue of who may have 

commissioned the icon and who made decisions about placement of the subjects.  The 

position to the right of the Virgin and Child is the most honored location in donor 

portraits, and is typically reserved for the patriarch and his sons.  In this icon, the mother, 

daughter and a young son kneel on the privileged right (our left).  It may be that the 

mother commissioned the icon, and placed herself and her daughter in the most honored 

position.727  The inscription also deviates from the norm by establishing her identity as 

separate from that of her husband.  She describes herself as, not the wife of Eustathios, 

                                                        
 

725 Brooks.  See also Carr, “A Palaiologan Funerary Icon,” 601. 
 

726 Newton, Dress of the Venetians, 9.  Marin Sanudo said that by the age of 
twenty-five, Venetian gentlemen had to wear a long black toga and a black cap. 

 
727 The Latin lady in the conch at Asinou is the only other example that I can find 

where the woman is on this side of the image.  This may corroborate that the Latin lady is 
also a widow and that the two young men on the less favored side are her sons. 
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but the “daughter of lord Nicholas, bishop of Nicosia.”  It is evident that she wants to be 

associated with her own family heritage.  The fact that her father is a prelate of the 

Orthodox Church in the capital city only provides added prestige.  Nicholas’ 

identification as Bishop of Nicosia, the father’s address as “Lord,” the large size of the 

icon and the dress of the children all help to establish this as a wealthy, Orthodox family 

of very high status on the cusp of the Venetian occupation. Bella was evidently a woman 

of means and, based on the wording of the inscriptions, it is very probable that she is the 

one had commissioned this icon. 

The only other Cypriot wall painting that I know commemorates a deceased 

person, other than the one at Akhelia, is at the church of the Kanakaria in Lythrankomi 

(Fig. 5.19).728  The painting is on the exterior of the church within a painting of the 

Virgin and Child in the lunette above the south entrance.  In the lower left of the lunette 

are a kneeling donor and his deceased wife or daughter.729  The man has a beard and is 

wearing a white garment with a darker robe over his shoulders.  The female figure is 

robed in white with a white veil and her arms are crossed over her chest in the customary 

burial pose. The painting on the exterior of the church is dated to 1500.  Megaw and 

Hawkins report that the lunette was most likely commissioned in the woman’s honor and 

                                                        
728 This church gained notoriety with the theft of the mosaics from the semi-dome 

of the apse after the Turkish invasion in 1974.  Some of the mosaics were returned to the 
Republic of Cyprus in 1985, others in the 1990s.  See Eliades, Guide to the Byzantine 
Museum, 28-30. 
 

729 Arthur Hubert Stanley Megaw and Ernest J. W. Hawkins, The Church of the 
Panagia Kanakaria at Lythrankomi in Cyprus: Its Mosaics and Frescoes (Washington, 
D. C.:  Dumbarton Oaks Center for Byzantine Studies, 1977), 158-159; Fig. 128.  See 
also Stylianou and Stylianou, The Painted Churches, 47. 
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that the inscription may include the names and family rank.730  In Byzantium it was 

standard practice to shroud or clothe the deceased in white, which Brooks notes was un-

dyed linen.731  Because it was common for unmarried young women to be dressed in the 

bridal red, symbolizing their being wedded to Christ, it would seem that this female 

figure is more likely to be the donor’s wife rather than his daughter.732 

Although there is little reference to children in the archival material of Cyprus, 

their inclusion in public donor portraits and inscriptions shows that they played an 

important role in the public identity of the family.  Of particular rarity is the image in an 

icon fragment from Yeri of a baby being held in the arms of a female donor as she kneels 

with her hands pressed together.  The whereabouts of the icon are unknown today, but it 

has been documented and photographed (Fig. 5.20).733  The baby appears to be swaddled 

in the fashion in which they were garbed in life and in death.  Greenhill provides several 

examples in Western Europe of effigies including young children.  He notes that babies 

who died within one month of their baptism often wore their “chrysom” (baptismal robe) 

and were swaddled with bands.734  Although this image from Rice’s book is difficult to 

see clearly, it appears the mother holds a stiff, bound baby in her arms.  The portrayal of 

                                                        
 
730 Megaw and Hawkins, The Church of the Panagia Kanakaria, 158-159; 

 
731 Brooks.  

 
732 Brooks. 
 
733 Rice, The Icons of Cyprus, 233-234.  Plate, 29, No. 70.  The fragmentary icon 

was from the church of the Panagia Chrysoyeriotissa, Yeri.  Rice stated that earlier 
Gunnis was able to read the date as 1542.  An email from Christodoulos 
Hadjichristodoulou Nov. 24, 2009 stated that he wasn’t sure whether it still existed. 

 
734 Greenhill, Incised Effigial Slabs, 1:288-289.  
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the baby in the Yeri icon is also similar to that on an effigial slab from West Germany 

showing a mother holding a “chrysom” child, dated 1575 (Fig. 5.21).735  This example, 

along with others in Greenhill’s catalogue, shows that this was not an uncommon way to 

portray deceased children and the portrayal of the baby in this icon may have used the 

same type of imagery as incised effigies of babies. 

The upper part of the Yeri icon has been destroyed but the lower portion shows a 

man, the father to the left and a woman, the mother, to the right.  The parents in this icon 

fragment are in Venetian dress.  The only portion of the inscription that could be 

deciphered was translated as, “O Lord, and those who read . . .” and below that “of thy 

servant” and a portion of the date that Rice said Rupert Gunnis read as 1542, which dates 

to the Venetian period.736  As the mother kneels with hands pressed together in prayer, 

she cradles a tightly swaddled infant to her chest.  The child appears to be swaddled 

because the body is stiff as a board, but the head is raised slightly.  The mother is very 

richly dressed with full sleeves and a scuffia, similar to the oldest daughter in the donor 

portrait at Panagia Theotokos in Galata and the father is dressed in Venetian gentlemen’s 

attire that corroborates this dating.  Because the subject of a baby’s being included with 

the donors is so rare, it seems likely that this was a commemorative icon to ensure the 

                                                        
 
735 Greenhill, Incised Effigial Slabs, 2:Plate 146a.  The information Greenhill 

includes with the plate is: “Catherine Leburs, wife of Johann the priest, with chrysom 
child (1575): in private possession at Borghlzhausen, Keiss Halle, Westfalen, West 
Germany; present whereabouts unknown.”  

 
736 Rice, The Icons of Cyprus, 233-234.  Plate, 29, No. 70.  Rupert Gunnis, 

Historic Cyprus, 466.  Curiously, Gunnis describes the male donor but does not even 
mention the female donor.   
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salvation of a child who either died in childbirth or at a very young age.  This would hold 

special urgency if the child had not yet been baptized. 

An icon dating near the close of the Venetian period provides an opportunity to 

follow some of the changes that occurred in portraits commemorating the deceased.  A 

funerary portrait of a man named Menikos Pelekanos on an icon of the Anastasis shows a 

way of portraying the deceased that is indistinguishable, other than the dedicatory 

inscription, from a portrayal of the living (Fig. 5.22).737  The inscription is located just 

under his knees and states that he died on March, 23, 1563.738  Pelekanos kneels next to 

Christ and is situated just under the reaching arm of Christ who pulls Adam out of the 

gates of Hell.  A Resurrection scene certainly makes an appropriate choice for a 

commemorative icon, a memorial to one who is seeking Christ’s salvation.  One can 

imagine that Pelekanos might be the next person pulled free from the gates of Hell.  In 

this portrait we see that the dedicatee has been portrayed in a very illusionist manner.  

Frigerio-Zeniou has attributed this icon to the painter Tzenios Pretoris, whose work she 

says is situated between post-Byzantine art and the Italian art of the Renaissance.739  This 

icon was made just seven years before the end of the Venetian occupation and Pelekanos, 

                                                        
 
737 The icon is listed as from the Church of Panagia Chrysaliniotissa in the 

collection of the Archbishop Makarios III Foundation.  See Frigerio-Zeniou, “Tzenioc,” 
227-260, 236; Papageorghiou, Icons of Cyprus, 162, 155.  Fig. #111.  Gunnis, Historic 
Cyprus, 65.  For other documentation of the name Pelecano [sic] see Imhaus, “Un 
document démographique et fiscal vénetien,” 473, 475.  The name Pelecano [sic] comes 
up in a listing of parici in the domain of the Marathassa in a census enacted in 1549 by 
Florio Bustron. 

 
738 For the inscription see Frigerio-Zeniou, “Tzenioc,” 236.  ΕΚΟΙΜΗ(Θ)Η Ο 

∆ΟΥΛΟC /ΤΟΥ Θ(ΕΟ)Υ ΜΕΝΙΚΟC  ΠΕΛΕΚΑΝΟC / ΕΝ ΜΙΝΗ ΜΑΡΤΙΟ / ΤΗ ΚΓ  
ΑΦΞΓ ΤΟΥ Χ(ΡΙCΤΟ)Υ - /Κ(ΑΙ) ΕΙ ΑΝΑΓΙΝΟCΚ ΟΝΤΕC. 

 
739 Frigerio-Zeniou, “Tzenioc,” 241-242. 
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who is commemorated, wears the official Venetian clothing for men.  This outfit includes 

the dark robe and cap.  The only way he is distinguished as Cypriot, rather than Venetian, 

is the full beard that he wears.  We will be discussing more about the Pelekanos family 

and this icon in the next chapter.  By including this icon in this chapter on 

commemorative works of art, I want to make the point that he is clearly dressed as a 

Venetian and his portrayal in a three-quarter pose is a step toward the naturalism of the 

Italian Renaissance manner of portraiture and shows how the use of Italian painting 

techniques had become prevalent during this period.   

Another icon from the late Venetian period that had some commemorative 

repainting in the Ottoman period is from the Church of St. George in Vatyli (Fig. 

5.23).740  The icon had originally been painted in 1532 for the parents of Franciscos and 

Georgios and was repainted in 1600 and 1604 when the deaths of two other family 

members were added to the inscription.741  Members of the chief priest Georgios’ family 

are portrayed with the three-dimensional perspective of Renaissance portraiture.  It is 

interesting is that even though at least three of the family members are recorded as being 

deceased, in the last inscription of the painting, only one figure has his arms crossed over 

his chest, in the pose indicating death.742  This icon shows that even though a lifelike 

                                                        
 

740 Rice, Icons of Cyprus, 225-226, Pl. 57. Papanikola-Bakirtzis and Iacovou, 
Byzantine Medieval Cyprus, 236-237.  See also Carr, “Cypriot Funerary Icons.”  
 

741 Carr, “Cypriot Funerary Icons,” 1:162. 
 
742 Rice, Icons of Cyprus, 225-226, Pl. 57.  The inscription on the right leaf of a 

book in the center of the lower part of the icons says, “O all loving, praised Mother of the 
sweetest God, preserve and give rest to the souls of us they servant Francis (and) 
Florence and of our children:  George; Francis; died 2nd May, 1604; . . . died 1st 
December, 1532; . . . and died 3rd March, 1600.” 
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realism is used for both living and deceased persons, the convention of the crossed arms 

has not entirely been removed from funerary imagery. 

Conclusion 

What does this portraiture tell us of the Frankish period?  Commemorative 

portraiture in the form of tomb effigies seems to have been brought to Cyprus by 

emigrating Franks in the wake of the fall of the Holy Land in 1291.  The rise in the 

production of tomb sculpture in the middle of the fourteenth century appears to have been 

a response to the devastation caused by the plague, both here and, as noted, in Italy.  The 

majority of men portrayed in tomb sculptures were shown in military dress.  As early as 

the fourteenth century, Frankish women wore clothing that had distinctly Cypriot 

features.  Certain similar iconographic features were found in incised effigies, icons and 

wall paintings during the Frankish period.  All three genres, at least in the late thirteenth 

and early fourteenth centuries, used frontal depictions of figures with arms crossed over 

their chests to indicate death, and, in those with accompanying inscriptions, used the 

euphemism of falling asleep.  It seems that these iconographic and textual modes were 

occurring simultaneously. 

These commemorative portraits are a large body of material that has yet to be 

mined for what it may tell us about attitudes toward children in Cyprus.  Enough 

commemorative portraits of children survive to demonstrate that it was both popular and 

acceptable to include children and name them in funereal portraiture.  Statistics from the 

Eastern Mediterranean show the high death rate for children.  If this is something that 

parents were resigned to, then I wonder why children are being commemorated with such 

frequency?   Tombs and icons cost money and it would seem that there is a greater reason 
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than pure emotion to encourage this practice.  Might it be that parents are concerned with 

establishing their lineage and status within the community? 

Not only does Cyprus have a good number of portraits of children, but there is 

also evidence of a repertoire for their depiction, such as the effigy in the Limassol District 

Museum showing the woman and child who had died in childbirth and the tiny infant in 

the Yeri icon.  Because commissioned donor portraits in icons and church wall paintings 

are part of a religious system, I believe another strong reason would be to ensure their 

child’s salvation.  From the extant remains, most of which were discussed in this chapter, 

there seems to be a higher percentage of girls than boys in such portraits.  From the 

fourteenth through the fifteenth century, it was common practice to depict deceased, 

unmarried girls in bridal dress.  One wonders whether more icons were produced in 

memory of daughters or whether this percentage is merely an accident of survival.743 

The presence of features that associate the icons with architecture can be detected 

in several of the icons from the fourteenth and fifteenth centuries.  The elongated icon of 

the Xeros family and the large icon of the Virgin Hodegetria and Donors, in addition to 

the icons of St. Mamas and the Virgin Kamariotissa, both large icons with arched upper 

borders, point to the possible placement of icons near tombs.  Their immense size and 

unusual shapes indicate they may have been made to fit into architectural recesses within 

the church.   Carr has explored this association and suggests that they may have fit into 

the framework near tomb niches.744 

From the earliest examples, sponsors of commemorative icons are found 

portrayed along with the deceased.  This is something that had not been true of tomb 

                                                        
743 See Appendix B. 

744 Carr, “Cypriot Funerary Icons,” 1:164. 
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slabs, except for the example from Acre.  At a certain point, these icons introduce living 

children, along with the deceased, so that these images are not just commemorative of the 

deceased but also family portraits.  

During the Venetian occupation, deceased individuals were being portrayed in 

three quarter poses, but some still have the crossed arms of the funerary pose, such as the 

image of the young Helen in the Virgin Kamariotissa icon that has been dated to the end 

of the fifteenth century.  If the Anatasis icon with Manikos Pelekanos is any indication, 

mortuary portraits were becoming more lifelike and could not be distinguished 

iconographically from portraits of living donors during the Venetian occupation.  Even as 

late as 1604, as shown by the portrait from Vatyli, remnants of iconography depicting the 

dead which go back at least to the early Frankish period, were still being used.  

 In the next chapter I will examine the ways in which donor portraiture can be used 

as a political tool.  Two donor portraits, one from the Church of St. Mamas, Louvaras and 

the portrait of the Zacharia family, previously discussed, will be focused on for this 

discussion.  The St. Mamas portrait from the nascent Venetian occupation and the 

Zacharia portrait from Galata will serve to show how families portrayed themselves as 

colonialists under the political structure of the Venetian republic. 
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CHAPTER 6  
THE PORTRAIT AS A POLITICAL TOOL 

 
As West has commented, most people would consider the use of portraits for 

political purposes to be a type of propaganda.  Information that has been given a certain 

“spin” or even distortion in order to persuade the viewer about something constitutes 

propaganda.  With this in mind, any image of a person or group of people has a 

propagandistic aspect, whether the portrait was originally intended to be misleading or 

not.  The motivations of the people who commission and also who create portraits, 

whether ostensibly for political purposes or not, are complex, and can never be fully 

understood.  As mentioned before, according to Franses, the viewer may not even receive 

the message in the same way that the subject or the creator of the portrait may have 

intended.  Additionally, modes of portrayal can be used in a way that may not correspond 

to the reception of the intended viewing audience.  All of this underscores the challenges 

of examining portraits for their possible political messages. 

A famous sculptural portrait directly connected to the politics of Cyprus achieved 

a type of notoriety in recent years that led to its removal from the location for which it 

was constructed.  I am referring to the monumental, thirty-foot high, eleven-ton bronze 

statue of the first post-independence president of Cyprus, Archbishop Makarios III 

(served 1960-1977), located in front of the Archbishop Makarios III Foundation Cultural 

Centre (Fig. 6.1).  The current Archbishop, Chrysostomos II, ordered the removal of this 

sculpture, located in the heart of Nicosia, soon after he was elected in 2006.745  Critics 

believed that this iconic statue, beloved by many and referred to as “Big Mac,” was too 

                                                        
745 http://www.reuters.com/article/idUSTRE49M58B20081023.  October 23, 

2008. 
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large and an “eyesore.”746  A life-sized, white marble statue has replaced the bronze 

which was moved to the Troodos Mountains near Kykkos Monastery and the tomb of 

Archbishop Makarios III (Fig. 6.2).  One commentator stated that, with the new sculpture 

of the archbishop, the portrayal has gone “from one extreme to another” (Fig. 6.3).747  

Public art has often had an aspect of controversy and diversity of opinions.  It also has the 

ability to create a “public memory” for the audience that may be constructed with a 

singular vision and may not be representative of some members of the community.  Once 

established, this artifact acquires independent agency, and becomes in itself a part of the 

perceived history.  In this chapter I am going to examine two donor portraits, one painted 

in the beginning of the Venetian regime and the other when Venice was well established 

as ruler, to explore the types of political messages and controversies they might express. 

Group Portraiture  

Before we begin those discussions, I would like to address an aspect of these 

portraits that we should keep in mind.  That is the consideration of the way in which these 

family portraits operate as a group.  In previous chapters, for example during my 

consideration of the possible use of one of the paintings of a young woman as a dowry 

portrait, I studied that figure divorced from the larger ensemble.  In addition to being 

donor portraits, these paintings also need to be examined under the dynamics of group 

portraiture.  Group portraits are more complex than individual portraits and present 

certain specific opportunities for expression, such as how each individual is portrayed in 

                                                        
 
746 http://www.timesonline.co.uk/tol/news/world/europe/article5002360.ece.  

Times online.  October 23, 2008. 
 
747 http://www.timesonline.co.uk/tol/news/world/europe/article5002360.ece.  

Times online.  October 23, 2008. 
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relation to the others.748  Conditions that may have an impact on this arrangement are the 

way the artist represents these relationships, the social context under which the work was 

commissioned, and the intended audience.749 

In the history of portraiture, family portraits have run the gamut from the informal 

to formal, but are traditionally hierarchical compositions.  Patriarchal hierarchy was the 

prevalent mode of portrayal in European family portraiture until the nineteenth 

century.750  This is clearly evident in the Cypriot donor portraits.  One of the 

commonalities of their arrangement within religious paintings is that the father is placed 

on the dexter or favored side of the holy figure.  It is for this reason that I had proposed 

the woman located on the dexter side in the Asinou conch portrait was the main donor, 

due to this hierarchical type of placement.  Another is that the father is usually the largest 

figure and, compositionally, if the figures are in a row, he is closest to the holy figure 

with the other family members behind him.  On several of the wall paintings and most of 

the sixteenth-century icons, the figures are arranged by gender with male members of the 

family on one side and female members on the other. 

The expectations of the audience play a powerful part in this dynamic as 

demonstrated by Brilliant in his example of a 1988 photograph of the Dukakis family, 

released as a family portrayal during the Michael Dukakis campaign for the U.S. 

presidency.751  In the informal photograph, members of the family are seated on a sofa 

                                                        
748 West, Portraiture, 105-129; 105. 
 
749 West, Portraiture, 105-129; 105-106. 
 
750 West, Portraiture, 105-129; 110. 
 
751 Brilliant, Portraiture, 90-92.   
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with two daughters sitting on the arms of the sofa, towering over the other family 

members, while Dukakis recedes in the background as his wife drapes her arm across the 

front of him and places her hand on his leg.  Some have said this portrayal went against 

the standing conventions of family portraiture by having Dukakis on the lowest level, 

obscured by his wife and, consequently, conveyed his inability to be a leader.  He 

ultimately lost the election.752 

Range of Political Considerations 

Using the term “political” to describe the governing and public affairs of a 

country, I see three related social organizations that are intertwined and that concern the 

donors and the use of portraits as a political tool. These are the family as a social and 

cultural institution, the church, and the regime under which the country is ruled.  Several 

of these donor portraits could fruitfully be mined for this type of information, but in 

limiting this discussion to two main examples, it will be possible to explore more fully 

the political considerations as I have just outlined.  

Although most of this paper will focus on “political” ideas that may be 

represented in the portraits, I would like to discuss briefly how figural portrayals can 

elicit politically motivated responses from their viewers, and provide an example of this 

on Cyprus.  West notes that it was common in changing political times for a previous 

ruler’s portrait to be altered after he had fallen from grace.753  In our own times, the statue 

of Saddam Hussein was toppled by US soldiers and Iraqi citizens to show their 

                                                        
 
752 Brilliant, Portraiture, 90-92. 
 
753 West, Portraiture, 69. 
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opposition to his policies by destroying his image.754  The iconoclastic destruction of 

religious imagery has a long history.  David Freedberg, in his book about the theory of 

human response to art, has devoted a chapter to the subject of “Idolatry and 

Iconoclasm.”755  He notes the late sixteenth century was a time of image destruction as a 

response to the Reformation movement across Western Europe.756  Sometimes this 

response can mistakenly be attributed to a deep-seated religious belief, but in reality is a 

politically motivated act, as Finbarr Barry Flood shows in his article on the destruction of 

the Bamiyan rock-cut Buddhas in 2001.757  Although traditional Judeo-Christian and 

Muslim religious beliefs have a history of objecting to the portrayal of figures, Flood 

rejects the notion of this act at Bamiyan as “Islamic iconoclasm” and as “a timeless 

response to figuration” in the Islamic world.758  Rather, he characterizes it as “a 

calculated engagement with a culturally specific discourse of images at a particular 

historical moment.”759  Eliades has noted the defacement of some icons in his assessment 

of the physical conservation of icons in the Byzantine Museum (Fig. 6.4).  He attributes 

the slashing across the face and the gouging of the eyes observed in, for example, the 

Presentation of Christ in the Temple icon as occurring during the Ottoman period (Fig. 

                                                        
754 West, Portraiture, 69.  
 
755 David Freedberg, The Power of Images (Chicago: The University of Chicago 

press, 1989), 378-428. 
 
756 Freedberg, The Power of Images, 385-386. 
 
757 Finbarr Barry Flood, “Between Cult and Culture: Bamiyan, Islamic 

Iconoclasm, and the Museum,” The Art Bulletin Vol. 84 No. 4 (December 2002): 641-
659. 

 
758 Flood, “Between Cult and Culture,” 641-643.  

 
759 Flood, “Between Cult and Culture,” 642. 
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6.5).760  In this icon the greatest destruction is seen in the face of the eldest male donor 

with little destruction to the holy figures above.  Taking this selected destruction into 

account, it would seem that this was a politically motivated act of hostility towards the 

Venetian presence that the Ottomans had sought to conquer and, ultimately, did in 1570. 

 This chapter will be devoted to donor portraits painted from the end of the 

fifteenth century through the mid-sixteenth century before the fall of Cyprus to the 

Ottomans.  The discussion will only concern political issues related to the Venetian 

period on Cyprus.  I will begin with two group portraits painted on church walls during 

the period of Venetian hegemony.  I will examine the donors at Louvaras, painted in 

1495, at the beginning of the regime, and the donors at Galata, painted twenty years later, 

to examine how two different groups of donors have constructed their identities and have 

presented certain political ideals under the beginning of the Venetian regime and at its 

midpoint.  After this I will turn to “political issues” found in a group of sixteenth-century 

icons at the Byzantine Museum.  Finally, I will discuss the connection of the Zacharia 

family to the “politics” of the Inquisition. 

The Councilors and their Wives at Louvaras 

One of the earliest examples of Cypriot-Venetian identity construction can be 

found at the Church of St. Mamas, Louvaras.  An interesting double donor portrait 

survives in the church and presents a thought-provoking display of identity construction 

with which to consider the island’s socio-political climate in the nascent Venetian 

hegemony (Fig. 6.6).  Two Cypriot couples, portrayed over the western door in the tiny 

                                                        
 

760 Eliades, “Le Icone de Cipro dal 1192 al 1571,” Scheda number 91.  Rice, The 
Icons of Cyprus, 208.  Rice notes that there was repainting in this icon that he dates to 
1786. 
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chapel, jointly commissioned the frescos.  Even though this is a portrait of two couples 

and no children, it provides an opportunity to examine the changing political conditions 

on the island and to consider a variant type of group portrait.  According to the dedicatory 

inscription, a priest named Constantine paid for the construction of the church in 1455, 

and two men, called councilors, and their wives had it decorated in 1495.761  By 

considering this donor portrait as a public performance, the donors may be seen to 

construct a hybrid identity comprised of both Venetian and Cypriot elements.  They 

display their Cypriot identity with piety and posture, as expressed by their pose in the 

painting and their choice to have themselves described as worshippers of the Orthodox 

faith in the dedicatory inscription.  By drawing attention to aspects of dress, posture, 

piety and status, I will seek to answer questions about the ideals of these donors and the 

political identity they have constructed in their portrait at Louvaras within the hybrid mix 

of cultures on Cyprus. 

This donor portrait provides us with an opportunity to consider some of the 

cultural changes of the transition from Lusignan to Venetian colonial rule.762  The little 

chapel of Saint Mamas is located in the village of Louvaras on the southern edge of the 

Troodos Mountains, today home to around four hundred villagers.  The donors may have 

                                                        
761 Stylianou and Stylianou, The Painted Churches, 246-247.  The Stylianous 

discuss a previous misreading which had dated the painting at 1465 but now place the 
date during the Venetian occupation.  Constantinides, “Monumental Painting,” 266-267.  
Constantinides places the date of the Holy Cross of Agiasmati at Platanistasa at 1505, 
which would make it later than the church at St. Mamas (1495) rather than the earlier 
date of 1494 in which the Stylianous had placed it. Garidis, La peinture murale, 44.  
Garidis records the date as either 1494 or 1505. 

 
762 Arbel, “Cypriot Population,” 183.  Arbel notes Cyprus was under a Venetian 

protectorate from 1473-1489 and from 1489-1571 was under direct colonial rule.  See 
also Carr, “Byzantine and Italians on Cyprus,” 339-357.  Annemarie Weyl Carr has 
called this period “one of the richest of all periods of Cypriot painting,” p. 343. 
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lived in a larger city like Limassol or Nicosia, and had a feudal estate in the region of 

Louvaras to manage agricultural production, as was common for their class.  The 

dedicatory inscription for this small church is centered over the western door, which 

originally led to the outside, but now leads to a narthex added at a later date (Fig. 6.7).   

This divine and most venerable church of the glorious great Martyr St. Mamas, 
was erected through the donation and great desire of the ever memorable 
(deceased) servant of God Constantine the chief priest, in the year 6963 from the 
creation of the world (=1455A.D).  And it was painted at the expense and great 
desire of John, son of Kromides, a councillor of the same village and of the lord 
George, son of Pelekanos, a councillor of the same village, and of their wives 
Irene and Helen, in the year of our Lord Jesus Christ 1495.  And those who see 
and read, pray for them through the Lord that they may find mercy in the day of 
Judgment, amen.  And he who painted these is Philip Goul.763 

 
This donor portrait, centered over the exit, would have been directly in front of 

the worshipers as they left the celestial world of the church and returned to the earthly 

world.  The two couples kneel on either side of the inscription with their hands in the 

Byzantine form of orant prayer.764  Because the panel faces the altar located in the eastern 

section of the church, they perpetually participate in the mass and prayerfully awaiting 

Christ’s Second Coming from the east. 

The couples’ devotion to the Greek Orthodox faith is evident in their dedicatory 

request for supplication and in the painting program they have chosen for this chapel 

dedicated to St. Mamas.  St. Mamas was a venerated saint, and the patron of taxpayers, 

who was extremely popular on the island of Cyprus.765  His relics were said to have 

                                                        
 
763 Stylianou and Stylianou, The Painted Churches, 246.  
 
764 Barbara Greenhouse Lane, “The Development of the Medieval Devotional 

Figure,” (Ph.D. diss., University of Pennsylvania, 1970), 34-36. 
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miraculously arrived in the northern Cypriot town of Morphou sometime in the late 

Byzantine period.766  The donors’ piety and identity as Cypriot Orthodox can also be seen 

in their kneeling orant posture of prayer. A standing orant position was the typical 

position for prayer, in Late Antiquity and beyond.  During the Palaiologan period (1261-

1453), a posture of piety for Byzantine noble donor portraits developed with the figures 

kneeling, inclined toward the holy image, but still raising their hands and eyes to the 

figure of veneration.  The Louvaras portrait conforms to this kneeling orant pose.767  The 

viewer is directed by the reverent gaze of the donors to look toward Christ in the heavens 

above them as he blesses them. 

Even though these couples clearly display their Greek Orthodox faith, it is in their 

dress that they most conspicuously exhibit their identity with the Serene Republic of 

Venice.  As mentioned previously, Cyprus had been under Venetian rule since 1474 

when Caterino Cornaro became queen and the Venetian Republic became the true ruler 

of Cyprus.768  The two men, John Kromides and George Pelekanos, labeled “councilors” 

are identically dressed in dark robes with the edges of a white under-shirt appearing 

above the gown’s neck.  Christoforaki has noted that this variation in Cypriot men’s 

clothing first appears in painting at Louvaras, saying their robes, one dark brown and the 

                                                                                                                                                                     
765 Doula Mouriki, “The Cult of Cypriot Saints in Medieval Cyprus as attested by 

Church Decoration and Icon Painting,” in The Sweet Land of Cyprus.  Papers given at the 
25th Jubilee Spring Symposium of Byzantine Studies, Birmingham, March 1991.  
(Nicosia, 1993): 237-277. 

 
766 Stylianou and Stylianou, The Painted Churches, 252-253.  
 
767 Teteriatnikov, “The New Image of the Byzantine Noblemen,” 309-319; esp. 

313-314. 
  
 768 Hill, A History of Cyprus, 3:706-707.   
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other charcoal black, are “more somber than the typical bright green which prevailed in 

the fashion of the previous century.”769  An earlier example of the men’s attire so 

described can be seen in the donor portrait at the Church of St. Demetrianos, Dali, dated 

1317 (Fig. 3.8).  In early sixteenth-century Venice, sumptuary laws regulated fashion.770  

By the age of twenty-five, both gentlemen and citizens were registered as togati and wore 

a long, black robe, black cap and black stole from that time on until their death.771  Black 

wool, also known as scarlet, was a high prestige textile because only the finest, sheared 

wool produced rich black hues.772  Venetian men’s dress in paintings from the end of the 

fifteenth century exhibit these ankle-length black gowns with a narrow border of white 

showing above the neckband of the collar.773  A detail of two Venetian men, described 

earlier, in the painting Miracle of the Cross at San Lio provides an example of this dress 

(Fig. 3.12).774  Although the men of Louvaras wear the customary Cypriot beard and do 

                                                        
 

769 Christoforaki, “Female Dress in Cyprus during the medieval period,” 17.            
 
770 For a rich source of men and women’s dress in Venice as documented in 

paintings of the period see Newton, The Dress of the Venetians, 7. 
 
771 Newton, The Dress of the Venetians, 9.  According to Marin Sanudo, the male 

population was divided into three categories: gentleman (patricians), citizens, and the 
common people.  See also Rosenthal and Jones, Cesare Vecellio’s ‘Habiti Antichi et 
Moderni,’ 158, Fig. 106.  
 

772 John H. Munro, “The Medieval Scarlet and the Economics of Sartorial 
Splendour,” in Cloth and Clothing in Medieval Europe (London: Heinemann Educational 
Books Ltd., 1983), 13-70; 28-29.  I am grateful to Annemarie Weyl Carr for this 
reference. 

 
773 Newton, The Dress of the Venetians, 9. 

 
774 Gentili, Paintings in Venice, 162-163, Fig. 148.  Detail of Venetian men in 

Miracle of the Cross at San Lio, Giovanni Mansuetti, 1494. 
 



 227

not wear baretas, thus not following Venetian fashion in every detail, in other respects 

their robes and length of hair display a striking similarity to secular Venetian men’s 

fashions (Fig. 6.8).   

Although to modern Western eyes, the dark garments may appear to be 

ecclesiastical dress, it must be remembered that this was also the required secular dress of 

the day.  Because priests’ clothing has been a distinctive, signifying feature on wall 

paintings and icons in Cyprus, it is unlikely that Pelekanos and Kromides are priests, as 

has been suggested.775  An example of a priest’s donor portrait, painted by the same artist, 

Philip Goul, who painted St. Mamas, may serve to shed light on whether the donors at St. 

Mamas are dressed as priests.  Goul painted the Church of the Holy Cross of Agiasmati 

near the village of Platanistasa within several years of the painting at St. Mamas.776  This 

makes it an excellent comparison on the basis of ecclesiastical garments, with which he 

would have been familiar.  The diversification between similar scenes in the two 

churches displays Goul’s accomplished skill in church decoration.777  He draws on the 

Italian technique of modeling in his painting of the donor figures and the contemporary 

                                                        
775 Semoglou, “Portaits Cypriotes de donateurs et le triomphe de l’elegance,” 

497.   
  
 776 For information on the Church of the Holy Cross of Agiasmati, Platanistasa 
see Lefki Michaelidou, ed., Holy Bishopric of Morphou: 2000 Years of Art and Holiness 
(Nicosia: Bank of Cyprus Cultural Foundation, 2000), 121; Constantinides, “Monumental 
Painting,” 263-300; Stylianou and Stylianou, The Painted Churches, 187.  The Stylianous 
date the church to 1494; Garidis, La peinture murale, 44-46.  Garidis gives two dates for 
the church, either 1494 or 1505; Andreas and Judith Stylianou, “A Re-examination of the 
dates concerning the painted churches of St. Mamas, Louvaras, and the Holy Cross of 
Agiasmati, Platanistassa, Cyprus,” JOB 25 (1976): 279-82. 

 
777 Stylianou and Stylianou, The Painted Churches, 188. 
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individuals portrayed in scenes of Christ’s miracles.778  His representation of the donors’ 

dress in the two churches clearly shows that Goul was aware of distinct variations in their 

ensembles.  The donors at the Church of the Holy Cross are the chief priest, Peter Peratis, 

and his wife, Pepani, who kneel in the orant pose of veneration (Fig. 6.9).  Peter clearly 

wears the vestments of an Orthodox priest with three embroidered medallions on the 

yoke of his phelonion.  This shows that Goul was painting the ecclesiastical clothing for 

Peter Peratis and that Kromides and Pelekanos were wearing lay clothing and not priest’s 

vestments. 

If the men’s attire at Louvaras is an example of regulated Venetian fashion, as 

worn by Cypriot men, this double portrait dated 1495 appears to be the earliest example 

of gentlemen’s dress being used on Cyprus to claim membership in the male elite of the 

Serene Republic.  After the date of the Louvaras portrait, the number of examples of this 

style of men’s clothing in Cypriot donor portraiture increased.  Polos Zacharia, in a 

portrait dated 1514 at the Galata Church of Panagia Theotokos, conforms most closely to 

the accepted mode for a proper Cypriot Venetian gentleman mentioned earlier and, 

additionally, he wears the Venetian cap (Fig. 3.11).  By the sixteenth century, numerous 

male donors chose to be represented in this style of clothing.779  

                                                        
 
 778 Carr, “Byzantine and Italians on Cyprus,” 344. 
 

779 For examples of this see male donor in Panagia Theotokos, Kakopetria, 1520 
in Stylianou and Stylianou, The Painted Churches, 77; Resurrection icon, Church of St. 
Luke, Nicosia, 16th century in the Byzantine Museum Archbishop Makarios III 
Foundation; and Christ Enthroned icon, Church of Archangels, Kharchia, 1521, in the 
Byzantine Museum Archbishop Makarios III Foundation which can be found in Rice, 
Icons of Cyprus, plate XXXVIII, Fig. 102. 
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Even though Helen and Irene’s clothing, in the Louvaras painting, may display 

some local Cypriot elements of dress, by comparing their portraits with other Cypriot 

donor portraits, it is clear that these women are largely following Venetian fashion (Fig. 

6.6).  A comparison with an earlier portrait of the women at Pedoulas from 1474, already 

discussed in chapter four demonstrates the diverging nature of women’s dress at this time 

(Fig. 4.11).  At Pedoulas, the mother is dressed in the older, more traditional, Cypriot 

long hooded cloak that covers most of her dress.  Her youthful daughters are dressed in 

visibly more colorful, richly embroidered dresses and veils.  The daughters’ bodices are 

cut in a V shape to expose a chemise under a laced opening, following Italian fashion.  In 

late fifteenth-century Italy, high-waisted dresses with deep V openings exposed an 

undergarment and created a rich decorative effect as seen in a detail of the Sacred 

Conversation painting by Carpaccio dated around 1500 (Fig. 6.10).780  Though the dress 

of the women at Louvaras displays their wealth and Venetian fashion, the white barbette, 

wimple and long veil demonstrate more conservatism than the women’s clothing in 

Cypriot donor portraits of the early sixteenth century. 

Not only does the artist Goul make a distinction in the male clothing when 

comparing the two churches he painted, as discussed above, but he also created 

unmistakable differences between Pepani’s dress at the Church of the Holy Cross and 

that of the councilor’s wives.   Since Pepani is described as “ΠΡΕΣΒΥΤΕΡΥΣΑΣ” (the 

                                                        
 
780 Tortura and Eubank, A Survey of Historic Costume, 118.  See also Payne, 

History of Costume, 235.  In the mid fifteenth-century the necklines of woman’s gowns 
had a deep V shape and was filled in by an underdress.  The date of the Carpacccio 
painting was provided by Christiane Coulet, Attachée de conservation at the Musée Petit 
Palais Avignon where the painting is located.  The painting has been dated to around 
1500 but before 1502. 
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name for the priest’s wife) in the wall inscription, her black veil may be part of her dress 

as the wife of a priest (Fig. 6.9).  Pepani wears a dark purple dress covered with a hooded 

black cloak over a black wimple.  Her cloak covers most of her dress and is not thrown 

back over her shoulders like the long veils of the Frankish woman.781  Though the dark 

veil that Pepani wears may indicate her role as a priest’s wife, it is also to be seen in 

several earlier wall paintings on Cyprus.782  Jacobus de Verona, a fourteenth-century 

Augustinian monk who visited Cyprus, also describes this type of veil noting that the 

ladies of Cyprus wear black cloaks reaching to their feet that hark back to mourning the 

fall of Acre in 1291.783  The fashionable dress of the women at Saint Mamas is in marked 

contrast to the dress of Pepani.  Since the same artist painted both wall paintings with 

only years apart, it is evident the artist was not painting rote women’s fashions but was 

making clear distinctions in the specific details of their clothing.  It is in the distinctions 

between the portrayals of these women, by the same artist, that the viewer is provided the 

ideal portrayal of a priest’s wife compared to the ideal of fashionable, urbane wives of 

two prominent councilmen. 

A similar double donor format is used in the dedicatory portrait at the Church of 

the Dormition in Kourdali located north of St. Mamas at a higher elevation of the 

Troodos Mountains (Fig. 6.11).   A comparison of the garments in these two donor 

portraits demonstrates the changing modes of women’s dress on Cyprus from the nascent 

                                                        
781 Carr, “Women in the Medieval Mediterranean.”  
 
782 See footnote 265 for the sources and examples of this.  
 
783 Cobham, Excerpta Cypria, 17.  Others have attributed the introduction of this 

style to the bourgeois Syrian population in Famagusta.  See Semoglou, “Portaits 
Cypriotes de donateurs et le triomphe de l’elegance,” 497. 
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Venetian occupation at St. Mamas to a date in the sixteenth century, at the Church of the 

Dormition (Fig. 6.12 and Fig. 6.13).  Even though there is no firm date for the church at 

Kourdali, it has been placed in the sixteenth century based on the Italo-Byzantine style 

and iconography of its painted program.  The dress of the women appears to confirm 

this.784  The inscription that accompanies the couple on the left says that supplication is 

offered for the deacon Kourdalis, his wife and children and the couple on the right are 

labeled “priest Leon and his wife”.785  Both men wear ecclesiastical vestments and the 

women are dressed identically with a low, square-cut neckline and laced bodice with a 

chemise underneath.  Their white veils are thrown over their shoulders and seem to be 

more transparent, a style that can also be seen in Madelena’s dress at Galata (Fig. 6.15).  

A Venetian painting by Bernardino Licinio, Portrait of a Lady (Fig. 6.14), and dated 

1524, shows an example of the low, square-cut neckline with a laced bodice that may 

help to cast the dating of the donor portrait at Kourdali well into the sixteenth century 

(Fig. 6.12).786  This shows to what degree this sophisticated Venetian style had become 

the prevalent standard of upper class dress on Cyprus by the sixteenth century.  Yet, at St. 

Mamas in the early stages of the occupation, women’s dress is conservative, clinging to 

older Cypriot traditions of the hooded veil and wimple. 

The male patrons use visual and textual means to construct their status.  I believe 

an important clue to their identity lies in the term “councilor” which they have used to 

describe themselves.  In other inscriptions on Cypriot wall paintings, male donors have 

                                                        
784 Stylianou and Stylianou, The Painted Churches, 142. 
 
785 Stylianou and Stylianou, The Painted Churches, 142. 
 
786 Woods-Marsden, “Portrait of the Lady,” 73-74. 
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often been labeled using terms that signify their ecclesiastical duties, but, as far as I 

know, this is the only instance this title has been used.787  At St. Mamas, the Stylianous 

have translated the Greek words as, “councilor of the same village,” which appears to 

indicate that the position is secular, rather than ecclesiastical.788   

A brief discussion of the organization of the Cypriot government in this period 

may help to clarify the significance of this identifying term, “councilor.”  During the 

fourteenth to fifteenth centuries, more opportunities opened up for non-noble middle and 

upper class citizens.789  Until the fourteenth century, the Haute Cour, made up of the 

feudal nobility, had reigned as the only permanent assembly with a political role in the 

kingdom.  When Venice took over the island, it abolished the Haute Cour in order to 

limit the power of Cypriot nobles.  In its place, Venice established town councils, and 

eligibility for membership as councilors was extended to knights, burgesses, noblemen or 

feudatories who were twenty-five or older.790  Though there does not seem to be direct 

evidence of a town council in Limassol, candidates were elected for the governing of 

                                                        
 
787 See Stylianou and Stylianou, “Donors and Dedicatory Inscriptions.”  The 

terms include “confessor,” “monk,” “lord,” “priest,” “layreader,” “domesticus,” 
“deacon,” “lawyer,” and “notarios.” See the following pages:  St. Sozomenos, Galata, 
116; Enkleistra of Neophytos, Paphos, 100; Church of the Holy Cross, Platanistissa, 111-
112; Archangel Michael, Pedoulas, 112-113; Church of the Dormition, Koudali, 115-116; 
Panagia Theotokos, Kakopetria, 120-121 and Panagia Theotokos, Kakopetria, 120-121. 

 
788 Stylianou and Stylianou, “Donors and Dedicatory Inscriptions,” 110-111.  See 

also Kalopissi-Verti, Dedicatory Inscriptions, 111-114.  Index A.  This term is not used 
in any of the inscriptions included in this book.  This indicates it may have been a term 
more peculiar to an office under Venetian controlled Cyprus. 
 

789 Arbel, “The Cypriot Nobility.” 
 
790 Arbel, “Urban Assemblies,” 206-208. 
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certain districts, which included “Limassol.”791  The election to various offices served as 

a source of income and power to those so chosen.792  It is entirely possible that John 

Kromides and George Pelekanos, the male donors at St. Mamas, belonged to these upper 

strata of Cypriot society and served as town councilors.  If, as suggested, “councilor” is a 

civic position, and because their dress is official secular attire for Venetian male citizens 

then, coupled together, this evidence identifies these men as Cypriot politicos during the 

Venetian occupation. 

No records have been found that indicate the status of the Kromides or Pelekanos 

family as nobles, or show whether they were members of the increasing numbers of 

elevated upper middle class.  The portrait, along with island history, does give an 

indication of their wealth and status within the community.  We know that construction 

of the church had been completed by 1455, during the reign of Helena Palaiologina (r. 

1441-1458) and King John II.  As mentioned previously, there was an increase in 

Orthodox patronage during her reign.793  Although her impact has been debated, it is 

apparent that the inception of the church came at a time when the Orthodox presence on 

the island had greater acceptance.794  By the time of the completion of the wall paintings 

                                                        
 
791 Arbel, “Urban Assemblies,” 212.  Other districts named were Pendayia, 

Khyrsokhou, Evidimou and Mazotos. 
 
792 Arbel, “Urban Assemblies,” 211-212. 
 
793 Hackett, A History of the Orthodox Church, 154-155.  Ioanna Christoforaki 

claims that there is no evidence that she “actively promoted the Greek church over the 
Latin.”  See Christoforaki “Sainted Ladies and Wicked Harlots,” 165.  Christina Kaoulla 
says there is not enough evidence that she influenced political or ecclesiastical policy on 
Cyprus.  See Christina Kaoulla, “Queen Elena Paleologina of Cyprus (1442-1458): Myth 
and History,” Επετηριδα XXXII (2006): 109-150. 
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at St. Mamas in 1495, Cyprus was under Venetian rule.  The decoration of the church 

surprisingly occurred after two centuries of hardship and demographic decline on the 

island.  This deterioration has been attributed to such factors as several devastating 

plague outbreaks during the fourteenth and fifteenth centuries, famine created by locust 

infestations, and the Mamluk invasions in the 1420s.795  Yet even though the historical 

records show a time of deprivation up to the 1470s, by 1495 these families were 

sufficiently wealthy to undertake the expense of decorating this church.  Arbel has 

established that, demographically, the Cypriot population grew “two thirds from the 

beginning of the sixteenth century to the Ottoman invasion of 1570,” demonstrating that 

the period of Venetian rule was one of population growth and prosperity.796  Through 

their donation, these ambitious councilors are staking a claim to belong to the period of 

restoration that occurs during the Venetian occupation. 

As discussed in chapter five, a funereal portrait of a man named Menikos 

Pelekanos, on an icon of the Anastasis, dated 1563, in the collection of the Byzantine 

Museum, Nicosia, is evidence that attests to the presence of the Pelekanos as donors to 

                                                                                                                                                                     
794 Annemarie Weyl Carr.  Communication on 25 March 2010.  Carr has noted 

that conditions on Cyprus had been improving, such as the recovery of Famagusta from 
the Genoese, the abating of disease and the decreased threat from the Mamluks.  Most 
importantly to this issue, what had been occurring was the erosion of creedal differences 
between the Greek and Latin churches which was made official in 1439 when they 
became Uniate.  It was this factor that contributed to the “fluency of boundaries” between 
the two churches. 
  
 795 Arbel, “Cypriot Population,” 184. The chronicler George Boustronius made 
note of a great famine in 1469 and a plague in 1470 that lasted for two and a half years 
during which  “three parts of the men died.”  Dawkins, The Chronicle of George 
Boustronios, 31.  See numbers 92 and 93.   
 

796 Arbel, “Cypriot Population,” 213. 
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the Orthodox Church (Fig. 5.22).797  Since the commissioning of icons and wall paintings 

is an indicator of wealth and status in the community, this funereal portrait may be proof 

that members of the Pelekanos family were influential in Cypriot society through the 

Venetian period.  This icon was made just seven years before the end of the Venetian 

occupation and Menikos Pelekanos, who is commemorated, wears the official Venetian 

clothing for men.  Though the Pelekanos family shows a history of donation to the 

Orthodox church, the small size of the painting at Louvaras and its lack of embellishment 

makes a conservative statement of wealth and may thus indicate that they were burghers 

rather than of the wealthiest class. 

During the Lusignan dynasty, commissions were primarily made by royalty, 

nobles and ecclesiastics, at least based on the surviving evidence.  A critical analysis of 

the donor portrait at St. Mamas, Louvaras, shows two couples of wealth and status who 

display both their Cypriot identity and their participation in Venetian culture.  By closely 

reading the portraits, and the ways in which these patrons have chosen to portray 

themselves in terms of dress, piety, postures, status and wealth, we begin to get a picture 

of Cypriot societal patterns during the Venetian period.  Regardless as to whether these 

couples were of the noble class or merely burghers, their depiction is an exceptional 

example of how these visual statements inform us about the socio-political climate on 

Cyprus during this transitional time.  During the fourteenth and fifteenth centuries, the 

region of Limassol had been in decline from its earlier heyday as an active port in the 

Middle Byzantine period.  Yet, the donors’ wealth in the very tiny village of Louvaras is 

                                                        
 
 797 See Appendix A.  
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revealed by their ability to pay for the decoration of this church and the fashionable 

clothing they wear.  This supports Arbel’s thesis that Greek Cypriots had the opportunity 

to prosper during this period.798  The men’s dress appears, at least in part, to be official 

Venetian gentleman’s garb and the women’s dress marks a change, from the traditional 

Cypriot hooded cloaks covering most of the women’s dress, to veils that are thrown back 

over the shoulders and a western style bodice.  The unusual term used to describe the 

occupation of these men as “councilors of the village” announces their local prominence 

and prestige.  The donors have chosen to portray themselves as pious members of the 

Greek Orthodox community and, at the same time, have constructed an image showing 

their wealth and status within Venetian colonial rule.  They have used the new term of 

“councilor” in constructing this identity. 

The Zacharia Family 

 The Zacharia family commissioned the painting of the church in Galata, dated 

1514, at least fifteen years after the Louvaras portrait (Fig. 2.2).  As has been observed 

before, this family had a long history on the island.  The political nature of the portrait 

can be detected in the way in which they are portrayed as a family, their religious 

affiliation and their connection to the Venetian regime.  As described in chapter two, the 

Zacharia family is placed in a geometrically gender-balanced scene that echoes the 

Renaissance sensibility and the ideas of family structure we find in the writings of the 

Venetian humanist philosopher Caldiera.  The portrait of this family is focused on the 

father as paterfamilias, yet at the same time the coat of arms below the inscription shows 

both the father’s and mother’s lineage.  This joint heritage, in addition to the balanced 
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gender composition of the portrait, seems to imply a joint partnership between Polos and 

Madelena.  I would venture to say that they both played a part in constructing this 

portrait.  The father’s blazon can be traced back to the Latin Kingdom of Jerusalem.799  

The mother’s is the heraldry of the Lusignans.  Although the Zacharia side of the family 

had been settled on Cyprus for a long time, it is evident that both Polos and Madelena 

have ties to the Frankish west.  At the same time, they are portrayed in an Orthodox 

church on their family fief.  Even though their heritage ties them to the former regime, 

the Zacharia family demonstrates in their portrait characteristics that they are also 

connected to the Venetian regime. 

 Since we have already pointed out that it is through their clothing that they can 

most closely be aligned to Venetian customs, I will not go into detail on that aspect here.  

Scholars have noted the mixed nature, both in ethnicity and religious affiliation, of the 

figures in this portrait.800  The most significant symbols of this mixed nature are two 

items; one held by the mother and the other by her eldest daughter.  The kneeling mother 

holds rosary beads, which are connected to Latin practices.  Her daughter holds an 

Orthodox Akathistos hymnal.  It is interesting that two of the female gender would have 

attributes of the two main divergent faiths on the island.  One is a symbol of the reigning 

western power both during the Lusignan dynasty and the Venetian regime under which 

                                                        
 799 See Markou, Heraldry in Cyprus,” 10.  Markou notes that there are three 
shields charged with a palm tree in the surviving material:  one contains the name Hugue 
de Labre de Gibilet who held land in Hebron and supported Frederic II in 1220, another 
is “attributed to the family Achery or Zacharia who was Senecal of Antioch in 1230,” and 
another on appears on a shield with the name Arnnaud de Gibelet. 
 

800 Collenberg, “L’ heraldique de Chypre,” 138.  See also Stylianou and 
Stylianou, The Painted Churches, 92.    
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they lived, and the other is a symbol of the indigenous Greek Cypriots.  Because it was so 

important for women to be shown as pious, as has already been discussed, each carries 

with her an item that demonstrates her religious devotion.  It could also be that, by 

carrying a devotional object that represented both Latin and Orthodox practices, they 

took the opportunity to play to audiences of both Christian traditions.  This nod to both 

would be a politically correct move for their place within the community, the church and 

under the rule of Venice, placating all who might see this portrait on this island of 

multiple allegiances. 

The “Politics” of Children  

What might be the motive for the increase in the inclusion of children in donor 

portraits that we begin to see by the fifteenth century?  The only donor portrait of a child 

before this time that appears in a fresco is the young boy in the apse of the south-western 

narthex at Asinou, mentioned previously, dated to around 1300.  The young girl in the St. 

Nicholas icon is the earliest example for that media and occurs about the same time (ca. 

1291).  It is not until the fifteenth century that we more regularly see the appearance of 

children.801  Is it merely the increasing popularity of the genre, or might there be other 

motives in operation?   

Hennessy has reasoned that, by including children in donor portraits, the children 

themselves are drawn into thinking about their obligations to society and their own 

personal salvation.802  Her theory rests on the assumption that the children were aware 

and involved in the act of gift giving by virtue of being portrayed with their parents who 

                                                        
801 See Appendix B. 
 
802 Hennessy, Images of Children in Byzantium, 103. 
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were patrons.803  The Venetian humanist philosopher, Caldiera, saw the family as a social 

system in miniature where each member plays a role.804  Within this type of structure 

there are rewards and obligations for each member.  Children were to be “reverent and 

obedient” and in return they received their “being, nourishment, reputation and the 

privilege of citizenship.”805  If this type of thought was prevalent in the Venetian 

colonies, then we could suggest that the appearance of children in donor portraits might 

be related to establishing their reputation and citizenship.  Caldiera further observes that 

by fostering personal virtues in their youth, children are prepared to display proper 

behavior when they become adults and, hence, assure “appropriate civic behavior.”806  

The donor portraits with children on Cyprus, such as the Zacharia portrait and several 

sixteenth century icons, display the children in expensive clothing, placed within a 

composition based on hierarchical conventions at an early age.  The Zacharia family 

portrait, because it was in a family chapel, would have been viewed by the children 

during church services.  The icons that include children may have been private devotional 

objects or would likely have been used in their local church.807  

                                                        
 
803 Hennessy, Images of Children in Byzantium, 96-105.  Fig. 3.3.  The example 

Hennessy discusses is the portrait of Theodotus, his wife and children portrayed in the 
Theodotus chapel, mid eighth century, S. Maria Antiqua. 
 

804 King, Humanism, IV, 550. 
 
805 King, Humanism, IV, 550. 
 
806 King, Humanism, IV, 557.  
 
807 See Appendices A and B. 
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The other dynamic at work in the fifteenth century is the changing social 

condition of the nobility under Venetian authority as outlined by Arbel.808  During the 

Frankish period there had been a clear-cut boundary between the foreign-born nobility 

and the indigenous Greek Cypriots.809  This distinction became more ambiguous in the 

fourteenth century as Greeks moved into the nobility, though scholars have not been able 

to identify accurately those Greeks who had achieved noble status.810  Venice abolished 

the Haute Cour and established urban councils made up of members of various ranks, 

including Cypriot noblemen, Venetian patricians and Cypriot burghers, as mentioned 

earlier.811  Class differences began to be tied more to economic and political power than 

to birthright, so families could fashion a prestigious position for themselves and their 

children through donor portraiture.   Rather than being stratified according to ethnic and 

religious affiliation, the upper classes were divided by social and economic factors.812  

For this reason it might be fair to say that it was through including their offspring in 

donor portraiture that upper class Cypriots asserted the position of their family in a 

changing social sphere.  In her dissertation on late medieval donor portraiture in Venice, 

Roberts has postulated that the popularity of donor portraiture may have been a way of 

responding to the power struggle between old and new noble families.813  Displaying 
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809 Arbel, “The Cypriot Nobility,” 175. 
 
810 Arbel, “The Cypriot Nobility,” 176. 
 
811 Arbel, “Urban Assemblies,” 203-213. 
 
812 Arbel, “Urban Assemblies,” 213. 
 
813 Roberts, “Donor Portraits in Late Medieval Venice,” 235. 
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offspring as prominent members of their families may have been a type of reaction to this 

social anxiety.  Including children could very well have been an effort to display their 

right of inheritance to the local populace and to changing authorities. 

The “Politics” of Rosary Beads 

In this section I will discuss how a material commodity, like the rosary beads 

Madelena carries, can be a sign of religious and cultural identity and, at the same time, be 

a political marker (Fig. 6.15).  In sixteenth-century donor portraits in Venetian Cyprus, 

one of the most common objects to be seen with women is a rosary.  These items of 

devotional practice are particularly common in icons.  To my knowledge, the Zacharia 

portrait is the only fresco that includes them.  By incorporating these items into the donor 

portraits, a picture of the women as pious is built, but might there be another layer of 

interpretation? 

Because these beads are so numerous in donor portraits of the sixteenth century, it 

is worth exploring what these popular strings of beads hanging from their hands might 

also represent.  A large group of sixteenth-century icons in the Byzantine Museum in 

Nicosia share this identifiable augmentation to women’s portraits (Fig. 6.16).  Even 

though many of the donor portraits are on Byzantine-themed icons with Greek 

inscriptions, these patrons wear Venetian fashions and quite a few of the women are 

holding rosary beads.  The devotional practice of the rosary is not part of the Orthodox 

tradition, but is a Latin ritual act.  Early prayer beads were called paternosters because 

practitioners used them by repeating the “Our Father” prayer.814   This oral chant of 

                                                        
 
814 Anne Winston-Allen, Stories of the Rose: The Making of the Rosary in the 

Middle Ages (University Park, Pa.: The Pennsylvania State University Press, 1997), 14.  
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prayer developed over time to include repetition of the “Hail Mary” which was composed 

of verses from Luke 1:28 and Luke 1:42.815  By the fifteenth century, it included 

meditations on the life of Christ.816  Rosary books began to appear around 1475.817  The 

beads, often gemstones, were threaded on a cord and were often divided into smaller 

groups of ten, called decades, separated by a larger bead.818  During the fourteenth and 

fifteenth centuries paternoster beads became a status symbol among the wealthy.819  The 

most humble materials were bone or horn, but amber, coral and jet stones were popular, 

richer materials.820  The most expensive materials--gold, pearls and precious gemstones, 

were being used by the thirteenth century.821  The attachment of devotional items like 

crosses or pendants to the string of beads was a favored trend in the later middle ages.822  

Madelena appears to have jet-black beads with some type of pendant attached, but which 

does not look like a cross. 

                                                        
 
815 Winston-Allen, Stories of the Rose, 13-14. 

 
816 Winston-Allen, Stories of the Rose, 26. 

 
817 Winston-Allen, Stories of the Rose, 25. 

 
818 Ronald W. Lightbown, Mediaeval European Jewellery (London: Trustees of 

the Victoria and Albert Museum, 1992), 344. 
 

819 Lightbown, Mediaeval European Jewellery, 344. 
 

820 Lightbown, Mediaeval European Jewellery, 345. 
 

821 Lightbown, Mediaeval European Jewellery, 344.  
 
822 Lightbown, Mediaeval European Jewellery, 353. 
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Venice was well known for its manufacture of glass and crystal beads.823  One of 

the commodities imported to the Levant from Italy was glassware in the form of rosaries 

manufactured in the Murano furnaces.824  Their prominent inclusion of rosary beads in 

Cypriot icons during this period reflects this economic and cultural trend.  As early as 

1327, vast quantities were being shipped by Venice, as is illustrated by the following 

incident.  Pirates off the coast of Sicily captured a Venetian ship that was carrying almost 

forty-five hundred paternosters.825  Rosaries were an item popular with the pilgrimage 

trade and guilds for their production were established in such places as London, Paris, 

Rome and near Santiago de Compostella in Spain, a center for pilgrimage.826  Because so 

many pilgrims passed through Cyprus on their way to the Holy Land, and even made 

tours of the island’s most holy sites, as attested in travel journals, it is probable that there 

was a strong market for rosaries here.  Sometimes pomanders or scented balls could hang 

from paternosters as an accessory.827  Seigneur de Caumont et de Chastelnuf, a Gascon 

noble, was on a pilgrimage through Cyprus recorded between 1418 and 1420.  He bought 

a present for his wife described as “auzelles de chipre pour parfumer chambres” a 

scented ball of perfume in the shape of a bird and covered with feathers.828  This gift 

                                                        
 
823 Lightbown, Mediaeval European Jewellery, 348. 
 
824 Arbel, Venetian Letters, 20.  

 
825 Lightbown, Mediaeval European Jewellery, 348. 
 
826 Lightbown, Mediaeval European Jewellery, 343-349. 
 
827 Lightbown, Mediaeval European Jewellery, 355. 
 
828 Cobham, Excerpta Cypria, 30.  
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purchase reveals a market for souvenirs that could have included paternosters available 

on the island. 

Although, as far as I am aware, the Zacharia portrait is the only fresco painting 

that contains this feature, there are at least nine sixteenth-century icons that feature 

women holding rosaries.829  Rice notes that these only appear in the first half of the 

sixteenth century and then they cease.830  In addition to their similarity in dress, one of 

the most characteristic features of the women in these portraits is the fact that they carry 

paternosters or rosaries in their hands.  The artists have painted some of the rosaries very 

simply as small black, coral or white dots, others are more detailed and indicate the 

separation of beads by decades and some include pendants.  Of course, the fact that they 

are showing up during the Venetian period is evidence of the ready availability of such 

items being imported from Venice. 

For many of the women on these icons, the rosary is their only accessory.  While 

wearing jewelry may seem ostentatious, women can hold an expensive rosary because it 

                                                        
 

829 The following icons are at the Byzantine Museum at the Archbishop Makarios 
III Foundation Cultural Centre in Nicosia and their plaque identification numbers are 
included:  #77 Resurrection (Descent into Limbo), From the Church of St. Luke, Nicosia, 
16th century; #81 Entry into Jerusalem, From the Church of the Virgin, Chrysaliniotissa, 
Nicosia, 1546; #89 – Virgin Hodegetria with angels and donors, From the Church of St. 
Kassianos, Nicosia, 1529; #90 Christ, From the Church of Archangels, Kharchia, 1521; 
#128 St. Nicholas, From the Church of the Virgin, Chrysaliniotissa, Nicosia, 16th c.  The 
following icons are in different locations:  The Virgin and Child, Church of Panagia, 
Palaekori, 1st half of the sixteenth century; Deesis, Church of Agios Kassianos, Nicosia, 
1st half of the 16th century is located on the iconostasis of the church; The Transfiguration 
of Christ, sixteenth century, church of St. Demetrius, Aghios Dimitrios, Marathasa; 
Virgin and Child and St. John the Almoner, Kathilikon of the Monastery of St. 
Chrysostomos, Koutsovendis, 1st half of the 16th c.  This icon was stolen after the Turkish 
invasion.  

 
830 Rice, The Icons of Cyprus, 156.  
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has the added sanctification of the spiritual practice with which it is associated.  The other 

commonality I have found is that the women who hold rosaries are most often wearing a 

black gown.  Veccelllio remarks that during Lent, noblewomen wear black clothing and 

have little adornment.831  These two features, the black gown and the rosary as the only 

jewelry accessory, may indicate the way these women would be dressed to attend church, 

so that we are seeing an enactment of a devotional activity.   

Even though men were known to practice the rosary, as far as I know, there are no 

men that hold rosary beads in these donor portraits.  There may be a gendered reason for 

this, but it also may be a simple opportunity to show the family’s wealth where it might 

appear unseemly to be shown on the male patriarchs.  The only men’s accessory showing 

wealth, in addition to clothing, is a moneybag hanging from the belt, seen in the 

Presentation of Christ icon and the young man in the wall painting at the Church of 

Virgin Mary in Kaminaria.832   

The clothing and use of the rosary beads construct an image of these women as 

pious, wealthy matrons.  In addition, the rosaries show the affiliation of these women to 

Venetian practices and the Latin Church.  This could only help the standing and prestige 

of the family within the Venetian hegemony and may show them as having privileged 

status as colonists under the political structure of the Venetian republic. 

The Zacharia Family and the Inquisition 

Even though the following event is not part of what we can see in the donor 

portrait, I believe this information helps to provide a more fully developed sense of the 

                                                        
831 Rosenthal and Jones, Cesare Vecellio’s ‘Habiti Antichi et Moderni,’  185, Fig. 

133. 
 
832 Stylianou and Stylinaou, The Painted Churches, 346, Fig. 206. 
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political picture on Cyprus before the Ottoman invasion.  An incident is recorded in the 

textual sources that informs our political analysis of this family’s interests and activities.  

The ideal of children’s education and the importance of their studying scripture is made 

startlingly clear in the case of the inquisition of the Zacharia family, whose son Andreas 

was attending the university at Padua.833  It was common for the sons of the nobility to 

study abroad during the Venetian Occupation, with the university in Padua as one of the 

most desired schools.834  In 1563 there was a trial of Marcos Zacharia and his son 

Andreas who was studying in Padua and was involved in pro-Protestant circles.835  It has 

been suggested that Marcos is the young son dressed in white portrayed in the Zacharia 

family portrait in Galata (Fig. 2.2).836  What is interesting, for the purpose of learning the 

educational interests and philosophies of the family, is a list of the books from the 

family’s library in Nicosia that was included in the transcript of the trial.837  Kitromilides 

attributes the contents of the library and the interest in literature by the father, Marcos, to 

the burgeoning renaissance in Cyprus as a consequence of its position under Venetian 

                                                        
833 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,” 266-

267. 
 
834 Documents show that several Cypriots attended the university including 

prominent Tommaso Bibi, 1419 graduated in the arts in 1420 and in 1424 obtained a 
medical degree, Iacopo Urri, also attended and studied civil law between 1415 and 1419, 
and Uga Podocataro who earned a degree in civil law in October 1439.  See Laura 
Balletto, “Ethnic Groups, Cross-Social and Cross-Cultural Contacts on Fifteenth Century 
Cyprus,” Intercultural Contacts in the Medieval Mediterranean (London: Frank Cass and 
Company Ltd., 1996), 35-48; esp. 41, 44-45. 
 

835 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,” 272. 
 

  836 Constantoudaki-Kitromilides and Myrianthefs.  The Churches of the Virgin 
Podithou and of the Theotokos, 76-77. 
  
 837 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,” 266. 
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rule.838  He sees the contents of the library of the Zacharia family in this trial as evidence 

of the advent of humanism and as an expression of personal emotions, combined with the 

Reformation movement.  Both Marcos and his son Andreas were arrested and tried based 

on the contents of the library and their continuing correspondence while Andreas 

attended school at the University of Padua.839  In documented records of the Venetian 

Inquisition between 1547 and 1585, prohibited books were the second most common 

offense, immediately after Lutheranism.840 

Many of the leading nobles in Venetian Cypriot society were witnesses in the trial 

and named in the court documents.841  Records of trial proceedings show that defendants 

were allowed to have “friendly witnesses.”842  If so, then these Cypriots were most likely 

testifying in support of Marcos and Andreas.  The father and son defended themselves by 

saying that they had been corresponding with each other about these books in order to 

learn more about the way to live the Christian ideal.  The most damning aspects of the 

trial were that Andreas had sent books to Cyprus, which included volumes by Erasmus 

and translations of the Bible in the vulgate.  The reasoning that Marcos gave for wanting 

this translation was that he did not know Latin.  One book was in Tuscan Italian and 

Kitromilides asserts that though his first language was Greek, Marcos knew Italian as an 

                                                        
 
 838 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,” 

 
 839 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,” 267. 
 

840 John Tedeschi, The Prosecution of Heresy (Binghamton, New York: Medieval 
and Renaissance Texts and studies, 1991), 105.  See Appendix 1. 
 
 841 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,” 266.  
These witneses included ∆άβιλα, Ποδοκάθαρος, Σuγκλητικός, ∆ενόρες, and Τζιµπλέτης.  

 
842 Tedeschi, The Prosecution of Heresy, XII. 
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educated man involved politically on Cyprus.843  One particularly curious booklet of the 

list of twenty-one books was, roughly translated, How Parents should raise their children 

according to the Gospels.844  Kitromilides believes that this was a type of catechism for 

children.845  It appears that the educational ideal of moral enrichment of children was a 

wish for parents that had continued over centuries, going back as far as the writings of 

John Chrysostom.  A homily by Chrysostom was included in the inventory of the 

Zacharia library.846  Although the specific title is not provided, one of Chrysostom’s 

popular homilies was Address on Vainglory and the Right Way for Parents to Bring up 

their Children.847   

In his plea to the inquisitors, Marcos said that he was ignorant of the heretical 

nature of the books, confessed his mistake, asked for forgiveness and was ultimately 

acquitted.848  A recorded correspondence of February 20, 1558, from Andreas to his 

                                                        
  
 843 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,”270-
272. 
 

844 For the inventory of books see Κιτροµηλιδης, “Βιβλια και αναγνωη στη 
Λεθκωσια της ‘Αναγεννησης,” 268-269.  Here the book is titled:  Un libretto scritto a 
penna intitulato Come I parenti deveno instruir li suoi figlioli secondo l’Evangelio. 

 
 845 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,” 269-
270. 

 
 846 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,” 268.  
The homily of Chrysostom is listed as “Le omelei di S. Gioa’ Chrisostemo,” so we can’t 
be certain of exactly which one it was. 
 
 847 Max Ludwig Wolfram Laistner, Christianity and the Pagan Culture together 
with An English Translation of John Chrysostom’s Address on Vainglory and the Right 
Way for Parents to Bring up their Children (Ithaca, N.Y.:  Cornell University Press, 
1967):  85-122.  
 

848 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,” 272. 
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father in Nicosia, some years after the trial, reveals that he decided to pursue the study of 

philosophy rather than that of law.  His poetic words express his desire,  “ . . . it suits the 

noble because without her [the study of philosophy] it is impossible to possess the 

beautiful and good humanistic letters, that are the ornament of men.”849  This comment 

both testifies to the noble status of this family and the advent of humanistic thought.  Yet, 

the incident of the trial shows the ecclesiastical censorship that was being carried out in 

one of Venice’s Mediterranean colonies to preserve the Latin faith.  One wonders what 

had brought the Zacharias to the attention of the church authorities.  At the same time, in 

light of the severe prosecution many received at the hands of the inquisitors, it is also 

remarkable that Marcos and Andreas were acquitted.  Also to be considered is the fact 

that Venice needed the help of the Cypriot nobles to protect her colonies from the 

onslaught of the Ottomans.  As a matter of fact, Marcos and several of his sons died 

defending Nicosia in 1570.850  

Conclusion 

In this chapter, I have attempted to analyze the constructions of a group of 

Cypriot donor portraits, for evidence that they were intended to convey a politically 

motivated expression of authority.  We looked at two modern examples of the dynamics 

involved when portraits are public art.  The controversial and mistaken impressions that 

                                                        
 
 849 Κιτροµηλιδης, “Βιβλια και αναγνωη στη Λεθκωσια της ‘Αναγεννησης,” 273.  

“. . . lo studio di philosophia e piacevolissimo et convenevole a gentil huomo, percio che 
senza le e impossibille havere e belle et buone lettere d’humanita, che sono ornamento 
dell’huomo.” 
 
 850 See Cobham, Excerpta Cypria, Fra Angelo Calepio was eye-witness to the 
siege, 122.  Calepio names Jacomo Zacharia as one of the nobles who died, 146.  See also 
Constantoudaki-Kitromilides and Myrianthefs, The Churches of the Virgin Podithou and 
of the Theotokos, 77.  
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people might receive were examined with the replacement of the statue of Archbishop 

Makarios III and the photograph of the Dukakis family.  Although these portraits are 

more connected to ruling figures in government and interpretations of their power, the 

donors in the portraits at Louvaras and Galata established their own status and power 

within their local communities.  Another aspect for consideration in portraits as 

“political” is the type of response that political divisions can elicit, for example the 

intentional destruction of icons.  

The portraits from Louvaras and Galata were examined for details that express 

negotiation on the part of the subjects with Venice and Venetian rule on Cyprus.  In the 

church at Louvaras, if we accept that the designation of councilor is a newly created 

political office under the Venetian regime, we see evidence of male patrons asserting the 

legitimacy of that newly acquired role.  It testifies to the alliance with Venice and the 

changing boundaries of social classes on the island, manifested by Venetian clothing 

styles. 

The painting of the Zacharia family represents some of the intellectual and 

ideological changes that had occurred on the island under Venetian rule.  It showed the 

father as paterfamilias within a social structure of the family that was predicated on the 

notion of the family as a microcosm of society as a whole, with each member having 

specific roles and duties.  It also showed the strong presence of luxurious Venetian 

fashions.  The mother and eldest daughter were given important roles to demonstrate the 

acceptance of two faith traditions, through the rosary beads and the Akathistos hymnal.  

Their portrait most eloquently portrays the children as part of the family unit.  The value 

of education is presented in the symbol of the Akathistos manuscript and proven through 
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the textual sources listing the contents of the library of the mature Marcos in the later 

sixteenth century.  I have attributed the increasing presence of children in donor portraits 

by the sixteenth century to an interest in establishing the offspring’s reputation in the 

community, and with the goal of to asserting the family’s authority in a changing political 

sphere.    

How do these frescoes and icons with donor portraits operate as “political” tools?  

In the community, they provide a visual, and in some cases also textual, record of the 

family’s lineage and good name.  The donors have constructed a statement of the family 

and their history.  The parents, who may together have been the decision makers, have 

created a visual ideal for their children, asserting their place within the family and 

society.  They have mapped a way to spiritual salvation and societal obligation for their 

children as important members of the community.  They serve as reminders to future 

generations who can point to these portraits and be proud of their heritage.   

Family donor portraiture became a way to fashion elevated social status during a 

period in which class differences had become more fluid and were tied to economic and 

political power, rather than privileges of birth.  In addition to the traits of piety, loyalty, 

and service to the community that are displayed, the numerous icons of the sixteenth 

century display the wealth and opulence of the families.  This is shown through the costly 

donation itself and their Venetian clothing and jewelry.  The young girls in these portraits 

seem to stand out in contrast to their more modestly dressed mothers by their colorful 

clothing and pearls and gold jewelry.  Typically, the only jewelry the mothers display are 

rosary beads.  By the frequency with which rosary beads occur in the first half of the 

sixteenth century, it is clear that they signal a religious and economic connection to the 
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Serene Republic.  The discussion of the Inquisition held in Venice of Zacharia family 

members shows the intermingling of religion and politics and the ways in which religious 

behavior could also be political behavior. 
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CHAPTER 7 
CONCLUSION: CONSTRUCTING THE IDEAL FAMILY 

 
 In this dissertation, I have discussed the donor portraits of families on Cyprus in 

order to explore some of the ways in which the visual evidence, found primarily in wall 

paintings and icons, can inform us about the ideal family of the upper strata of Cypriot 

society.  This analysis is an attempt to discern trends and patterns in the ways in which 

these donors, from the late twelfth century to the sixteenth century, sought to be 

remembered.  The visual evidence of portraits and their visual and architectural context is 

just as valuable as textual sources, as a means to uncover information about the history of 

the island and its inhabitants.  Although these donors are lesser-known personages than 

might be found in a national portrait gallery, their depictions have a story to tell of their 

tastes, ambitions and cultural milieu, under three foreign regimes from the Byzantine 

through the Venetian period. The conceptual framework of this dissertation is drawn 

from the main functions of portraiture as outlined by West.  As West has observed, 

portraits are not merely “representations” but also material objects that can serve a 

variety of functions.851  It is through exploring these multiple functions that I believe a 

more nuanced understanding of donor portraiture can be achieved and serve as a 

methodological approach for future studies of this kind. 

The complex nature of a portrait— an artificial construction — prevents it from 

being a straightforward reflection of a person.  Artists and their subjects rely on 

established conventions of a given period, including style and iconography.  Often, 

portraiture has been used to present an image of an ideal person, fitting acceptable social 

roles, further complicating its tendency to become more of a mask than an actual 

                                                        
851 West, Portraiture, 43. 
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portrayal of an individual.  This characteristic makes interpretation of portraits a 

challenge.  One way to attempt to interpret this seemingly impenetrable mask is through 

closely reading the portrait as evidence of material culture and using the historical 

sources to help piece together the types of identities the sitters have fabricated for 

themselves.  This dissertation undertakes to examine the messages conveyed by selected 

donor portraits, without expecting to “discover” the actual persons being represented, and 

thus to reframe how we look at Cypriot donor portraiture. 

There are several gaps in the art historiography of Cyprus that this dissertation 

seeks to address.  Studies about children and families have been of increasing interest to 

scholars, and great strides have been made in the past twenty years to address this topic. 

One of the overriding issues is how childhood has been viewed within an historical 

context.  In this dissertation, the paintings of families studied range from the middle ages 

through the renaissance and there are perceptible changes in how children are portrayed 

over time.  Until now little has been written about children in Cyprus during this period. 

Hopefully, this dissertation will encourage more studies about them, and add to 

information about children in the Levant.  In this project, I have looked at donors in the 

portraits as part of focused discussions about their various meaningful contexts, but have 

not so far looked at them collectively to assess what they might tell us as a body of work 

under changing regimes.  The donor portraits, especially those from the Venetian period, 

have fallen into a chronological hole because most Byzantinists stop their study in 1453, 

and the majority of the surviving portraits post-date the fall of Constantinople.  Historians 

have responded to Arbel’s call to consider the Venetian material as something other than 

the “la légende noire,” and a wealth of new material has been published about this 
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period.852  Arbel claims this way of characterizing the Venetian period as a time of 

decline on the island had its origins in the works of nineteenth-century art historians who 

wrote about Cyprus.853  Art historians have recently become more active in considering 

the art produced under the Venetian regime.  This dissertation, by seeking to address 

families and children, coupled with the exploration of art from the Venetian period, is an 

attempt to contribute to these areas of study.  

In my second chapter, the Venetian era Zacharia family portrait is introduced and 

is used as an example throughout the dissertation, to examine the functions of portraiture 

as outlined by West.  In this way I was not only able to consider comprehensively the 

functions as they applied to one specific portrait, but also to examine other works by 

comparison to the Zacharia image.  The inclusion of patrons in a Deësis scene was used 

to consider two different types of patrons (a monk versus a noble family), from two 

different eras (the Byzantine period versus the Venetian) and the aesthetic construction of 

their portraits within this representation of entreaty, known as the Deësis.  Because these 

two portraits comprise a rare example of donors portrayed within the same scene in 

Cypriot wall paintings, they make an optimum choice for comparison of the function of 

the portrait as a work of art.  Although the assessment of two donor portraits, one of a 

celebrated hermit in the late twelfth century, and the other a noble family group during 

the Venetian period, might not seem to be relevant, I believe that by comparing their 

similar subjects we can begin to become aware of some of the aesthetic, compositional 

                                                        
852 Arbel, “Entre mythe et histoire,” 83-84.  

853 Arbel, “Entre mythe et histoire,” 83-107; esp. 83-84.  Arbel notes that in the 
publications of the historian, Louis de Mas Latrie, that this period was not the center of 
his interest.  See Louis de Mas Latrie, Histoire de l’ile de Chypre sous le règne des 

princes de la maison de Lusignan, 3 vols. (Paris, 1852-1861). 



 256

and content choices that are being made.  My reasoning for this is that sometimes it is 

more effective to think about other ways the Zacharia family could have presented their 

donor scene, in order to help us better understand the significance of the way they chose 

to portray themselves.  Looking at the portrait of the hermit monk Neophytos and a brief 

history of his life and times also provides a glimpse of the Byzantine presence on Cyprus 

and an understanding of some of the cultural traditions that endured through later periods.  

Because the hermitage of Neophytos was revered and had become a pilgrimage site on 

the island, the Zacharia family may well have been aware of the painting program and 

donor portrait in the Enkleistra.  Their aesthetic choices can be seen as more deliberate 

because they do not merely follow the convention established at the Enkleistra.  Whereas 

Neophytos has been portrayed as supplicating monk within his cell, the Zacharia family 

is portrayed in their family chapel as pious, wealthy noble citizens. 

In chapter three I explore whether these portraits can provide the same type of 

information as in a written biography.  Although, biographical texts are just as much 

artificial constructions of identity as are portraits, portraits have a compelling sense of the 

presence of an individual.  I compare the knight’s family in the icon of St. Nicholas from 

the Frankish period and the wall painting of the Zacharia family from the Venetian 

period.  It is evident that both patrons or patron groups wanted to display their noble 

status.  Both have shown heraldry symbolizing family lineage and a material display of 

wealth through their clothing and accoutrements.  The donor of the St. Nicholas work 

commissioned a Byzantine icon for an Orthodox church.  This donor chose to be 

portrayed as a Frankish knight with heraldry that goes back to the Latin Kingdom of 

Jerusalem.  Both images have features of the mixed nature of Cypriot work.  The subject 
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matter often displays characteristics of multiple ethnic groups and both the Latin and 

Orthodox traditions as well as artistic conventions ranging from Byzantine to Italian.  The 

key divergence between the two is the changing worldview from a medieval monarchy to 

a colonial regime under the Serene Republic of Venice.  The knight’s family represents 

the feudal system and the Zacharia family represents a worldview based on commerce 

and civil politics.  The clothing of the Zacharias and their pictorial arrangement signal the 

advent of the Renaissance and the connection to the Republic of Venice.  These images 

clearly reveal families living under two very different regimes. 

Renaissance scholars have noticed that during the fifteenth century a genre was 

introduced that they call the dowry portrait.  Because the dowry was such an important 

part of social life on Cyprus, the consideration of a donor portrait as also a type of dowry 

display is intriguing.  These fifteenth-century Florentine portraits display wealth, status 

and lineage, as do the donor portraits on Cyprus during this period.  It is also worth 

noting that this is the very time we begin to see an increase in children’s portraits with a 

family group.  Two Cypriot wall paintings of families serve as the prime candidates for a 

discussion about donor portraits as dowry portraits.  The first, of the Chamades family at 

Pedoulas, dated to the closing years of the Lusignan dynasty, shows an Orthodox Greek 

Cypriot family of means whose indigenous roots are very evident.  The priest, Basil, is 

clearly the patriarch, asserted by his size and position, with his wife and daughters 

smaller, and arranged behind him.  Yet, even though the daughters are visually 

subordinate to him and their mother, great detail has been lavished on their clothing and 

their representation, particularly those of the eldest.  Although these girls are not 

mentioned by name, they are included in the inscription as his children, signifying their 
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position and status as family members of this wealthy priest.  In the second portrait, of 

the Zacharia family, not only is there greater individuation in the portrayal of the 

children, but also the eldest daughter is featured most prominently, with her sumptuous 

dress, based on Italian fashions, and the Akathistos hymnal she holds in her hands.  The 

Chamades family portrait shows ties to the Lusignans and a more conservative, 

Orthodox, traditional attitude toward clothing and family structure.  In the Zacharia 

family portrait we detect changes and alliances with the Venetian regime, revealed 

through their dress and in the geometrically balanced, gendered composition of the 

portrait.  Even though, due to losses, we have no way of knowing the actual percentage of 

paintings that featured daughters in Cypriot donor portraits, the fact that great attention 

was paid to the daughters in these two portraits under two different regimes speaks of a 

desire to feature their portrayals prominently.  Because of the importance of the family 

and marriage on the island, it would seem that this desire most likely had the motivation 

of seeking prospective suitors. 

 The history and function of commemorative portraits as part of funerary ritual 

were traced in chapter five, from the earliest evidence on Cyprus, incised effigies, to later 

examples of icons and wall paintings containing images of the deceased.  Iconographic 

conventions that seem to have had their origins in sculptural work are also found in the 

other visual material.  From the remains, it appears that incised effigies for tombs did not 

start to appear on Cyprus until the wave of immigration to the island after the fall of Acre 

in 1291.  Surviving numbers of effigial slabs indicate a greater frequency of production 

following the first outbreak of the plague in 1347-1348.  Both men and women were 

featured singly.  Men were portrayed in the highest numbers in military armor.  Even 
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though the iconography seems to have its roots in Frankish artwork being produced in the 

Latin Kingdom and the Frankish mainland, the dress of women shows clear evidence of 

Cypriot fashion details.   

Of particular interest are the numerous examples of children and the ways in 

which they have been portrayed.  The highest numbers of children can be found in icons. 

They first make their appearance at the end of the thirteenth century with the knight’s 

daughter in the St. Nicholas icon.  In the fourteenth century depictions of deceased 

children began to appear within a funerary context.  It is within the icon of the Virgin 

Hodegetria and Donors that we observe one of the earliest family portraits where a living 

daughter is portrayed facing a deceased daughter.  Rather than strictly a funerary image, 

it becomes an image about the family.  There is little in the textual sources on Cyprus that 

might reveal the motivation for these portrayals of children.  Statistics point to the high 

death rate of children in the Mediterranean world.  Some may think this would decrease 

the parent’s desire to commemorate them due to a resignation about this aspect of life and 

the costs involved in commissioning commemorative works.  The very fact that this 

occurred, despite these considerations, points to a concern for the proper burial of 

children that would also have the blessing obtained by a religious donation such as the 

painting of a church or an icon.  It also shows a concern with portraying the family unit. 

 In the final chapter, I discuss examples of the use of portraiture as a political tool.  

I identified the three dominant socio-political institutions on Cyprus--the family, church 

and local government--and considered their relevance for our understanding of donor 

portraits.  One aspect of the political nature of these portraits is from the fact that they 

were often displayed in a public or semi-public venue.  In this way, they served to build 
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and maintain a public impression, or memory, of the ideals that the donors exemplify.  

The very nature of public display exposes the subject to the opinions of others.  Public 

response may range from admiration to revilement.  Sometimes portraits bear the 

physical evidence of political rage, as is apparent in the destruction found on some 

Cypriot icons.  The donor portrait of the councilors and their wives at Louvaras provides 

early evidence of the recently established Venetian hegemony and the possibility that 

Cypriots were holding newly created political positions.  By comparing this portrait to the 

Zacharia portrait, painted nearly twenty years later, it is evident that in a very short time 

Venetian conventions had taken hold on the island.  Even though evidence of the civil 

regime is present in the painting, the setting is within the confines of the Greek Orthodox 

Church, providing a measure of the Church’s continued authority in the lives of the 

people.  Under the Venetian government, the tension between the churches had 

diminished.  It is difficult to determine which church held sway with the upper class 

because portraits contained both Orthodox elements and Latin elements, as evidenced by 

the high number of icons with woman donors clasping rosary beads.  The Inquisition of 

members of the Zacharia family showed how actions of the church also had political 

ramifications and provides a compelling reason for Cypriots to want to curry favor in 

both churches. 

 It becomes very clear that during the sixteenth century portrayals of families 

increase dramatically.  During this period, Arbel has demonstrated the shifting of class 

boundaries and the abolishment of the Haute Cour.  Class differences were no longer 

only tied to the nobility.  Cypriots of various ranks could serve on town councils and 

there was greater opportunity for economic and political advancement within the 
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Venetian regime.  In this changing social environment, through their patronage, parents 

could fashion prestigious identities for their families in portraiture.  I believe that the 

stimulus for these commissions may have been due to an interest in establishing their 

place within an uncertain society.    

 Cypriot donors commissioned portraits to be included in wall paintings and icons 

between the twelfth and the sixteenth centuries, and they have survived to be permanent 

manifestations of piety, wealth and cultural allegiance.  First and foremost, these portraits 

exist within a religious context.  The donors show themselves in a perpetual performance 

of devotion that functions both during church services and between them.  Even if the 

icons were used in private homes, they were devotional objects first, with their mini-

portraits as a distant second.  The default Cypriot donor portrait in this period therefore is 

a performance of Christianity, whether Orthodox, Latin, or some of both.  Although they 

are images of devotion, this dissertation has pointed out ways in which these images of 

families shift over time to show aspects of the political, economic and cultural changes. 

Franses investigated the social, gift-giving nature of patron’s donations and the 

idea that there is an expectation of something in return.854  He concluded that by showing 

humility and veneration in their portrayal, the construction is an image that presents the 

subjects as truly offering a gift, not merely in expectation of getting something in 

exchange.855  If we think of these portraits as public performances, they are enacting a 

pious ritual in their offering, yet at the same time displaying to the viewer aspects of 

themselves that go beyond their religious identity.  It is these aspects that were explored 

                                                        
854 Franses,  “Symbols, Meaning, Belief,” 147-148. 

855 Franses, “Symbols, Meaning, Belief,” 203-204. 
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in this dissertation.   

 It was imperative to this project that I had the opportunity to look closely at these 

portraits in situ.  On a trip to Cyprus in 2008 I photographed twenty-two churches 

containing seventeen donor portraits of couples or families.  Included in this number were 

eight instances of children portrayed with their families.  While there, I also had the 

opportunity to study the icons which include donors at the Byzantine Museum at the 

Archbishop Makarios III Foundation and Cultural Centre in Nicosia.  The large body of 

sixteenth-century icons including families is intriguing, though little is known about 

them.  By pulling together these visual resources, and applying an approach that does not 

depend on a family’s specific identity, I have attempted to raise questions and make 

connections in the conventions that have been used to portray them.  This multilayered 

examination of the range and power of portraits demonstrates some of the ways in which 

they can be employed as objects to serve a variety of purposes.  It underscores the 

portrait’s sensitivity to changing political regimes.  A major theme that runs through the 

course of my work is viewing works of art as intentional constructions and using a 

sociological methodology that permits the exploration of the ideals of a given time 

period, society and cultural group within that society.  I am particularly interested in the 

history of portraiture and the historiography of this genre and its applications to identity 

politics.  For the immediate future, I plan to continue to mine the volume of data that I 

collected while in Cyprus in 2008.  After completing my dissertation, I will start 

preparations for a book on Cypriot donor portraits. 
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APPENDIX A 

CATALOGUE OF FAMILY DONOR PORTRAITS  
 
FRANKISH PERIOD  
 
Frescoes 
 
Asinou, Frankish lady and her sons*856 
Panagia Phorbiotissa, Asinou, 1300? 
Fresco 
Location:  Southwestern conch of the narthex 
 
No donor inscription. 
 
Description:  These kneeling donors are positioned below and on either side of an image 
of the misericordia Virgin.  The donor, a Frankish lady, is shown kneeling to the left, 
below the drape of the Virgin’s robe.  The woman wears a red dress and black veil that 
falls behind her shoulders, attached by a grey band that circles her head.  On the right of 
the image are two boys, one larger than the other, dressed in simple, long sleeved robes.  
Like their mother, the boys are kneeling with their hands pressed together in prayer. 
 
See Fig. 3.3  
 
Pelendri, a man, woman and little boy 
Church of the Holy Cross, Pelendri, 
Third quarter of the fourteenth century?857  
Fresco 
Location:  Southeast pier of the nave near the iconostasis 
 
No donor inscription. 
 
Description:  A little boy wearing a hat is closest to the iconostasis with his father behind 
him and the mother behind the father.858  All are kneeling.  The father’s hands are pressed 

                                                        
856 Images of those works with an asterisk are included in this dissertation. 
 
857 Kostas Gerasimos, Diomedes Myriantheus, Kyriakos Papaioakeim and 

Christodoulos Hadjichristodoulou, The Churches of Pelendria: History, Architecture, Art 
(Nicosia: Holy Bishopric of Limassol, 2005), 85. 

 
858 Rice, The Icons of Cyprus, 114.  Rice comments the boy’s hat is like straw hats 

of the fifteenth century such as seen in Enlart’s book on costume that uses the Très 
Riches Heures for examples of hats.  See Camille Enlart, Manuel d’Archéologie 
Française.  Le Costume, Vol III.  (Paris: Auguste Ricard, éditeur, 1916), 170, Fig. 173-
175. 
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together in a western form of prayer and the mother’s hands are apart in an Orthodox 
form of veneration.  They are dressed in elegant clothing.  Portions of the left side (our 
left) of the boy are missing due to fresco damage. 
 
Published: Kostas Gerasimos, Diomedes Myriantheus, Kyriakos Papaioakeim and 
Christodoulos Hadjichristodoulou, The Churches of Pelendria: History, Architecture, Art 
(Nicosia: Holy Bishopric of Limassol, 2005), 85. 
 
Kalopanayiotis, Michael the lay reader, his wife and sons (two priests)  
Church of St. John Lampadistis, the Monastery of St. John Lampadistis, Kalopanayiotis 
Fresco 
After 1453  
Location:  Southern wall of the narthex 
 
Inscribed:  
∆(ΕΗΣΙΣ) Τ(ΟΥ) ∆ΟΥΛΟΥ ΤΟΥ Θ(ΕΟ)Υ ΜΙΧΑΗΛ ΑΝΑΓΝΩΣΤΟΥ ΚΑΙ  
∆ΕΜΕΣΤΗΚΟΥ ||| ΤΗΣ ΚΑΘΟΛΗΚΙΣ ΑΥΤΗΣ ΕΚΛΗΣΙΑΣ ΚΑΙ ΤΗΣ  
ΣΥΝΒΙΟΥ ΑΥΤΟΥ Κ(ΑΙ) ΤΟΝ ΤΕΚΝΟΝ ΑΥΤΟΥ|| ΗΕΡΕΩΝ ΚΑΙ ΕΥ∆Ο- 
ΜΑ∆ΑΡΙΟΝ ΤΗΣ ΑΥΤΟΥ ΚΑΘΟΛΗΚΙΣ ΕΚΛΗΣΙΑΣ || ΚΑΙ [ΟΙ] ΑΝΑ- 
ΓΙΝΟΣΚΟΝΤΕΣ ΜΝΗΜΟΝΕΒΕΤΕ ΑΥΤΟΥΣ ∆ΙΑ ΤΩΝ Κ(ΥΡΙΟ)Ν ΑΜΗΝ.859 
 
Translation: 
“Supplication of the servant of God Michael the lay reader and domesticus of this 
Catholic church and of his wife and children, the weekly priests of His Catholic church 
and those who pray for them through the Lord, Amen.”860  
Description:  There are four kneeling donors with their hands apart in an Orthodox form 
of veneration facing the scene of the Last Judgment.  From left to right are the two sons 
who are priests, their father (the lay reader and domesticus) and their mother.  The two 
priests are closest to the holy image.  The sons are dressed in Orthodox vestments and 
wear tonsures that some say are western, but have also been used in the Orthodox 
Church.  The sons and their father all wear beards.  The father wears a dark green gown 
and a brown outer cape.  He is the only one who is named.  There is no family name 
given.  The mother wears a white wimple, dark dress and veil, much like Pepani, the wife 
of the priest at the Church of the Holy Cross of Agiasmati in Platanistasa.  There is 
evidence of a red woven pattern on the cloth headband visible under her veil. 
 
Published: Melitta Emmanuel, “Monumental Painting in Cyprus during the Last Phase of 
the Lusignan Dynasty,” in Medieval Cyprus (Princeton: Princeton University Press, 
1999), Fig. 15. 
 
 

                                                        
 
859 Stylianou and Stylianou, “Donors and Dedicatory Inscriptions,” 109. 
 
860 Stylianou and Stylianou, “Donors and Dedicatory Inscriptions,” 109-110. 
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Pedoulas, the priest Basil Chamades, his wife and daughters* 
Church of the Archangel Michael, Pedoulas, 1474 
Fresco 
Location:  Positioned directly over the north door of the church. 
Artist:  Menas from Myrianthousa 
 
Inscribed:  The following inscription is above the north door of the church and just below 
the donors. 
ΑΝΙΓΕΡΘΗ ΕΚ ΒΑΘΡΩΝ ΚΑΙ ΑΝΟΙΚΩ∆ΩΜΙΘΗ Ο ΠΑΝΣΕΠΤΟΣ 
ΚΑΙ ΘΕΙΟΣ ΝΑΟΣ ΤΟΥ ΑΡΧΑ||ΓΓΕΛΟΥ ΜΙΧΑΗΛ ∆ΙΑ ΕΞΟ∆ΟΥ ΚΑΙ 
ΠΟΛΛΟΥ ΚΟΠΟΥ ΤΟΥ ΤΙΜΙΩΤΑΤΟΥ ΙΕΡΕΟΣ ΚΥΡΟΥ ΒΑΣΙΛΕΙΟΥ ΤΟΥ ΧΑΜΑ∆ΟΥ || 
. . . . ΕΙΣΤΩΡΟΓΡΑΦΗΘΗ ∆Ε ΕΝ ΤΗ ΑΥΟ∆  + Α∆ΑΜ 
,C ΠΓ.”861 
 
Translation: 
The most venerable and divine church of the Archangel Michael, was erected from the 
foundations and was built through the expense and the great labour of the most 
honourable priest lord Basil, son of Chamades . . . and it was painted in A.D. 1474; 6983 
from Adam.862 
 
Inscribed:  Another inscription is located above the donors’ heads. 
Ο ΠΟΙΩΝ ΤΟΥΣ ΑΓΓΕΛΟΥΣ (Σ)ΟΥ ΠΝ(ΕΥΜ)ΑΤΑ Σ(ΩΤ)ΕΡ [ΚΑΙ] 
ΤΟΥΣ ΛΕΙΤΟΥΡΓΟΥΝΤΑΣ ΣΟΙ || ΠΥΡΟΣ ΟΣ ΘΛΟΓΑ ΤΟΥ ΣΟΥ ΜΙΧΑΗΑ 
ΤΑΞΙΑ[ΡΧΟΥ] ΠΡΕΣΒΙΕΣ ΘΩΤΙΣΟΝ ΨΥΧΑΣ || ΤΩΝ ΣΟΙ ΠΡΟΣΕΡΧΟ- 
ΜΕΝΩΝ ΒΑΣΙΛΕΙΟΥ ΚΤΗΤΟΡΟΣ ΤΟΥ ΙΕΡΕΟΣ ΣΥΝ ΣΥΖΗΓΩ ΤΕ || ΚΑΙ 
∆ΙΣΙ ΘΥΓΑΤΡΑΣΙΝ ΚΑΙ ∆ΩΡΗΣΑΙ ΑΥΤΟΙΣ ΑΜΑΡΤΙΩΝ ΣΥΓΝΩΜΗΝ.863 
 
Translation: 
Thou, oh! Saviour, Who makes thine angels spirits, who minister unto Thee like a flame 
of fire, through the intercessions of Thine Michael, the Taxiarchos, enlighten the souls of 
those approaching Thee, the priest Basil the founder, with his wife and two daughters, 
and grant to them forgiveness of their sins.864 
 
Description:  The priest is kneeling holding a model of the church, offering it to the 
Archangel Michael.  Behind him is his wife, next is the older daughter and then the 
younger daughter behind her.  They are standing with their hands apart in an Orthodox 
orant form of veneration.  The wife is wearing a long cloak over her dress.  The daughters 
wear dresses that have v-cut openings at the bodice that are laced over bright red 

                                                        
861 Stylianou and Stylianou, “Donors and Dedicatory Inscriptions,” 112. 
 
862 Stylianou and Stylianou, “Donors and Dedicatory Inscriptions,” 112-113. 
 
863 Stylianou and Stylianou, “Donors and Dedicatory Inscriptions,” 112. 
 
864 Stylianou and Stylianou, “Donors and Dedicatory Inscriptions,” 112-113. 



 289

chemises.  The older daughter has a dark blue dress over her chemise and the younger 
daughter wears a red dress.  Both have bright red shoes.  They wear long, creamy white 
veils with embroidery edging the lower portion. 
 
See Fig. 4.10    
 
Icons 
 
The knight, his wife and daughter* 
St. Nicholas tis Stegis icon 
ca. 1291, late thirteenth century?865 
Tempera and gold and silver leaf on wood primed with parchment and gesso.866  The icon 
was cleaned in 2008. 
2.03 x 1.8 m. 
Provenance: Monastery of Saint Nicholas tis Stegis, Kakopetria 
Current location:  Byzantine Museum of the Archbishop Makarios III Foundation, 
Nicosia  
 
Inscribed: The main inscription of the icon is located beside the right arm of the figure of 
St. Nicholas and says “της Στέγης” (of the Roof).  There is no inscription for the donors.   
 
Description:  To the left of St. Nicholas is a knight in chain mail armor kneeling on one 
knee.  On the right side of St. Nicholas is a mother and her young daughter.  both are 
kneeling with their hands together in prayer.  The mother is dressed in a red slevless 
gown with a patterned brocade along the the openings on either side.  Her throat is 
covered by a wimple and her decorated cap has a strap which is secured under her chin.  
The daughter wears a fitted sleevless grey dress.  White embroidered sleeves of an 
undergarment fit through the slitted opening in the dress.  
 
See Fig. 3.3 
 
Xeros family, Father, mother and deceased daughter* 
Christ with Angels and donors 
1356 
252 x 43 cm. 
Provenance: From the Church of the Virgin Chrysaliniotissa, Nicosia, though original 
location uncertain. 
Current location: Byzantine Museum of the Archbishop Makarios III Foundation, Nicosia 
 
 
 

                                                        
 
865 Folda, “Crusader Art,” 221.  
 
866 Evans and Wixom, The Glory of Byzantium, 397, number 263. 
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Inscribed: 
Above the woman donor on our left: ∆έησις της δουλης του θεου Ευφηµιας, “Supplication 
of the servant of God Euphemia.”  
Above the male donor on our right: ∆έσις του δουλου του θέου Μανουηλ αναγνώστης του 
Ξηρου, “Supplication of the servant of God, Manuel, lay reader of Xeros.” 
Between the hands of the donors is a medallion with the following inscription: ‘Εκοιµηθη 
η δουλη του θέου Μαρία παρθένος  θυγάτηρ του κύριου Μανουηλ αναγνώστης του Ξηρου 
εν έτη . . . . µήνι αυγστος ηµεέρα α, “Died the servant of God Maria the Virgin daughter of 
the Lord Manuel, the lay-reader of Xeros, in the year 6864 (1356), month of August, day 
1.”    
 
Description: The donors are Manuel, the lay-reader, his wife Euphemia and under them, 
their daughter Maria.  The father and mother kneel to the left and right of Maria’s 
shoulders.  She is portrayed frontally, much larger in size than her parents, and wears a 
splendid dress and a marriage wreath in her hair.  Carr says that the pattern of fishes on 
her dress is a symbol that appears on heraldic crests on Cyprus that has been connected to 
the Dampierre family.867  Her arms are crossed over her chest, symbolic of the deceased.  
The icon was commissioned in Maria’s memory by her parents.868 
 
See Fig. 5.11 
 
Young woman and parents  
Only the lower half of this icon survives.  It is a replica of the Xeros icon, according to 
Papageorghiou.  It shows a young woman with her arms crossed over her breast with her 
parents above her.  The mother wears a black veil and has a deep décolleté.869 
 
Published: Carr, “A Palaiologan Funerary Icon,” Fig. 9. 
 
Three figures 
Saint Eleutherios 
204 x 38 cm.870 
Provenance: From the Church of the Virgin Chrysaliniotissa, Nicosia, though original 
location uncertain. 
Current location: Byzantine Museum of the Archbishop Makarios III Foundation, Nicosia 
 
Description:  This is a long narrow icon, like the Xeros icon.  Papageorghiou said at least 
two of the figures are posthumous portraits, but it appears that all three are portrayed 

                                                        
867 Carr, “A Palaiologan Funerary Icon,” 601. 
 
868 Papageorghiou, Icons of Cyprus, 60-62, Fig. 39. 
 
869 Papageorghiou, Icons of Cyprus, 62.  See also Carr, “A Palaiologan Funerary 

Icon,” 604. 
 

870 Papageorghiou, Icons of Cyprus, 62-63, Fig. 40. 
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frontally with their arms crossed over their chest in the manner of the deceased.  He states 
the inscription has been destroyed.871  Carr describes the figures as a kneeling youth 
named Stephen and two girls with wreathes and arms crossed on their chests.  There is 
also an inscription that uses the word “εκοιµήθει” (fell asleep).872   
 
Published: Papageorghiou, Icons of Cyprus, 63, Fig. 40. 
 
Mother, father and daughter on the left, to the right a large figure (deceased 
daughter?)* 
Virgin Hodegetria and Donors 
Late Gothic style873 
15th century 
Provenance: From the church of the Virgin Chrysaliniotissa, Nicosia  
Current location: Byzantine Museum of the Archbishop Makarios III Foundation, Nicosia 
 
Description: On the left side of the icon from left to right are a mother, father and 
daughter kneeling in three quarter pose beneath the Virgin Hodegetria.  The father’s and 
daughter’s hands are separated in an Orthodox pose of veneration, but the gesso is 
missing where the mother’s hands would have been located.  They all face a large, 
standing, frontal figure of a young woman that has been characterized as the portrait of a 
deceased daughter.874  The mother wears a dark burgundy dress with a black veil and a 
headband exposed underneath the veil.  The father has long hair and a beard and wears a 
dark green garment.  He also wears a cap with a raised top.  The little girl who kneels in 
front of him has blonde hair that falls behind her shoulders and a red dress.    
 
Published: Eliades, Guide to the Byzantine Museum and Art Gallery, 63. 
See Fig. 5.12. 
 
VENETIAN PERIOD  
 
Frescoes 
 
Platinassa, a female and two young men, on the opposite side a male donor with two 
boys 
Church of the B.V.M. Platinassa875 

                                                        
 

871 Papageorghiou, Icons of Cyprus, 62-63, Fig. 40. 
 
872 Carr, “Funerary Icons,” 158. 
 
873 Eliades, Guide to the Byzantine Museum and Art Gallery, 64. 

 
874 Carr, “Cypriot funerary Icons,”   
 
875 Gunnis, Historic Cyprus, 269-270. 
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1510? 
Location:  Interior north wall in the center arched recess. 
 
According to Gunnis, the donors are kneeling within a painting of the Madonna and two 
archangels.  The woman donor is dressed in red with a black veil and near are two young 
men dressed in black doublets with gold buttons on their sleeves and scarlet cloaks.  On 
the opposite dies is a male donor with two boys in black and scarlet cloaks.  Gunnis 
describes their hair as cut straight across their forehead and the rest extends to their 
necks.876 
 
Unpublished. 
 
Galata, Deësis, Zacharia family* 
Panagia Theotokos (or of the Archangel), Galata 
1514 
Artist: Symeon Axenti 
Italo-Byzantine school  
 
Insribed: Located in the center of the Deësis scene between Polos and his wife Madelena: 
ΑΝΗΚΟ∆ΟΜΗΘΕΙ Ο ΠΑΝΣΣΕΠΤΟΣ ΝΑΟΣ ΤΗΣ || ΗΠΕΡΑΓΙΑΣ 
Θ(ΕΟΤΟ)ΚΟΥ ΚΑΙ ΑΕΙΠΑΡΘΕΝΟΥ ΜΑΡΙΑΣ || ∆ΙΑ ΣΗΝ∆ΡΟΜΗΣ Κ(ΑΙ) 
ΕΣΟ∆ΟΥ ΜΙΣΕΡ ΣΤΕΦΑΝΟΥ ΖΑΧΑΡΙΑ Κ(ΑΙ) ΤΗΣ ΣΙ||ΜΒΥΟΥ ΑΥΤΟΥ 
ΑΟΕΙΖΑΣ Κ(ΑΙ) ΜΑΚΑΡΙΣΑΤΕ ΑΥΤΟΥΣ ΑΜΗΝ Κ(ΑΙ) ΑΝΗ||ΣΤΟΡΗΘΙ 
∆ΙΑ ΕΣΟ∆ΟΥ ΤΟΥ ΜΗΣΕΡ ΠΟΛΟΥ ΖΑΧΑΡΙΑ ΚΑΙ ΤΗΣ ΣΙΜΒΥΟΥ || 
ΑΥΤΟΥ ΜΑΝΤΕΛΕΝΑΣ ΚΑΙ ΤΩ(Ν) ΤΕΚΝΟ(Ν) ΑΥΤΟΥΣ ΕΥΧΕΣΤΕ 
ΑΥΤΟΥΣ ∆Ι||Α ΤΟΝ Κ(ΥΡΙΟ)Ν ΕΤΕΛΗΟΘ(Η) Η ΑΥ(ΤΩΝ) ΖΟΓΡΑΘΙΑ 
ΕΙΣ Τ(ΑΣ) ΙΖ’ ΓΕΝΝΑΡΙΟΥ ΑΦΙ∆ Χ(ΡΙΣΤΟ)Υ || ΧΕΙΡ ΣΥΜΕΩΝ ΑΞΕΝΤΗ.877 
 
Translation: 
“The most venerable church of the most Holy Mother of God and ever-Virgin Mary, was 
erected through the donation and at the expense of Monsieur Stephanos (Stefano) 
Zacharia and of his wife Loiza (Luigia, Louise), and pray for them, amen.  And it was 
painted at the expense of Monsieur Polos (Paolo) Zacharia and of his wife Madelena 
(Madeleine), and of their children; Pray for them through the Lord.  Their painting was 
finished on the 17th of January, 1514 of Christ.  Hand of Symeon Axenti.”878 
 
See Fig. 2.2 
 
 

                                                                                                                                                                     
 

876 Gunnis, Historic Cyprus, 269-270. 
 
877 Stylianou and Stylianou, “Donors and Dedicatory Inscriptions,” 117-118. 
 
878 Stylianou and Stylianou, The Painted Churches of Cyprus, 90. 
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Kaminaria, a woman and three young men 
Church of the Virgin Mary, Kaminaria 
Sixteenth century 
Fresco 
Location: North wall near the iconostasis 
 
Description:  A kneeling woman faces the iconostasis and the three youths kneel behind 
her.  Because she is closest to the iconostasis and in a more favored position, it would 
seem that she is the mother and they are her sons.  A portion of fresco to the right of the 
woman is missing, so it is difficult to say whether her husband might have been located 
there.  There is room for another figure in that space.  They are all dressed in elegant 
clothing. 
 
Published: Stylianou and Stylianou, The Painted Churches, 346, Fig. 206. 
 
Kakopetria, two men, a woman, and little Maria* 
Panagia Theotokos, Kakopetria 
1520 
Fresco 
Location:  Above the only entrance located on the south side of the church.  
 
Inscribed: An inscription is located above the donors reads, 
∆(ΕΗΣΙΣ) Τ(ΟΥ) ∆(ΟΥ)Λ(ΟΥ) Τ(ΟΥ) Θ(ΕΟ)Υ ΛΕΟΝΤΙΟΥ ΑΝΑ|| ΓΝΟΣ- 
ΤΟΥ ΚΑΙ ΝΟΤΑΡΙΟΥ [ΚΑΙ ΤΗΣ ΣΥΜ]|| ΒΙΑΣ ΑΥΤΟΥ ΛΕΓΡΑΣΤ[ΖΙΑΣ] 
ΚΤΟΙ||ΤΟΡΟΥ ΚΑΙ ΚΛΕΡΟΝΟΜΟ[Υ ΤΗΣ ΑΓΙ]||ΑΣ ΜΟΝΗΣ ΤΗΣ  
ΥΠΕΡΑΓ[ ΙΑΣ ΘΕΟΤΟΚΟΥ]|| ΑΜΗΝ ΕΧΡΟΝΙΑ ΑΦ[Κ;] Χ(ΡΙΣΤΟ)Υ.879 
 
Translation: 
“Supplication of the servant of God Leontius, lay-reader and chief clerk, and of his wife 
Lucrecia, founder and heir of the holy monastery of the most holy Mother of God, Amen.  
In the year 1520 of Christ.”880   
 
An inscription to our right of the first man has almost disappeared.  Another inscription 
that says ΜΑΡΙΑΣ is placed to the left of the little daughter and is translated “Our Maria.” 
 
Description:  There are four kneeling figures.  A bearded, older man in a black robe and 
cap is closest to Christ in the heavens above him.  Moving from right to left, next is a 
younger man wearing a short cloak, pantaloons and boots.  His hair is chin length and he 
has no beard.  Behind him is a woman wearing a blue dress with a white apron and gauze 
veil behind her back.  A tiny young girl is painted beside her and overlaps her dress.  The 

                                                        
 
879 Stylianou and Stylianou, “Donors and Dedicatory Inscriptions,” 120-121. 

 
880 Stylianou and Stylianou, “Donors and Dedicatory Inscriptions,” 121. 
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little girl wears a red gown with detachable blue-green sleeves and a white cap 
embroidered in red with a gauze veil and a necklace of gold coins. 
 
Published: Stylianou and Stylianou, The Painted Churches, 77, Fig. 31.   
For the group of donors see Fig. 4.5, for detail of Maria see Fig. 4.6. 
 
Icons 
 
Bella (mother), Helen, boy, on the left and Eustathios (the father) and two boys on 
the right* 
Virgin Kamariotissa icon 
Thin layer of gesso over coarse canvas on wood.881 
2.09 x 1.22 m. 
End of the 15th century 
Provenance: Church of the Virgin Chrysaliniotissa, Nicosia, though original location 
uncertain 
Current location: Byzantine Museum of the Archbishop Makarios III Foundation, Nicosia 
 
Translation of inscription:  
Above the woman named Bella, who is located on the left side, an inscription written in 
black is inscribed: ∆έησις της δουλης του θέου Μαελης, θυγάτρος µάκαριτου κυριου 
Νικολαου, επισκόπου Λευκουσήας, καί των τέκνον αυτης καί ευχεσθη αύτους ανατη 
παναχραντον?   “Supplication of the servant of God Maela, daughter of the deceased 
Lord Nicholas, Bishop of Nicosia, and of her children.  And pray for them . . .?”882  
 
Another inscription in white is located on the right side of the icon above a kneeling man 
who is probably Eustathios: Μνήσθτε κυρίε τους δούλους σου κυριου Ευσταθίου καί της 
θυγατρός αυτου Ελενας καί οι αναγινώσκοντες µακαρίσατε αυτος, “Remember, O Lord, 
thy servants of the Lord Eustathios and his daughter Elena, and may all the readers of this 
bless them.”883 
 
Below the figure of Eustathios and above the heads of the boys, an inscription in black 
says ’ Ιωτικρη κ(αί) Γεωργίου.”  Translated as “Of Iotikros” and “George.”884 
 
See Fig. 4.3, Fig. 5.16, Fig. 5.17, and Fig. 5.18. 
   
 

                                                        
 
881 Rice, The Icons of Cyprus, 231. 

 
882 Rice, The Icons of Cyprus, 230. 

 
883 Rice, The Icons of Cyprus, 231. 

 
884 Rice, The Icons of Cyprus, 230-231. 
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Two sets of donor families* 
St. Mamas icon  
About 1500 
Icon is in the shape of a tympanum with a pointed top.  It is gesso on canvas over narrow 
boards. 
1.99 x 2.0 m.885  
 
Provenance: From the Church of the Virgin Chrysaliniotissa, Nicosia, though original 
location uncertain 
Current location: Byzantine Museum of the Archbishop Makarios III Foundation, Nicosia 
 
Translation of inscription: An inscription in white is located above the head of the woman 
with the donors located on the left side of the icon.  The first part reads, “The servant of 
God Antonia fell asleep.”  The rest is difficult to translate.886 
 
Description: 
There are two sets of donors.  Under the belly of the lion are three donors, a young boy, 
young girl and a mother.  They all kneel with their hands pressed together.  The mother 
wears the traditional Cypriot veil.  The young girl wears a beautiful dark green dress and 
a tiara in her hair.  The young boy wears a crimson robe. 
On the left side of the icon is a kneeling group that includes a mother, a priest and a boy.  
The mother and son have their hands pressed together in prayer.  The priest wears 
Orthodox vestments, is tonsured and holds a gospel book in his hands.  The mother wears 
a traditional Cypriot veil with a dark dress.  The boy wears a bright red cape over a dark 
green garment. 
 
See Fig. 4.2, Fig. 5.13 and Fig. 5.14. 
 
Two male donors on the left, one female donor on the right 
Christ icon 
1521 
Paint on gesso and canvas 
1.06  x .80 m.887 
Provenance: From the Church of Archangels, Kharchia, though original location 
uncertain. 
Current location:  Byzantine Museum of the Archbishop Makarios III Foundation, 
Nicosia  
 

                                                        
 

885 Rice, The Icons of Cyprus, 237. 
 
886 Rice, The Icons of Cyprus, 237. 
 
887 Rice, The Icons of Cyprus, 249. 
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Inscribed: The inscription is to our left of the kneeling woman.  ∆έησισ του δουλου του 
θεου Καρ . . . καί τησ συµβιου καί του τεκνου αυτου, αµην, εν χρόν . . . ΑΦΚΑ. ΧΥ

888 
 
Τranslation: “Supplication of the servant of God Kar . . . and of his wife and child. Amen 
. . . In the year of Christ 1521.”889 
   
Description:  The male donor wears a black robe and beret, as does the young boy who 
kneels in front of him.  The wife wears a black dress with full sleeves that has a sheer 
gauze material covering her chest.  She wears a white veil and holds rosary beads in her 
hands. 
 
Published: Papageorghiou, The Icons of Cyprus, 121, Fig. 77. 
 
A mother and three daughters, two men, possibly a father and a son* 
The Presentation in the Temple [Christ] 
First half of the 16th century 
1.04 x 0.95 m. 
The paint is over one and, in some places, two layers of canvas.  It is mounted on a wood 
panel, 2.8 cm. thick.890 
Provenance:  From the Church of St. Kassianos, Nicosia, though original location 
uncertain 
Current location: Byzantine Museum of the Archbishop Makarios III Foundation, Nicosia 
 
No donor inscription. 
 
Description:  The donors are dressed in Venetian clothing.  The male donor to the right 
wears the black robe of a Venetian gentleman.  His hair is chin length and he wears a 
beard.  The young man to the left of him wears a short cloak and pantaloons in the style 
of Venetian men under twenty-five.  On the left, the three girls wear scuffias in their hair.  
The mother wears a black dress and her hair is tied back in a long braid.  Rice believes 
that there was a repainting in 1786 that is especially noticeable on the faces.891 
 
See Fig. 4.4, Fig. 6.4 and Fig. 6.5.  
 
 
 

                                                        
 
888 Rice, The Icons of Cyprus, 249-250. 
 
889 Rice, The Icons of Cyprus, 250. 

 
890 Rice, The Icons of Cyprus, 208. 

 
891 Rice, The Icons of Cyprus, 208. 
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Two female donors, apparently a mother and daughter, left side missing where male 
donors would have been located  
Resurrection (Descent into Limbo) icon 
Sixteenth century 
Provenance:  From the Church of St. Kassianos, Nicosia, though original location 
uncertain 
Current location:  Byzantine Museum of the Archbishop Makarios III Foundation, 
Nicosia  
 
No donor inscription. 
 
Two kneeling female donors are located on the lower right of the icon.  It appears to be a 
mother and daughter because the daughter figure is half the size of the mother.  Mother 
wears a beautiful black dress with full sleeves trimmed in gold trimmed in gold.  The 
daughter wears a red dress with black full, exposed sleeves trimmed in gold.  Both wear 
white veils with their hair pulled back. The painting is missing on the left side of the icon 
where the husband and other males would have been portrayed.  The woman is beautiful 
with a large nose.  The face of younger girl is disproportionate because she also has a 
large nose that is out of proportion to her face.  Both have their hands together in prayer.   
 
Published: Papageorghiou, The Icons of Cyprus, 160, Fig. 109. 
 
Father, Mother and swaddled baby* 
Yeri icon, fragmentary Icon bearing donors  
1542? 
.86 x 0.74 m. 
Provenance: Church of the Panaghia Chrysoyeriotissa, Yeri 
Current location:  Whereabouts unknown 
 
Inscribed: In front of the man Rice notes it read “Κυριέ καί άναγινώσκοντες . . . “  this is 
translated as “ O Lord, and those who read . . . “  Below are the words, του δούλου, (of thy 
servant) and a portion of the date.  A few years ago Mr. Gunnis was able to read the date 
as 1542. 892 

Description:  The upper part of the icon has been destroyed.  In the lower portion, a man 
is located on the left and a woman holding a swaddled baby pressed to her breast is on the 
right.  The man is described to be wearing a blue-black robe with a white band at the 
neck that looks like Venetian gentlemen’s clothing.  Rice describes the woman’s dress as 
“a black bodice embroidered in gold, a red shirt striped in pink, white pointed cuffs, a 
stiff lace neckpiece, and a white lace veil.”893 
 
Published: Rice, The Icons of Cyprus, Fig. 70.  

                                                        
 

892 Rice, The Icons of Cyprus, 233. 
 

893 Rice, The Icons of Cyprus, 233-234. 
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See Fig. 5.20, the mother and baby  
 
A mother and son 
The Virgin and Child and St. John the Almoner 
70 x 92 cm. 
First half of the sixteenth century  
Provenance:  Katholikon of the Monastery of Saint Chrysostomos, Koutsovendis. 
Current location:  This icon was stolen by the Turks and sold in Europe, its current 
location is unknown.894 
 
Inscribed:  Above them an inscription which is partly missing reads, “‘Η δέγισις (δέησις) 
τις (της) δουλις (δούλης) τ(ου θεου) . . . (Μ)αριας το . . . ου . . . µολινο.”895 

Translation:  “The supplication of the servant of God . . . (M)aria . . . ”896 

Description: Both figures are kneeling with their hands together in a western form of 
veneration.  The woman wears a black dress with full sleeves open-wide at the wrist and 
a low-cut bodice that has a sheer material covering her chest.  Her hair is covered in a 
white lace veil and pulled back behind her neck.  She carries rosary beads in her hands.  
The boy wears a long black cloak with red trim and the edge of a white shirt is exposed at 
his neckline.  He wears a black beret on his head. 
 
Published: Papageorghiou, The Icons of Cyprus, 143, Fig. 95. 
 
Three male donors on the left, one woman on the right  
Entry into Jerusalem 
1546? 
124 x 82.5 cm. 
Provenance: From the Church of the Virgin, Chrysaliniotissa, Nicosia, though original 
location uncertain. 
Current location:  Byzantine Museum of the Archbishop Makarios III Foundation, 
Nicosia  
 
Inscribed: Along the bottom edge of the icon. 
∆ΕΗΣΗΣ ΤΟΥ ∆ΟΥΛΟΥ ΤΟΥ [ΘΕΟΥ Τ] ΖΕΝΙΟΥ . . .897 
 

                                                        
894 Papageorghiou, Icons of Cyprus, 141. 
 
895 Rice, The Icons of Cyprus, 274. 
 
896 Rice, The Icons of Cyprus, 274. 
 

 897 Papanikola-Bakirtzis, and Iacovou, Byzantine Medieval Cyprus, 218-219, Fig. 
147. 
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Translation: Only a small part of the inscription can be read today.  It says “Supplication 
of the servant of god Tzenios . . .”   
In 1937 David Talbot Rice read the date as 1546.898  
 
Description:  The woman is dressed in black with a black gauze type veil and holds a 
rosary in her hands.  The three men on the left are all dressed identically in black 
Venetian men’s garments, but no caps.  All the men have long blondish brown hair to 
their shoulders and wear beards.  Their hands are together in prayer. 
 
Published: Papanikola-Bakirtzis, and Iacovou, Byzantine Medieval Cyprus, 218, Fig. 147. 
 
Mother and father on the left, three daughters on the right 
Christ 
1549 
1.42 x .75 m. 
Paint on gesso over fine canvas.   
Provenance: From the Church of St. John, Ayios Ioannis tis Maloundhas, though original 
location uncertain. 
Current location:  Byzantine Museum of the Archbishop Makarios III Foundation, 
Nicosia 
 
Inscribed: Located in the center between the donors and reads, “∆εησις του δούλου του 
θεου . . . ΑΦΜΘ.ΧΥ” 899 
 
Translation: “Supplication of the servant of God . . . 1549.”900 
 
Description:  The father and mother are located on the left of the icon.  The man is to our 
right of the woman and closest to the holy figure of Christ.  The mother is located behind 
him.  The man is kneeling with one knee raised, often symbolic of genuflection.  He has a 
short coat and red leggings.  His hair is short, reddish in color and he wears a beard.  He 
and his wife both have their hands together in prayer.  She wears a deep burgundy dress 
with a low cut bodice with a v cut and lacing.  The wife also has reddish hair that is held 
in a scuffia, the same color as her dress.  The waist of the dress is tightly fitted and inset 
to form a v shape.  On the right side of the icon are three daughters extravagantly dressed.  
Their dresses are cut in the same design as their mother’s and they have a sheer lacy 
material covering their chests.  Two of the girls wear white dresses and the third, who 
appears to be the youngest sister, wears a dark dress.  They all wear scuffias holding back 
their reddish hair.  It looks like each of them is also wearing some type of necklace. 
Published: Rice, The Icons of Cyprus, 249, Fig. 101. 
 

                                                        
898 Papanikola-Bakirtzis, and Iacovou, Byzantine Medieval Cyprus, 218-219, Fig. 

147. 
899 Rice, The Icons of Cyprus, 249, Fig. 101. 
 
900 Rice, The Icons of Cyprus, 249, Fig. 101. 
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Father to the left, mother and daughter to the right 
St. John the Evangelist 
1562 
108 x 56 cm. 
Provenance: Church of the Archangel Michael, Ayios Nikolaos, Paphos 
Current location:  Museum of the Paphos Bishopric 
 
Inscribed: ΤΖΕΝΙΟΣ ΠΑΠΑΛΕΟΝΤΙΟΥ ΠΡΕΤΟΡΙ ΗΣΣΤΟΡΗΣΕΝ ΑΦΞΒ ΧV.901 
 
Translation:  “Tzenios Pretoris, son of Leontios the priest, painted this [icon], in the Year 
of Christ 1562.”902 
 
Description:  All the donors are kneeling with their hands open in an Orthodox form of 
veneration.  The man is wearing a long dark garment, a cap and a dagger and 
handkerchief attached at his waist.  He also wears a beard.  The woman wears a dress 
with embroidery that borders the neckline and continues down the center front and 
around her waist. Her daughter kneels in front of her like the younger Zacharia daughters.  
The daughter wears a grey-white dress with an inset panel in the front and a black belt.  
She is less than half the size of her mother. Both mother and daughter appear to wear 
white caps with red embroidery. 
 
Published: Papanikola-Bakirtzis, and Iacovou, Byzantine Medieval Cyprus, 223, Fig. 149. 

Father and Son to the left, mother to the right 
St. Nicholas 
16th c.  
Provenance: From the Church of the Virgin Chrysaliniotissa, Nicosia, though original 
location uncertain. 
Current location:  Byzantine Museum of the Archbishop Makarios III Foundation, 
Nicosia 
 
Inscribed: ∆ΕΗΣΙΣ [του δούλου του θεου . . .]ΤΗ ΚΑΙ ΤΗΣ ΣΙΒΙΟΥ ΚΑΙ [του τέκνου 
αυτων] ΑΜΗΝ.903 
 
Translation: “Supplication [of God’s servant . . .]ti and of his wife and [their son] 
Amen.”904  
Description: On the left is the father with the son behind.  Since this so clearly shows the 
son behind the father, we might be able to use this as an example of the convention used 

                                                        
901 Papanikola-Bakirtzis, and Iacovou, Byzantine Medieval Cyprus, 222-223, Fig. 

149. 
902 Papanikola-Bakirtzis, and Iacovou, Byzantine Medieval Cyprus, 222-223, Fig. 

149. 
903 Papanikola-Bakirtzis, and Iacovou, Byzantine Medieval Cyprus, 226-227, Fig. 

151. 
904 Papanikola-Bakirtzis, and Iacovou, Byzantine Medieval Cyprus, 226-227, Fig. 

151. 
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for other donors whose inscriptions are unclear as to who might be fathers and who might 
be sons.  The father wears a dark cape with an olive green collar and a wide brimmed hat 
that has been described as Flemish.  The son wears a black robe and beret, as seen in 
Venetian portraits of young men.  The wife wears a black gown with a low neckline and a 
sheer white material that covers her chest tied around her neck.  She also wears a sheer 
white embroidered or lace veil and her hair is secured behind her neck in a long braid.  
 
Published Papanikola-Bakirtzis, and Iacovou, Byzantine Medieval Cyprus, 226, Fig. 151. 
 
Four kneeling male donors 
Christ 
Sixteenth century 
1.46 x 1.0 m. 
Paint is on gesso on canvas.905   
Provenance: From the Church of the Virgin, Chrysaliniotissa, Nicosia, though original 
location uncertain. 
Current location: Byzantine Museum of the Archbishop Makarios III Foundation, Nicosia  
 
No donor inscription. 
 
Description:  On the left side of the icon is a kneeling male donor who appears to be the 
father.  To the right are three young men kneeling who vary in size with largest toward 
the center of the icon and each boy decreasing in size behind him.  They all have blonde 
hair that is between chin length and shoulder length and no beards.  The father figure on 
the left has the same length and color of hair, but wears a beard.  He is dressed in the 
black gown that has been described as Venetian gentleman’s dress with the white edge of 
a shirt showing along the neckline and at his wrists.  The young boys wear what Rice has 
described as black gowns with exposed fur linings.906 
 
Published: Papageorghiou, The Icons of Cyprus, 122, Fig. 78. 
 
A father and son on the left, a mother and daughter on the right 
Virgin Orans  
First quarter of the sixteenth century 
Provenance: From the Church of St. Luke, Nicosia, though original location uncertain. 
Current location: Byzantine Museum of the Archbishop Makarios III Foundation, Nicosia  
 
No donor inscription. 
 
Description: To the left a man and his son are kneeling with their hands together in 
prayer.  The bearded man is wearing a blue turban and red sleeveless robe. The exposed 
sleeves from an undergarment are black and there is a black strip of material that comes 

                                                        
905 Rice, The Icons of Cyprus, 251. 
 
906 Rice, The Icons of Cyprus, 251. 
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from behind his neck that may be part of his turban or the garment he wears.  The boy is 
dressed in a sleeveless green robe with the red sleeves of a garment he wears underneath 
exposed.  They both have the exposed edge of a white shirt around the neckline of their 
garments.  The boy kneels in front of his father, closest to the holy figure.  To the right 
are a mother and daughter kneeling with their hands together in prayer.  They are dressed 
identically with long white veils that cover their heads and olive green dresses.  The 
daughter kneels in front of the mother, in the spot closest to the holy figure. 
 
Published: Rice, The Icons of Cyprus, 231-232, Fig. 65. 
 
Six family members and donors* 
The Virgin between Ss. Nicholas and George 
Sixteenth-Seventeenth centuries 
130 x 109 cm.  
Provenance:  Church of St. George Vatyli 
Current location: Byzantine Museum of the Archbishop Makarios III Foundation, Nicosia 
 
Description:  In the bottom left hand corner are the chief priest Georgios and his family.  
His wife Achelou is behind him and in front of him is his son Aloizios and nephew also 
named Georgios.  Aloizios and his cousin, Georgios, hold an open book in the lower 
center portion of the icon.  In the right hand corner is Georgios’ father Frangiskos, his 
hands crossed over his chest, and behind him is his second son.  The book that Aloizios 
and Georgios hold contains the dates of the death of family members.907    
 
Published: Papanikola-Bakirtzis, and Iacovou, Byzantine Medieval Cyprus, 236, Fig. 156. 
See Fig. 5.23 

                                                        
 

907 Papanikola-Bakirtzis, and Iacovou, Byzantine Medieval Cyprus, 236. 
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APPENDIX B  

NUMBERS OF MEN, WOMEN AND CHILDREN  
INCLUDED IN FAMILY GROUPS  

 
Men/fathers Women/mothers     Girls       Boys   Adult male children 

FRANKISH PERIOD  
Frescoes 
Asinou     1   2 
Pelendri  1  1   1 
Kalopanayiotis 1  1      2  
Pedoulas  1  1  2 
 
Icons  
St. Nicholas icon 1  1  1 
Xeros icon  1  1     1 (deceased) 
Young woman &parents1  1  1 (deceased) 
St. Eleutherios icon     2 (deceased) 1(deceased?) 
Virgin Hodegetria 1  1  2 (one deceased)  
 
VENETIAN PERIOD  
Frescoes 
Galata   1  1  3 1 
Kakopetria  1  1  1    1 
Kaminaria    1   3 
Platinassa  1  1   2   2 
 
Icons 
Virgin Kamariotissa 1  1  1 3 
St. Mamas  1  2 (1 deceased) 1 2 
The Presentation  
in the Temple  1  1  3    1 
Resurrection  1    1 
Christ, 1521  1  1   1 
Yeri icon  1  1  1 baby, (gender unknown) 
St. John the Almoner   1   1 
Entry into Jerusalem 1  1           3 
Christ, 1549  1  1  3 
St. John the Evangelist 1  1  1 
St. Nicholas  1  1   1 
Christ   1     3 
Virgin Orans  1  1  1 1 
Ss. Nicholas and  
George  2  1   3 
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TOTAL NUMBERS:  27 family groupings including 24 fathers, 25 mothers (1 
deceased), 24 daughters (6 deceased), 25 boys (1 deceased?), 1 baby, 9 adult male 
children?  
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Fig. 1.1 Birth of Caterina Cornaro, anonymous Venetian or Austrian Artist 
(Image courtesy of Isabella Stewart Gardner Museum, Boston)  
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Fig. 2.1 Deësis, Neophytos, Enkleistra Paphos, 1183 
(Photo courtesy of Elizabeth Bolman)  
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Fig. 2.2 Zacharia family, Panagia Theotokos, Galata, 1514 
(Photo by Barbara McNulty) 
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Fig. 2.3 Deësis scene is located above this stone table jutting  
from the wall of the cave that Neophytos used for a desk 

(Photo by Barbara McNulty) 
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Fig. 2.4 Zacharia portrait above the door, North wall, Panagia Thoetokos, Galata 
(Constantoudaki-Kitromilides and Myrianthefs, The Churches of the  

Virgin Podithou and of the Theotokos,” 79, Elevation, 1.1) 
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Fig. 2.5 Narthex, western end of church, Panagia Theotokos, 1514 
(Constantoudaki-Kitromilides and Myrianthefs, The Churches of the  

Virgin Podithou and of the Theotokos, 72) 
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Fig. 3.1 St. Nicholas tis Stegis, ca. 1300 
(Papageorghiou, Icons of Cyprus, Fig. 52) 
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Fig. 3.2 Donors, St. Nicholas of the Roof, Kakopetria, northern narthex 
(Photo by Barbara McNulty)  
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3.3 The knight’s family, St. Nicholas tis Stegis, ca. 1300 
(Courtesy of Dr. Ioannis Eliades, curator of the Byzantine Museum,  

Archbishop Makarios III Foundation) 
 

 
Fig. 3.4 Histoire Universelle, Brussels, Bibl. Roy., MS 10175,  

Acre, c. 1270-1280, fol. 216v. 
(Buchthal, Miniature Painting in the Latin Kingdom of Jerusalem, Plate 122b) 
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                      Fig. 3.5     Fig. 3.6 

Fig. 3.5 Detail of the knight, St. Nicholas tis Stegis icon, ca. 1300 
(Courtesy of Dr. Ioannis Eliades, curator of the Byzantine Museum,  

Archbishop Makarios III Foundation) 
 

Fig. 3.6 Sir Pierre Leiaune, Arab Achmet Mosque, Nicosia, Cyprus, 1343 
(Greenhill, Incised Effigial Slabs, Vol. II, Pl. 67b) 
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Fig. 3.7 Detail of the wife and daughter, St. Nicholas tis Stegis icon, ca. 1300 
(Image courtesy of Annemarie Weyl Carr) 
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Fig. 3.8 Michael Katsouroubis and his wife, St. Demetrianos, Dali, 1317 
(Photo by Barbara McNulty) 
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Fig. 3.9 Frankish Lady, Panagia Phorbiotissa, Asinou, 1300? 
(Photo by Barbara McNulty) 
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Fig. 3.10 Lusignan noblewoman, Church of the Holy Cross, Pelendri,  
third quarter of fourteenth century? 

(Photo by Barbara McNulty)
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Fig. 3.11 Polos Zacharia and (Marcos?) 
(Photo by Barbara McNulty) 
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Fig. 3.12 Detail of Venetian men, Miracle of the Cross at San Lio,  
Giovanni Mansuetti, 1494 

(Gentili, Paintings in Venice, Fig. 148) 
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Fig. 3.13 Madelena and daughters 
(Photo by Barbara McNulty) 

 
 
 
 

 
 

Fig. 3.14 Female donors on icons from the Byzantine Museum, Nicosia 
(Courtesy of the Byzantine Museum at the Archbishop Makarios III Foundation) 
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Fig. 3.15 Detail from the Miracle at the Bridge of San Lorenzo, Gentile Bellini, 1500 
(Brown, Venetian Narrative Painting, 228, Fig. 1) 
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Fig. 3.16 Eldest Zacharia daughter 

(Photo by Barbara McNulty) 



 324

CHAPTER 4  
IMAGES 

 
 

 

Fig. 4.1 Manuel II and his family, MS Ivoires 100, f. 2r. Musée du Louvre 
(Spatharakis, Portrait, Fig. 93) 
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Fig. 4.2 Donors on St. Mamas icon,  
from the Church of the Virgin Chrysaliniotissa, Nicosia, about 1500.  

(Courtesy of the Byzantine Museum at the Archbishop Makarios III Foundation) 
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Fig. 4.3 Donors on the left side of the Virgin Kamariotissa icon, from the Church of the 
Virgin, Chrysaliniotissa, Nicosia, end of the fifteenth century.  

 (Courtesy of the Byzantine Museum at the Archbishop Makarios III Foundation)  
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Fig. 4.4 The Presentation in the Temple [Christ],  
from the Church of St. Kassianos 

Nicosia, dated to the first half of the sixteenth century. 
(Courtesy of the Byzantine Museum at the Archbishop Makarios III Foundation) 
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Fig. 4.5 Donor Family, Panagia Theotokos, Kakopetria, 1520 

(Photo by Barbara McNulty) 
 

                                               
Fig. 4.6 “Our Maria,” Panagia Theotokos, Kakopetria, 1520 

(Photo by Barbara McNulty) 
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Fig. 4.7 Chamades daughters, Archangel Michael, Pedoulas, 1474 
(Photo by Barbara McNulty)
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4.8 Cotton bedspread with woven embroidery; “men” and “maidens” design.  
Paphos, c. 1900.  Cypriot Ethnography Museum. 

(Papademetriou, Cypriot Ethnography Collections in British Museums, 48)
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Fig. 4.9 Wedding Bowl, Larnaca, Pierides Foundation Museum, fourteenth century 
(Papanikola-Bakirtzis, “Cypriot Medieval Ceramics,” Plate 19) 
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Fig. 4.10 Basil Chamades, wife and daughters, Archangel Michael, Pedoulas, 1474 
(Photo by Barbara McNulty) 
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Fig. 4.11 Mother and daughters, Archangel Michael, Pedoulas, 1474 
(Photo by Barbara McNulty) 
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Fig. 4.12  Costanza de’ Medici Caetani, attributed to Fra Bartolommeo, ca. 1490 
(Woods-Marsden, “Portrait of a Lady,” Fig. 8)
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Fig. 4.13 Eldest daughter, Archangel Michael, Pedoulas, 1474 
(Photo by Barbara McNulty) 
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Fig. 4.14 The Zacharia family, Panagia Theotokos, Galata, 1514 
(Photo by Barbara McNulty) 
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Fig. 4.15 Margaret of Austria with psalter, Master of 1499 
(Hand, Metzger and Spronk, Prayers and Portraits, 11, Fig. 7B) 
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Fig. 5.1  Fayum portrait, Private Collection  
(Bierbrier, Portraits and Masks, Pl. 10 Fig. 3) 
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Fig. 5.2 Donor at foot of William of St. John,  
archbishop of Nazareth. Acre, 1290 

(Photo by Barbara McNulty) 
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5.3 Bethlehem, Church of the Nativity, Glykophilusa, detail: male donor  
(Kuhnel, Wall Painting in the Latin Kingdom of Jerusalem, Plate VI, Fig. 8) 
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Fig. 5.4 Male donors in the southern apse of the narthex, 
 Panagia Asinou, Nikitari, ca. 1300. 

(Photo by Barbara McNulty) 
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Fig.  5.5 Commemorative figure named George, 
Church of St. Theodosius, Akhelia, thirteenth century 

(Stylianou, The Painted Churches of Cyprus, 408, Fig. 245) 
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Fig. 5.6 Pertin, Church of Ss. Peter and Paul, white marble, Famagusta, 1310 

(Enlart, Gothic Art and the Renaissance in Cyprus, 362, Fig. 324) 
 



 344

 
 
 
 
 

                                 
 
   Fig. 5.7      Fig. 5.8 
 
 
 

Fig. 5.7 Simone de Gibelet, from the parish church of  
Panagia Angeloktistis, Kiti, dated 1302 

(Greenhill, Incised Effigieal Slabs, Vol. II, Pl. 138c) 
 

Fig. 5.8 Marie (28), daughter of Gautier de Bessan, Armenian Church, Nicosia 
(Greenhill, Incised Effigieal Slabs, Vol. II, Pl. 139a) 
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Fig. 5.9   An unknown woman? who died in childbirth, (fourteenth century?)  
Limassol District Museum, Cyprus 

(Greenhill, Incised Effigial Slabs, Vol. II, Plate 139b) 
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Fig. 5.10 Virgin Mary and Elizabeth, Church of the Holy Cross at Pelendri,  
third quarter of the fourteenth century 

(Photo by Barbara McNulty) 
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Fig. 5.11 Icon with the Xeros family, Byzantine Museum, Nicosia, 1356 

(Papageorghiou, Icons of Cyprus, Fig. 39) 
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Fig. 5.12 Virgin Hodegetria and Donors, from the  
Church of the Virgin Chrysaliniotissa, Nicosia, fifteenth century 

(Photo courtesy of Archbishop Makarios III Foundation Cultural Center) 
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Fig. 5.13 St. Mamas icon, from the Church of the Virgin, 
Chrysaliniotissa, Nicosia, ca. 1500 

(Photo courtesy of Archbishop Makarios III Foundation Cultural Center) 
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Fig. 5.14 Detail of left group of donors, St. Mamas icon, 
from the Church of the Virgin, Crysaliniotissa, Nicosia, ca. 1500 

(Photo courtesy of Archbishop Makarios III Foundation Cultural Center) 
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Fig. 5.15  Pepani Peratis, Church of Stavros tou Agiasmati, Platanistasa, 1494 
(Photo by Barbara McNulty) 
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Fig. 5.16 Virgin Kamariotissa, from the Church of the Virgin,  
Chrysaliniotissa, Nicosia, end of the fifteenth century 

(Photo courtesy of Archbishop Makarios III Foundation Cultural Center) 
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Fig. 5.17 Detail of donors (Bella, Helen and son) on the left side of  
Virgin Kamariotissa, end of the fifteenth century 

(Photo courtesy of Archbishop Makarios III Foundation Cultural Center) 
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Fig. 5.18 Detail donors (Eustathios and sons) on the right side of  
Virgin Kamariotissa, end of the fifteenth century 

 (Photo courtesy of Archbishop Makarios III Foundation Cultural Center) 
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Fig. 5.19 Donors in lunette above the south entrance,  
Church of the Panagia Kanakaria, Lythrankomi  

(Megaw and Hawkins, The Church of the Panagia Kanakaria, Fig. 128) 
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                    Fig. 5.20                                                                 Fig. 5.21 

 
 
 

Fig. 5.20 Fragmentary icon, woman and baby, Church of the Panagia Chryseriotissa, Yeri 
(Rice, The Icons of Cyprus, Plate, 29, No. 70) 

 
Fig. 5.21 Catherine Leburs, wife of Johann the priest, with chrysom child, 1575 

(Greenhill, Incised Effigial Slabs, Vol. II, Pl. 146, Fig. 146a) 
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Fig. 5.22 Menikos Pelekanos, Anastasis,  
Church of Panagia Chrysaliniotissa, Nicosia, 1563 
(Papageorghiou, Icons of Cyprus, 162, Fig. 111) 
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Fig. 5.23 The Virgin Between Ss. Nicholas and St. George icon, Vatyli,  
sixteenth - seventeenth centuries.  

 (Papanikola-Bakirtzis and Iacovou, Byzantine Medieval Cyprus, Fig. 156) 
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IMAGES 

 

 

Fig. 6.1  Arhcbishop Markarios III, Archbishop Makarios III Foundation  
Cultural Centre, Nicosia 

(Photo by Barbara McNulty) 



 360

 

Fig. 6.2 Archbishop Makarios III, Archbishop Makarios III Foundation Cultural Centre 
(Photo by Barbara McNulty) 

 

 

Fig. 6.3 Archbishop Makarios III, Archbishop Makarios III Foundation Cultural Centre 
(Photo by Barbara McNulty) 
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Fig. 6.4 Detail of donors, The Presentation in the Temple, first half of the 16th century 
(Courtesy of the Archbishop Makarios III Foundation Cultural Center) 

 

 

Fig. 6.5 Detail in The Presentation in the Temple, first half of the 16th century 
(Courtesy of the Archbishop Makarios III Foundation Cultural Center) 
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Fig. 6.6 The councilors and their wives, St. Mamas, Louvaras, 1495 
(Photo by Barbara McNulty) 

 
 
 
 

 
 

Fig. 6.7 West wall of nave, St. Mamas, Louvaras, 1495 
(Photo by Barbara McNulty) 
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Fig. 6.8 Councilor, St. Mamas, Louvaras 

(Photo by Barbara McNulty) 
 

 
Fig. 6.9 Peter and Pepani Peratis, Church of the Holy Cross, Platanistasa, 1494 or 1505 

(Photo by Barbara McNulty) 
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Fig. 6.10 Detail of Sacred Conversation, Vittore Carpaccio, around 1500 
(www.gfmer.ch/Art_for_Health/Images/Italian_Renaissance/Carpaccio_Conversation) 

 

 
 

Fig. 6.11 Donors, Church of the Dormition, Kourdali, sixteenth century 
(Photo by Barbara McNulty) 
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Fig. 6.12 Female donor, Kourdali, sixteenth c.     Fig. 6.13 Female donor, Louvaras, 1495 

(Photo by Barbara McNulty)      (Photo by Barbara McNulty) 
 

 
 

Fig. 6.14 Portrait of a Lady, Bernardino Licinio, 1524 
(Newton, Dress of the Venetians, 70, Fig. 23) 
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Fig. 6.15 Madelena with her rosary beads 
(Photo by Barbara McNulty) 

 
 

 
 

Fig. 6.16 Female donors with rosary beads,  
icons from the Byzantine Museum, Nicosia, sixteenth century 

(Courtesy of the Archbishop Makarios III Foundation Cultural Center) 
 


