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ABSTRACT 

 

Prior to the removal of monumental murals from the cathedral of Pachoras 

(Faras), the largely unknown cultural entity of Christian Nubia figured in scholarship 

merely as a peripheral outpost of Byzantine and Egyptian influence. The impressive 

corpus of visual evidence from Pachoras, located south of the first Nile cataract and now 

inundated by Lake Nasser, led Kurt Weitzmann to reevaluate its significance in a seminal 

essay published in 1970. By tracing artistic sources of Christian Nubian art to Egypt, 

Palestine, and Syria, Weitzmann initiated recognition of the close ties between Nubia and 

Byzantium. Since that time, however, this subject has received little art historical 

attention, and it continues to pose interpretive challenges. I endeavor to recuperate the 

Nubian wall paintings from Pachoras for mainstream Byzantine studies. 

To that end, I explore the depictions of three of the Pachoras bishops, with 

particular attention to their original location, relationship with surrounding images, and 

epigraphic evidence. I conceive of these tenth- and eleventh-century portraits as visual 

constructions of Nubian episcopal authority mapped out on the cathedral‘s walls. I also 

explore the possible meanings of the indigenous elements represented in the images of 

the Pachoras bishops, while considering their relationships to the eastern Mediterranean 

textual and visual traditions. Evidence includes the paintings with accompanying 

inscriptions, fourteenth-century scrolls of Bishop Timotheos, Greek and Coptic epitaphs 

engraved on ninth- through twelfth-century funerary steles, and a list of bishops, first 

painted around the turn of the tenth century. 
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CHAPTER 1 

INTRODUCTION 

THE LOCUS OF CHRISTIAN NUBIA IN THE EASTERN MEDITERRANEAN 

 

1.1. A Historiographic Overview of Christian Nubian Art 

 

Scholars rediscovered Christian Nubia at the beginning of the last century. Prior 

to the removal of monumental murals from the cathedral of Pachoras (Faras), which took 

place between 1960 and 1964, the largely unknown geographic and cultural entity of 

Christian Nubia was considered to be of little relevance to historians of the eastern 

Mediterranean during late antiquity and the medieval period. The University of 

Pennsylvania and the Oxford University conducted archaeological excavations in Faras 

during the first quarter of the twentieth century. Their discoveries confirmed that 

Pachoras had been a thriving Meroitic city before its Christianization in the sixth 

century.
1
 Drawing on those early finds and Arabic literary sources, Ugo Monneret de 

Villard published a pioneering history of Christian Nubia.
2
 During the Nubian Campaign 

in the 1960s, prompted by the construction of the High Aswan Dam, a Polish team of 

archaeologists, led by Kazimierz Michałowski, excavated a kom which turned out to be a 

cathedral building with dozens of paintings, executed in an a secco technique, still in 

situ.
3
 

                                                           
1
 The Meroitic period occurred in Nubia from c.270 B.C.E. to c.350 C.E. Bożena Mierzejewska, Galeria 

Faras im. Profesora Kazimierza Michałowskiego (Warszawa: Muzeum Narodowe w Warszawie, 2005), 3. 

One of the pioneers of twentieth-century Nubian archaeology was Francis L. Griffith. 
2
 Ugo Monneret de Villard, Storia della Nubia Cristiana, Orientalia Christiana analecta 118 (Rome: 

Pontificium Institutum Orientalium Studiorum, 1938). 
3
 The Polish excavations took place between 1960 and 1964. The archaeological team published several 

reports documenting various findings, including wall paintings, architectural elements, and ceramics, 

between 1962 and 1965. Kazimierz Michałowski, Fouilles polonaises, Faras 1-2 (Warszawa: Państwowe 

Wydawnictwo Naukowe, 1962-). Kazimierz Michałowski, ―Polish Excavations at Faras, 1961,‖ Kush: 

Journal of the Sudan Antiquities Service 10 (1962): 220-244. Kazimierz Michałowski, ―Polish Excavations 

at Faras—Second Season, 1961-62,‖ Kush: Journal of the Sudan Antiquities Service 11 (1963): 235-256. 

Kazimierz Michałowski, ―Polish Excavations at Faras, 1962-63,‖ Kush: Journal of the Sudan Antiquities 
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The impressive corpus of visual evidence from the cathedral of Pachoras, located 

south of the first Nile cataract and now inundated by Lake Nasser, led the distinguished 

Byzantinist, Kurt Weitzmann, to reevaluate its significance in a seminal essay published 

in 1970.
4
 By tracing artistic sources of Christian Nubian art to Egypt, Palestine, and 

Syria, Weitzmann initiated recognition of the close ties between Nubia and Byzantium. 

He discerned ―richness and complexity‖ in the wall paintings from Pachoras, and 

reinstated Nubia as ―an important art province.‖
5
 While Weitzmann admitted a danger of 

reducing art historical analyses of Christian Nubian art merely to its relevance as ―the 

sum of external influences,‖ a discussion of the ―indigenous elements‖ rested beyond the 

scope of his 1970 essay.
6
 Drawing on discoveries from other Nubian archaeological 

goldmines, such as Old Dongola, another Polish archaeologist, Włodzimierz Godlewski, 

has been concerned with developing a stylistic taxonomy and chronology of Christian 

Nubian wall paintings.
7
 Other scholars, such as Tadeusz Gołgowski and Bożena 

Rostkowska, analyzed the iconography and style of the Pachoras images, while tracing 

their pictorial origins to Byzantium, Egypt, and Palestine.
8
 More recently Thelma K. 

Thomas offered succinct and incisive remarks on the significance of Christian Nubian art, 

                                                                                                                                                                             
Service 12 (1964): 195-207. Kazimierz Michałowski, ―Polish Excavations at Faras—Fourth Season, 1963-

64,‖ Kush: Journal of the Sudan Antiquities Service 13 (1965): 177-189. 
4
 Kurt Weitzmann, ―Some Remarks on the Sources of the Fresco Paintings of the Cathedral of Faras,‖ in: 

Kunst und Geschichte Nubiens in christlicher Zeit: Ergebnisse und Probleme auf Grund der jüngsten 

Ausgrabungen, ed. Erich Dinkler (Recklinghausen: Aurel Bongers, 1970): 325-346. 
5
 Weitzmann, ―Some Remarks,‖ 325. 

6
 Weitzmann, ―Some Remarks,‖ 326. 

7
 For example, Włodzimierz Godlewski, ―The Birth of Christian Nubian Art,‖ in: Egypt and Africa: Nubia 

from Prehistory to Islam, ed. Winifred V. Davies (London: British Museum Press in association with the 

Egypt Exploration Society, 1991): 253-256. 
8
 Tadeusz Gołgowski, ―Z problematyki ikonografii biskupów Pachoras,‖ Rocznik Muzeum Narodowego w 

Warszawie 11 (1967): 175-191. Tadeusz Gołgowski, ―On the Iconography of the Holy Virgin Represented 

on Faras Murals: Standing Virgin Holding the Child on her Arm,‖ Etudes et Travaux 2 (1968): 295-312. 

Bożena Rostkowska, ―Remarques sur l‘iconographie des éparques en Nubie,‖ Etudes et Travaux 5 (1971): 

201-208. Bożena Rostkowska, ―Iconographie des personnages historiques sur les peintures de Faras,‖ 

Etudes et Travaux 13 (1972): 195-205. 
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exemplified by the portrait of Bishop Marianos (1005-1036) from the cathedral of 

Pachoras. Thomas focused on non-eastern Mediterranean aspects of that episcopal 

representation. She has noted, for example, that the question of race and ethnicity features 

as an important facet of those depictions, for the artists who rendered the images of the 

Pachoras bishops and royal dignitaries not only distinguished between the subjects‘ flesh 

tones, but they also painted those of the holy figures white, in a stark contrast to dark 

brown or olive skin of the unhaloed individuals. She has also drawn attention to the 

tactile relationship between Marianos and the saints protecting him.
9
 

Even after the discovery of the wall paintings from the cathedral of Pachoras, 

Christian Nubian art continued to figure in art historical scholarship merely as a 

peripheral outpost of Byzantine and Egyptian influence.
10

 With the exception of the 

above-mentioned outstanding synopsis by Thomas, it still does, to which the paucity of 

art historical studies of Nubian murals testifies. Because few scholars have taken up the 

subject of the images from Pachoras, the question of the relationship between remote 

Nubia and the Byzantine Empire continues to pose interpretive challenges in 

understanding the agency of Christian Nubian art. In order to explore the potency of 

Nubian episcopal portraiture, I will therefore not refer to the notion of Byzantine 

influence as a cultural force governing the appearance and function of Nubian visual 

traditions in general, and images of bishops from Pachoras in particular, although I will 

highlight cross-cultural intersections as a contributing factor. An extensive corpus of 

evidence demonstrates that the Nubian Christian civilization actively participated in 

                                                           
9
 Thelma K. Thomas, ―Christians in the Islamic East,‖ in: The Glory of Byzantium: Art and Culture of the 

Middle Byzantine Era, A.D. 843-1261, ed. Helen C. Evans and William D. Wixom (New York: The 

Metropolitan Museum of Art, 1997): 368-370. 
10

 For example, William H. C. Frend, ―Nubia as an Outpost of Byzantine Cultural Influence,‖ 

Byzantinoslavica 29 (1968): 310-326. 
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Byzantine culture, borrowing certain ideas and abandoning or reshaping others. For 

example, although the Nubians, Christianized from Byzantium, appropriated Greek 

honorific titles and used Greek as their liturgical and governmental language, they also 

employed Coptic and Old Nubian, thus expressing a preference for linguistic 

syncretism.
11

 

Any study of the wall paintings from the cathedral of Pachoras confronts the 

destruction of their original architectural setting. Fortunately, participants of the salvage 

archaeology mission in the 1960s recorded the original loci of the images.
12

 However, the 

limited time they had at the site prevented them from photographing each area of the 

cathedral from multiple points of view, in order to document the intended viewing 

experience. Consequently, spatial and conceptual relationships between the 

representations have been partially lost. 

 

1.2. Historical Questions 

In addition to historiographic considerations, a number of contextual problems 

permeate Christian Nubian studies. First and foremost, the denotation ―Christian Nubia‖ 

is problematic, principally owing to the arbitrariness of its chronological and geographic 

boundaries. The monumental encyclopedic contribution by William Y. Adams remains 

the principal authority for the history of Christian Nubia, published after Ugo Monneret 

de Villard‘s Storia della Nubia Cristiana.
13

 The end of the fifth and the first half of the 

                                                           
11

 On the use of Byzantine titles in Christian Nubia, see Thomas Hägg, ―Titles and Honorific Epithets in 

Nubian Greek Texts,‖ Symbolae Osloenses 65 (1990): 147-177. On the use of Greek in Christian Nubia in 

general, see Stanley M. Burstein, ―When Greek Was an African Language: The Role of Greek Culture in 

Ancient and Medieval Nubia,‖ Journal of World History 19, no. 1 (2008): 41-61. 
12

 Kazimierz Michałowski and Stefan Jakobielski, Faras: Wall Paintings in the Collection of the National 

Museum in Warsaw (Warsaw: Wydawnictwo Artystyczno-Graficzne, 1974). 
13

 William Y. Adams, Nubia: Corridor to Africa (Princeton, N.J.: Princeton University Press, 1977). 
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sixth century C.E. in Nubia followed an extended period of political developments, which 

resulted in the decline of the successors of the Kushite Empire, the Blemmyes. Since we 

need to rely solely on Byzantine and Islamic sources for our knowledge of historical 

vicissitudes of the three medieval kingdoms of Nubia, the introduction of Christianity 

from Byzantium proves murky.
14

 The authors of these sources noted, for example, 

Nubia‘s susceptibility to Theodora‘s emissaries, but do not satiate our desire to gain 

insights into the Nubian perspective of the same event. Justinian and Theodora each 

invested significant efforts to secure their separate doctrinal positions and lands at the 

borders of their domain, even to the point of sending two separate missions to Nubia. A 

striking passage from the account of John of Ephesos, citing Theodora‘s directives, gives 

us a sense of that conflict‘s intensity. In a letter to the duke of Thebaid, Theodora warned 

the addressee not to allow Justinian‘s emissaries to proceed to Nubia; otherwise, she 

promised to have the duke‘s head ―chopped off.‖
15

 Although the Nubian kingdoms 

became part of the Byzantine Empire‘s southern fringes in the sixth century, they formed 

an autonomous political entity after the Arab conquest of Egypt in 641/2.
16

 Officially, the 

Nubian church was subject to the Patriarchate of Alexandria, and that relationship was 

maintained into the fourteenth century.
17

 

  

                                                           
14

 Giovanni Vantini compiled historical accounts of Christian Nubia. Giovanni Vantini, The Excavations at 

Faras: A Contribution to the History of Christian Nubia (Bologna: Editrice Nigrizia, 1970). 
15

 Vantini, The Excavations at Faras, 55. 
16

 Recently, Julie R. Anderson presented succinctly the current state of research into the history of Nubia 

during the medieval period. Julie R. Anderson, ―The Medieval Kingdoms of Nubia,‖ in: Sudan: Ancient 

Treasures; An Exhibition of Recent Discoveries from the Sudan National Museum, ed. Derek A. Welsby 

and Julie R. Anderson (London: British Museum Press, 2004): 202-237. 
17

 Evidence for this includes the scrolls of Bishop Timotheos, which the Nubian hierarch acquired from the 

patriarch of Alexandria in Cairo. John M. Plumley, The Scrolls of Bishop Timotheos: Two Documents from 

Medieval Nubia (London: Egypt Exploration Society, 1975). 
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1.3. Textual Evidence 

As Stanley M. Burstein, who has analyzed the use of Greek in Christian Nubia, 

wrote in 2008, ―The central fact facing all historians of Nubia is that the surviving ancient 

and medieval accounts of Nubia are not only limited but profoundly Egyptocentric.‖
18

 On 

the whole, texts written in Arabic outside of Nubia, from the seventh through the fifteenth 

centuries, constitute our primary source of knowledge about medieval Nubia. From these 

texts, compiled by Giovanni Vantini, a somewhat conflicted image of Nubia and its 

inhabitants emerges. On the one hand, the authors noted that the Nubians had many skills 

and plentiful resources. In particular, Nubians acquired the nickname ―pupil-smiters‖ due 

to their extraordinary ability in handling bows.
19

 Nubia was known as the home of exotic 

animal species such as the giraffe, conceived of as a crossbreed of a camel and a leopard, 

and Nubian rulers were known for having magnificent horses.
20

 In addition to harvesting 

wheat, palm trees, and grapes, Nubians grew huge lemons. The Muslims, like the ancient 

Egyptians before them, also knew Nubia for its gold fields.
21

 On the other hand, despite 

all of that purported richness, the authors remained skeptical about deriving much wealth 

from Nubia, where harsh conditions prevented Muslims from obtaining substantial 

booty.
22

 

The Fatimids valued their Nubian neighbors principally for the slaves they 

provided; at the same time, Arabic writers incorporated succinct descriptions of the 

                                                           
18

 Burstein, ―When Greek Was an African Language,‖ 42. 
19

 Ibn Jaafar (8
th

/9
th

 century) elucidated the origins of this nickname. He recounted a story of a Nubian 

asking a Muslim where he wanted to be hit; needless to say, the Nubian did not miss the target, the 

Muslim‘s eye. Al-Wâqidi (died in 823) described armed clashes between the Fatimid and Nubian forces in 

the seventh century during which the Nubians took their enemy by surprise by wounding them in the eyes. 

Vantini, The Excavations at Faras, 65-66. 
20

 Vantini, The Excavations at Faras, 75. 
21

 Vantini, The Excavations at Faras, 94. 
22

 Vantini, The Excavations at Faras, 66. 
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Nubian church in these texts.
23

 The nature of the contacts between the Fatimids and 

Nubians, based on occasional armed skirmishes and the regular exchange of goods, 

explains the interest in Nubian warfare and Nubia‘s natural resources expressed by the 

Arabic authors. Unfortunately, we do not have, at least to my knowledge, any historical 

literary evidence written by the Nubians. Religious texts have survived, and I will return 

to them later, but we need to rely on the non-Nubians to tell us about the Nubians, which 

is, of course, a problematic endeavor. This is only the case with textual evidence, 

however, for the episcopal portraits from the cathedral of Pachoras map out the Nubian 

bishops‘ discrete identity. In contrast to the rather dry textual descriptions of the Nubian 

church structure, the wall paintings evoked a much more elaborate narrative, discussed in 

chapter two. 

Since the earliest archaeological discoveries in Pachoras, a significant body of 

epigraphic evidence from Nubia has begun to resurface. Already at the beginning of the 

twentieth century, Francis L. Griffith‘s team documented an anchorite‘s grotto which 

yielded a remarkable body of dipinti. Painted by monastics who occupied the cave in the 

eighth century and later, those texts include the Nicene Creed, passages from the 

Apophthegmata Patrum, excerpts from the Gospels, a version of the letter of Christ to 

King Abgarus of Edessa, a list of the forty martyrs of Sebaste, and also a Latin 

palindrome (sator arepo tenet opera rotas).
24

 Another major find of Griffith was the so-

called Stauros text, which testifies to the exaltation of the cult of the cross in Nubia by 

                                                           
23

 The Nubians provided three hundred and sixty slaves and one giraffe every year in exchange for food and 

textiles. Vantini, The Excavations at Faras, 69. Al-Istakhri (wrote about 950), for instance, maintained that 

the Byzantines introduced Christianity in Nubia by calling the Nubians ―Christians who follow the habits of 

the Rum, because they, before the coming of Islam, were in contact with the Byzantine Empire.‖ Vantini, 

The Excavations at Faras, 74. 
24

 Francis L. Griffith, ―Oxford Excavations in Nubia LII: The Anchorite‘s Grotto,‖ Annals of Archaeology 

and Anthropology, Liverpool 14 (1927): 81-91. 
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listing its miraculous properties.
25

 Scroll and manuscript finds have been relatively rare 

and rather fragmentary, with the exception of the so-called Qasr Ibrim ―library.‖
26

 Gerald 

M. Browne has been a leading scholar who endeavors to publish textual evidence from 

Nubia in a systematic manner, in order to stimulate interdisciplinary approaches to 

Nubian studies.
27

 The scarcity of published textual evidence compels one to examine 

thoroughly other forms of written expression, such as dipinti or stone epitaphs. Although 

they lack the same level of clarity and comprehensiveness as abundant textual sources 

preserved elsewhere in the east, one can find clues regarding Nubian Christian rituals. 

Many epitaphs repeat the same information, and thus do not provide a variegated body of 

evidence.
28

 Fortunately, the extant literary corpus suggests that the Nubians were familiar 

with texts used in Egypt and Byzantium. This, in conjunction with the predominance of 

the Greek language in Nubia, which propelled the circulation of Greek manuscripts, 

allows us to make use, with discretion, of certain texts composed outside of Nubia. For 

example, the discovery of Pseudo-Chrysostomus and the double appearance of an image 

of this early church father in the cathedral indicate the popularity of his writings in 

Nubia.
29

 Based on the premise that Christian Nubia belonged not only to African, but also 

to the eastern Mediterranean tradition, I will deploy textual and visual evidence from 

Byzantium to illuminate the agency of Nubian episcopal portraiture. 

                                                           
25

 Francis L. Griffith, The Nubian Texts of the Christian Period (Berlin: Verlag der Königl. akademie der 

wissenschaften, 1913). 
26

 William Y. Adams, ―The ‗Library‘ of Qasr Ibrim,‖ Kentucky Review 1 (1979): 19-20. 
27

 For example, Gerald M. Browne, Old Nubian Texts from Qaṣr Ibrīm III (London: Egypt Exploration 

Society, 1989). 
28

 On Greek inscriptions, see Adam Łajtar, Catalogue of the Greek Inscriptions in the Sudan National 

Museum at Khartoum, Orientalia Lovaniensia analecta 122 (Leuven: Uitgeverij Peeters, 2003). On Coptic 

inscriptions, see Jacques van der Vliet, Catalogue of the Coptic Inscriptions in the Sudan National Museum 

at Khartoum, Orientalia Lovaniensia analecta 121 (Leuven: Uitgeverij Peeters, 2003). 
29

 Gerald M. Browne, Chrysostomus Nubianus: An Old Nubian Version of Ps.-Chrysostom, In venerabilem 

crucem sermo (Roma: Papyrologica Castroctaviana, 1984). 
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1.4. The Project of this Thesis 

Considering art historians‘ somewhat dismissive treatment of Christian Nubian 

art, and the contextual problems raised by the cathedral‘s destruction, the purpose of the 

next two chapters is twofold. On the one hand, I investigate the role of episcopal 

portraiture from the cathedral of Pachoras in its original milieu in chapter two, to 

recuperate these Nubian images for mainstream Byzantine studies. In chapter three, on 

the other hand, I explore the possible meanings of the indigenous elements represented in 

the images of the Pachoras bishops, while considering their relationships to the eastern 

Mediterranean textual and visual traditions. 
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CHAPTER 2 

 

EPISCOPAL PORTRAITS FROM THE CATHEDRAL OF PACHORAS 

 

2.1. Images of the Pachoras Bishops and Their Locations in the Cathedral 

 

A prominent religious center in Lower Nubia, the bishopric of Pachoras yielded 

approximately a dozen portraits of high-ranking ecclesiastical leaders.
30

 Although 

creating a catalogue rests beyond the scope of this thesis, I will briefly chart here Nubian 

episcopal depictions from the cathedral of Pachoras, with a view to discerning general 

patterns in their representations. I will also draw initial conclusions about their subjects, 

and the ways in which the hierarchs chose to manifest their status as religious authorities, 

using visual tools. Unfortunately, many paintings have survived only in a very 

fragmentary state, which in some cases precludes their solid identification.
31

 The 

National Museum of Warsaw, Poland, and the National Museum of Khartoum, Sudan, 

house approximately sixteen images of bishops from Pachoras.
32

 Several of these 

paintings have so much damage that it remains uncertain whether they show Nubian or 

sainted bishops (early church fathers), or someone else dressed in liturgical vestments. 

The earliest dated portrait, which depicts Bishop Kyros (866-902), comes from the late 

                                                           
30

 For a history of the bishopric of Pachoras, as well as descriptions of each bishop‘s episcopacy, see Stefan 

Jakobielski, A History of the Bishopric of Pachoras on the Basis of Coptic Inscriptions, Faras 3 (Warszawa: 

PWN—Editions scientifiques de Pologne, 1972). 
31

 The best photographic catalogues with the wall paintings from the cathedral of Pachoras include: 

Michałowski, Faras: Wall Paintings; Kazimierz Michałowski, Faras: Die Kathedrale aus dem Wüstensand 

(Einsiedeln: Benziger, 1967); and Kazimierz Michałowski, Das Wunder aus Faras (Essen: 

Ausstellungskatalog der Villa Hügel, 1969). 
32

 For an overview of the collection from the Faras Gallery in the National Museum of Warsaw, where 

Nubian wall paintings and other artifacts from Pachoras are on display, see the official guidebook: 

Mierzejewska, Galeria Faras. 
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ninth or the beginning of the tenth century. The latest portrait of an identifiable bishop 

dates to the second half of the eleventh century and depicts Georgios (1062-1097).
33

 

The site of the cathedral of Pachoras can be studied only from archaeological 

reports and photographs, since it is now inundated by the waters of Lake Nasser. 

Architecturally, the church follows the standard orientation and layout of the late antique 

basilica. A further consideration of this subject is outside of the scope of the thesis. 

Nonetheless, it is vital to consider original locations of the episcopal portraits under 

scrutiny here, with particular attention to their relationship to the liturgical space of the 

church, because their original setting elucidates their significance.
34

 These images of 

bishops were located in the building‘s southeastern area (fig. 2.1.).
35

 The earliest 

depictions occupied the walls of the south aisle. In the ninth century, their numbers 

expanded, and some were installed in the southern side chapel. The tenth century 

witnessed their inclusion in the baptistery (fig. 2.12.). Noteworthy tenth-century 

examples include the portraits of Bishops Petros (972-999) on the baptistery‘s western 

wall, and Ioannes (997-1005) on the southern end of the apse. Eleventh-century artists 

and patrons continued to add episcopal portraits in the southeastern part of the cathedral, 

                                                           
33

 The portrait of Bishop Kyros probably predates the depicted hierarch‘s death in 902. Three fragmentary 

portraits may be earlier than the depiction of Bishop Kyros. However, identification of those images 

remains equivocal due to their poor state of preservation. The portraits from the twelfth and thirteenth 

centuries also pose problems in identifying their subjects. To my knowledge, Stefan Jakobielski‘s short 

essay on the images of bishops from Pachoras is the only publication which includes photographs, albeit 

black and white, of all episcopal portraits. The other photographic catalogues show only the best preserved 

examples. Additionally, the lack of a comprehensive publication of the collection from the National 

Museum of Khartoum further complicates a systematic study of episopal portraiture from the cathedral of 

Pachoras. Stefan Jakobielski, ―Portraits of the Bishops of Faras,‖ in: Nubian Studies: Proceedings of the 

Symposium for Nubian Studies, Selwyn College, Cambridge, 1978, ed. John M. Plumley (Warminster: Aris 

& Phillips, 1982): 127-141. 
34

 The archaeological reports were published by Kazimierz Michałowski, director of excavations in 

Pachoras in the 1960s. Michałowski, ―Polish Excavations at Faras, 1961;‖ Michałowski, ―Polish 

Excavations at Faras—Second Season, 1961-62;‖ Michałowski, ―Polish Excavations at Faras, 1962-63;‖ 

Michałowski, ―Polish Excavations at Faras—Fourth Season, 1963-64.‖ 
35

 For an overview of the chronology and original locations of the portraits of bishops from the cathedral of 

Pachoras, see Jakobielski, ―Portraits.‖ 
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favoring the baptistery, which in literature came to be known for this reason as the ―Hall 

of Bishops.‖
36

 The most prominent portrait from the eleventh century is that of Bishop 

Marianos, whose likeness covered an earlier depiction of a hierarch on the eastern wall of 

the southern side chapel. In the twelfth and thirteenth centuries, images of ecclesiastics 

spread into the sanctuary. 

Several bishops from Pachoras are depicted accompanied by the Virgin Mary, 

Christ, and other saints. The compositional arrangements of these paintings demonstrate 

multiple variations on the physical juxtaposition of the figures represented, but they are 

unified by the unusual feature of contact between the holy figures and the bishops, a 

subject to which I will return in chapter three. The portrait of Bishop Kyros is the only 

exception to this norm.
37

 After the time of Kyros (turn of the tenth century) and before 

the episcopate of Marianos (first half of the eleventh century), it became customary to 

depict haloed protectors behind the hierarchs. For example, Bishop Petros (972-999) 

conceals most of the body of Saint Peter, who stands at a slightly higher level than Petros, 

and rests his hands on the ecclesiastic‘s shoulders (fig. 2.2.). The painting of Bishop 

Marianos, by contrast, introduced a novel design, characterized by holy figures flanking 

the central church official (figs. 2.3. and 2.4.). Consequently, a mode of representation 

exemplified by the image of Bishop Petros, in which the hierarch‘s monumental rendition 

completely conceals lower portions of the saint‘s body, ceased to predominate, as later 

bishops introduced alternative compositions. We can distinguish three main types of 

episcopal portraits commissioned for the cathedral of Pachoras in the twelfth and 

thirteenth centuries. One, in a very poor state of preservation, resembles the image of 

                                                           
36

 See for example, Michałowski, Faras: Wall Paintings, 169. 
37

 The three episcopal portraits predating the image of Bishop Kyros are too fragmentary to determine 

whether a holy figure was included in the composition. 
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Bishop Petros, with the exception that the twelfth-century hierarch is shown uplifted and 

set against the background of his protector. This twelfth-century composition may be 

compared to the image of an eparch depicted in front of Christ, in which the royal 

dignitary is smaller than his protector, thereby exposing Christ‘s feet and part of his 

lower body (fig. 2.5.). By contrast, Saint Peter in the portrait of Petros appears to emerge 

from the top of the ecclesiastic, as if to provide a vertical extension of the episcopal body. 

Another mode of representation modified a design established by Marianos. It depicts 

two holy figures flanking the central church official, who stands in front of his protectors 

rather than in one line with them. Finally, another compositional variation placed a royal 

dignitary, be it a king or an eparch, in one line with both a bishop and a holy protector 

(fig. 2.6.). 

 

2.2. Comparative Overview of Iconographic and Stylistic Features 

Spanning a period of several hundred years, the episcopal portraits from the 

cathedral of Pachoras share a number of iconographic and stylistic similarities.
38

 The 

bishops‘ liturgical vestments offer the most readily recognizable attribute of these high-

ranking officials.
39

 The consistency with which artists rendered the ecclesiastical garb‘s 

constituent elements testifies to its significance in endowing the church leaders 

represented in these paintings with episcopal authority. Their costume, with small 

variations, consists of στιτάριον (sticharion), scapular, ἐπιτρατήλιον (epitrachelion), 

                                                           
38

 For an overview of the iconography of the portraits of bishops from the cathedral of Pachoras, with a 

focus on liturgical vestments, see Gołgowski, ―Z problematyki biskupów Pachoras.‖ 
39

 In fact, in some cases fragmentary depictions of liturgical vestments provided a sole basis for identifying 

a partially preserved figure as a bishop. See for example, figs. 1, 2, 8, 15, and 16 in Jakobielski, ―Portraits,‖ 

134, 138, 141. 
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υελόνιον (phelonion), ὠμουόριον (omophorion), and εγτειριον (encheirion) (fig. 2.7.).
40

 

At this juncture I only list these elements of the Nubian ecclesiastical dress, which I will 

examine in greater detail in chapter three. This selection of the garments of priesthood is 

most consistent in the portraits of Bishops Petros, Ioannes, and Marianos, all three 

commissioned between the end of the tenth and the beginning of the eleventh century. 

However, certain elements present in these three images do not appear in the earlier 

depiction of Bishop Kyros. That ninth-century hierarch was not only represented without 

a holy protector, but also he is not holding the encheirion handkerchief in his right hand 

(fig. 2.8.). Thus, despite the artists‘ overall consistency in depicting most of the 

ecclesiastics‘ garb, certain of its elements varied. 

All hierarchs are represented standing in a frontal pose, pointing with their index 

and middle fingers in the direction of closed codices, which they support with their left 

hands. The frontal pose requires a closer analysis, for it unifies these episcopal images. 

Sharon E. J. Gerstel, in her study of Middle Byzantine paintings of bishops, explained 

that the frontal, iconic depictions of hierarchs, holding closed codices in one hand and 

offering benediction with the other, stand for ―the unity and stability of the Church across 

time and space.‖
41

 As she has noted, scholars have ascribed two main functions to these 

iconic representations. The first interpretation sees them as ―serv[ing] a devotional 

function unrelated to the liturgy.‖
42

 In the case of burial churches, the funerary context 

supplements the devotional explanation. According to Symeon, archbishop of 

                                                           
40

 In naming liturgical vestments depicted in the images of bishops from Pachoras, I adhere to Karel 

Innemée‘s terminology. Karel Innemée, Ecclesiastical Dress in the Medieval Near East, Studies in Textile 

and Costume History 1 (Leiden: E. J. Brill, 1992), 134-178. 
41

 Sharon E. J. Gerstel, Beholding the Sacred Mysteries: Programs of the Byzantine Sanctuary (Seattle: 

University of Washington Press, 1999), 17. 
42

 Gerstel, Beholding the Sacred Mysteries, 20-21. 
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Thessalonike between 1416/17-1429, for example, the priest orchestrating a funerary 

ritual ought to read the Gospel first, ―because he [the deceased] lived according to the 

Bible, and also to secure his [the deceased‘s] atonement and blessing by the most holy 

words.‖
43

 The visual depiction of the codex, acting as the chief episcopal attribute, thus 

evoked the subject‘s adherence to divine laws which in turn secured the hierarch‘s 

redemption in the afterlife. The frontal images of bishops holding codices, which 

suggested the moment ―when they were laid out before burial‖ and ―had the Gospels 

placed on their chests,‖ not only documented the subject‘s heavenly citizenship, but also 

strengthened the remembrance of his persona among the congregation.
44

 

Both devotional and funerary interpretations of the frontal pose imply passivity on 

the part of the ecclesiastical subject, and lead to a conceptual disjunction of images from 

their context.
45

 The episcopal paintings constituted an integrated part of a grand painted 

program, and I will demonstrate that they participated in the liturgical events performed 

in the church. The images‘ sheer presence in the sanctuary, where the eucharist took 

place, endows them with a ritualistic significance. Because context generates meaning, 

even when that meaning eludes iconographic analyses, I find Gerstel‘s proposal that we 

consider the frontal pose as indicative of the active participation of the bishops in the 

eucharist more plausible. In light of this, the liturgical moment of the aspasmos, that is to 

say the veneration of the Gospels, offers a compelling interpretation of the iconic stance 

of bishops from the cathedral of Pachoras. During the aspasmos, ―the priest held the 

                                                           
43 

As quoted in Gerstel, Beholding the Sacred Mysteries, 21. 
44

 Gerstel, Beholding the Sacred Mysteries, 21. 
45

 Gerstel did not fully embrace either interpretation of the frontal pose in her comprehensive survey of 

Byzantine churches in Macedonia; rather, she underscored the co-existence of iconic representations and 

three-quarter views of the church fathers actively engaged in performing the eucharist.  
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codex to his chest in the manner depicted in the episcopal portraits,‖ and this 

performative act symbolized the bishops‘ ―greeting of Christ.‖
46

 

Furthermore, certain facial features of bishops, whose images were produced 

more than a hundred years apart, unify their representations. Since only a few portraits 

survived to the height of the depicted hierarch‘s head, I only compare mouths and eyes of 

Bishops Kyros (turn of the tenth century) and Bishops Petros and Marianos (the end of 

the tenth and the beginning of the eleventh century, respectively). Artists depicted those 

ecclesiastics‘ mouths in the shape of the Greek letter chi, the significance of which will 

be addressed in the following chapter.
47

 Another similarity involves renditions of their 

eyes. The bishops‘ pupils are always shown close to the upper eyelids, perhaps to suggest 

the subjects‘ uplifted gaze and communication with god (figs. 2.9. and 2.10.). Even when 

the subject‘s head has not survived, one can observe stylistic similarities unifying the 

Pachoras portraits of religious leaders. The flatness of the episcopal body is especially 

apparent, and it serves to deemphasize the hierarchs‘ corporeality. These two dimensional 

renditions, deprived of shadowing, modulated colors, and the volumetric depictions of 

drapery folds, dematerialize the church leaders‘ physicality. The lack of illusionistic 

representations signals the bishops‘ spiritual authority, a point upon which I expound in 

the following chapter. 

All images of bishops from Pachoras can be analyzed as a coherent group in terms 

of their original locations in the cathedral, regardless of their state of preservation. Even 

if some of the sixteen portraits depict early church fathers, sainted bishops from outside 

of Nubia, or someone else dressed in liturgical vestments, they demonstrate a preference 

                                                           
46

 Gerstel, Beholding the Sacred Mysteries, 21. 
47

 Małgorzata Martens, ―Observations sur la composition du visage dans les peintures de Faras (VIII ͤ - IX ͤ 

siècles),‖ Etudes et Travaux 6 (1972): 207-250. 
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to install episcopal portraits in the southeastern area of the church, and also in the 

sanctuary. The paintings were formerly located in a single register high above the 

cathedral‘s floor, as high up as nearly two meters, and the figures themselves measure 

roughly two meters in height, as well.
48

 Their imposing presence above the beholders‘ 

heads must have been evocative and powerful in their original architectural setting in the 

cathedral. Rendered without any landscape settings or ground lines, against a white 

background, the depicted bishops seemed to float above the floor, hovering above the 

beholders‘ eyes. Additionally, the absence of paintings in the lower register did not 

distract the visitors from looking up. Aside from entryways and niches, no images 

appeared at the viewers‘ eye level, with the exception of Saint John the Baptist directly 

below the portrait of Bishop Petros. As will be explained below, however, the inclusion 

of the image depicting John the Baptist highlighted the spiritual authority of bishops 

executed in the rite of baptism. This spatial arrangement of the episcopal portraits, with 

only white plaster covering the areas immediately below them, compelled the beholders 

to focus their attention on their religious leaders. In these monumental renderings of the 

ecclesiastical authorities, the vertical lines formed by the epitrachelia and the omophoria, 

two liturgical stoles looped around the wearers‘ necks, prompted one to look upward, 

thereby drawing the viewers‘ attention not only to the hierarchs themselves, but also to 

the upper parts of their saintly protectors. By using similar decorative motifs, such as 

roundels, rectangles, crosses, and rosettes, and also by depicting these two distinct 

textiles in the shape of vertical bands, parallel to one another, artists created patterns 

                                                           
48

 The skeletons found in the episcopal burial sites in Pachoras indicate that the bishops were quite tall, 

measuring over 170 centimeters in height. Tadeusz Dzierżykray-Rogalski, ―Morphological Factors in 

Selection of Bishops from Pachoras,‖ in: Nubian Studies: Proceedings of the Symposium for Nubian 

Studies, Selwyn College, Cambridge, 1978, ed. John M. Plumley (Warminster: Aris & Phillips, 1982): 64. 
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continuing the beholders‘ view upwards, until it reached the bishops‘ faces. This must 

have been particularly important in the case of images such as the portrait of Bishop 

Petros (fig. 2.2.), in which only the head, shoulders, and arms of Saint Peter are exposed, 

as the saint stands behind his protégé. 

Finally, the lack of haloes presents another unifying factor of those episcopal 

portraits whose heads have survived. By contrast, prominent aureoles crown the heads of 

saints dressed in liturgical vestments, closely resembling the garments of priesthood worn 

by the bishops. In light of the hierarchs‘ lack of haloes, physical contact between the 

ecclesiastics and holy figures offers the most puzzling component of these paintings, 

completely unprecedented in Byzantium and in the west. The apse mosaic from the 

church of San Vitale in Ravenna supplies a distant parallel to these Nubian images. In the 

San Vitale image, Christ hands a martyr‘s wreath to Saint Vitalis, accompanied by an 

angel who rests his hand on the haloed saint‘s shoulder. On the other side of Christ, 

another angel appears to extend his arm to rest it on the unhaloed Bishop Ecclesius‘ 

shoulder. Although implied, physical contact is not explicitly depicted, for the angel‘s 

hand is concealed by the model of the church of San Vitale, offered to Christ by Bishop 

Ecclesius (fig. 2.11.). In contrast to the San Vitale mosaic, Nubian artists and patrons do 

not seem to have had any qualms about explicit depictions of a tactile contact between 

haloed and unhaloed figures. In fact, they assert it powerfully and repeatedly. 

Despite the preponderance of similarities, the episcopal depictions also display a 

certain degree of individualism. The artists used different hues to distinguish between the 

subjects‘ olive or brown flesh tones. The skin of Bishop Petros is dark brown, for 

example, whereas that of Bishop Marianos is olive, which suggests that they came from 
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Nubia and Egypt, respectively. Although the general composition of liturgical vestments 

demonstrates consistency in the selection of the garments of priesthood, their decorative 

motifs and patterns vary. For instance, roundels, rectangles, and crosses adorn the white 

omophorion of Bishop Petros. The same liturgical stole is painted red in the portrait of 

Bishop Marianos, where it additionally features rosettes in spaces between the roundels 

and rectangles.
49

 Furthermore, facial representations also exhibit the bishops‘ 

individualized features. While Bishop Kyros (fig. 2.8.) wears a full beard, Bishops Petros 

and Marianos (figs. 2.9. and 2.10.) have mustaches and goatees framing their cross-

shaped lips. 

Even this brief overview of those episcopal portraits from the cathedral of 

Pachoras, whose state of preservation allows for comparative analyses, reveals a 

combination of compositional, iconographic, and stylistic similarities. The parallels 

establish connections between them. The later artists and patrons clearly asserted a 

genealogical link to the earlier bishops, through the many similarities. And yet, the 

images do not fit a single, fixed pattern, which would indicate an exact quotation of the 

earlier representations. I find this tension between iconographic and stylistic 

correspondences on the one hand, and the retention, to at least some extent, of each 

bishop‘s distinctiveness on the other, symptomatic of negotiations between corporate and 

singular identities. It appears to me that patrons‘ preferences governed many choices in 

constructing images of Nubian religious authority. Other factors, such as contemporary 

stylistic preferences, particularly pigment selection, also guided artistic decisions, but in 

                                                           
49

 For an overview of decorative motifs included in the wall paintings from the cathedral of Pachoras, as 

well as a comprehensive table showing a rich variety of depicted ornaments, see Małgorzata Martens-

Czarnecka, Les éléments décoratifs sur les peintures de la Cathédrale de Faras, Faras 7 (Varsovie: PWN—

Editions scientifiques de Pologne, 1982). 
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this case their origination with the bishops is not as clear.
50

 Their painters‘ working 

practice may have determined some of the visual choices made. 

Several aspects of the episcopal portraits from the cathedral of Pachoras make 

impossible their comprehensive and systematic analysis. The fragmentary state of 

preservation poses many problems related to identification of the paintings‘ subjects. As 

mentioned above, although Stefan Jakobielski counted sixteen images of bishops, a 

number of them may have represented early church fathers who were not necessarily 

bishops. Additionally, although we can investigate the portraits as a group, the 

cathedral‘s interior was almost completely redecorated by the beginning of the eleventh 

century, as a result of which early representations of church officials became concealed. 

For these reasons, a systematic analysis of all the portraits is still needed, but is beyond 

the scope of this project. Therefore, rather than creating a catalogue, I intend to examine 

the bishops‘ tools of identity construction, embedded in these paintings. To that end, I 

will concentrate my investigation on three examples of episcopal portraits from the 

cathedral of Pachoras, commissioned during a transformative period of the monument‘s 

architectural development. It is my contention that a close examination of a limited 

number of these depictions, rather than a broad overview of all of them, will permit a 

dynamic and focused examination of the hierarchs‘ identity construction and conception 

of their episcopal bodies, as well as the potency of their complex imagery. I believe that 

these portraits convey their subjects‘ self-fashioning with an ultimate goal of bridging the 

beholders‘ realm with that of the heavenly kingdom hovering above their heads. In that 

sense, these images do not merely exhibit the divine protection of the ecclesiastics, but 

                                                           
50

 For an overview of stylistic phases, discerned in the wall paintings from the cathedral of Pachoras, with 

particular attention to hue palettes, see Michałowski, Faras: Wall Paintings, 28-41. 
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they also testify to the agency of the episcopal body in making the holy archetypes 

accessible to the Nubian faithful. 

The three images that I have selected date from the second half of the tenth 

century and the first half of the eleventh century. They depict Bishops Petros (972-999) 

from the baptistery, Ioannes (997-1005) from the apse, and Marianos (1005-1036) from 

the southern side chapel (fig. 2.12.). There are several advantages and reasons to justify 

this particular choice of episcopal portraits. First, the church leaders whom they represent 

held the office in a consecutive order, which will lead to a more nuanced analysis of any 

developments in constructing their subjects‘ religious identity over a fairly short period of 

time.
51

 Petros, Ioannes, and Marianos were also responsible for the cathedral‘s 

comprehensive refurbishment, which entailed the replacement of a timber roof with a 

brick vaulting system, as well as a thorough repainting of the interior, preceded by 

applying a new coat of plaster. The renovation process probably lasted until the 

episcopacy of Marianos.
52

 We could therefore conceive of these three portraits as an 

inauguration of a new episcopal cycle. 

  

                                                           
51

 Two of those hierarchs, Petros and Marianos, are identified by accompanying inscriptions. Although the 

bishop from the apse is only partially preserved and lacks textual confirmation of his identity, other 

circumstantial evidence strongly suggests that it depicts Bishop Ioannes, which I will discuss below. 
52

 For a description of the cathedral‘s refurbishment during the episcopates of Petros, Ioannes, and 

Marianos, see Włodzimierz Godlewski, Pachoras: The Cathedrals of Aetios, Paulos and Petros; The 

Architecture (Warsaw: Warsaw University Press, 2006): 93-117. 
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2.3. Bishop Petros (972-999)
53

 

The Greek inscription accompanying the portrait of Bishop Petros (fig. 2.2.) 

names ―Abba Petros‖ ―bishop and metropolitan of Pakhoras.‖
54

 The same caption 

includes a formulaic phrase – πολλa; τα; ε[[τη] – which also appears in the image of Bishop 

Marianos.
55

 The combination of inscriptions, wishing Petros and Marianos many years of 

life, and the lack of haloes in their depictions, strongly suggests that these episcopal 

portraits were commissioned during the subjects‘ lifetime. Racial typology and 

morphological features of the Pachoras bishops, extrapolated from skeletal remains, 

indicate that artists distinguished between Nubian and Egyptian facial characteristics. We 

may surmise from this attention to individual physical traits that the portraits were 

commissioned during the sitters‘ lifetimes.
56

 The figure of Bishop Petros stands in front 

of Saint Peter, thus concealing most of the apostle‘s body. The painting‘s legend 

identifies Saint Peter, or Petros, as ―apostle‖ and ―martyr of the cross.‖
57

 Bishop Petros 

likely chose Saint Peter as his divine protector, because the hierarch was the apostle‘s 

namesake. 

This episcopal depiction formerly occupied the upper register of the baptistery‘s 

western wall (fig. 2.13.). The baptistery had two entrances, one from the south aisle, and 

the other leading into the southern side chapel (fig. 2.12.). In the middle of the 

baptistery‘s rectangular space, located in the southeastern corner of the church, 
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excavators discovered a baptismal font, which confirmed the room‘s function (fig. 

2.14.).
58

 Other images decorating the baptistery included King Georgios III with the 

Virgin Mary, Saint John the Baptist on the western wall (fig. 2.13.), an unidentified 

bishop with the Virgin Mary, another bishop with an archangel, and Saint Stephanos on 

the southern wall, and finally Christ Emmanuel flanked by the archangels Michael and 

Raphael on the eastern wall.
59

 

The inclusion of non-episcopal images and inscriptions in the baptistery, as well 

as the ritualistic function of this space, shed more light on the significance of the portrait 

of Bishop Petros. The room‘s eastern wall ended with a shallow niche bearing a depiction 

of Christ (fig. 2.15.). Likewise filling the niche, a series of names and dates was painted 

next to the son of god. The list‘s authors have recorded the names of the Pachoras 

bishops, as well as the chronology of their episcopates.
60

 Consequently, this text 

contributed to identifying the subjects of the images of church officials from the 

cathedral, as well as adding precise dates of their time in office. The list thus contributed 

to charting a temporal sequence of the other wall paintings from Pachoras, which in turn 

led to a systematized taxonomy of stylistic phases discernible in the cathedral‘s interior 

decoration. 

Aside from its historical value, the list testifies to the bishops‘ religious authority, 

particularly due to its close, and in my opinion meaningful juxtaposition to Christ. It is 

my belief that the document asserts the episcopal lineage, whose legacy ultimately 

derived from the son of god. By inscribing their names on the baptistery‘s eastern niche, 
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consecutive bishops expressed a brotherhood of ecclesiastical leaders residing in 

Pachoras, in which they recreated Christ‘s immediate family, composed of the apostles. 

This could then further explain the choice of Saint Peter as the protector of Bishop Petros, 

aside from the hierarch being the apostle‘s namesake. The inclusion of Christ‘s disciple 

and martyr of the cross, Petros, may have resulted from the bishop‘s desire to manifest 

his close affinity to Peter, which in turn legitimated his place in the episcopal lineage, 

reified by means of the list of bishops. Therefore, I conceive of this painted document as 

a genealogical tree of ecclesiastics from Pachoras. 

The baptistery‘s function also illuminates the significance of the portrait of 

Bishop Petros. Since early Christian times, the rite of baptism enacted a profound 

transformation associated with joining the Christian family. The ceremony revealed the 

initiate‘s ―symbolic death to the old life,‖ followed by her resurrection.
61

 While the ritual 

led principally to the neophyte‘s metamorphosis, it is my contention that the bishops 

performing it likewise underwent permutations of their religious identities.
62

 The 

depiction of Saint John the Baptist directly below the portrait of Bishop Petros with Saint 

Peter visually manifested the rite as the transfer of the holy spirit from John the Baptist to 

the bishop. Such an interpretation would be in line with John the Baptist‘s ―proclamation 

that the one who came after him would offer not baptism in water, but baptism with the 

Holy Spirit.‖
63

 The hierarchs‘ prerogative to enact the ceremony highlighted the fact that 

their spiritual authority derived from Christ. The baptistery‘s function and decoration thus 
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expressed the transformation of the bishops‘ identity, which highlighted their belonging 

to the family of Christ. Closely affiliated with the apostles, and reenacting the role of 

Saint John the Baptist, the hierarchs had the ability to bestow the holy spirit upon the 

initiates. The text of the list of bishops on the baptistery‘s eastern wall and the images of 

Bishop Petros and Saint John the Baptist encompassed both the person being baptized 

and the bishop baptizing her. By virtue of its location on the baptistery‘s western wall, 

the portrait of Bishop Petros conveyed the hierarch‘s instrumental spiritual authority to 

receive, bear, and transfer the holy spirit. 

 

2.4. Bishop Ioannes (997-1005)
64

 

While the portrait of a bishop from the apse lacks any inscription, convincing 

circumstantial evidence suggests that it represents Bishop Ioannes, who occupied the 

episcopal office of Pachoras at the turn of the eleventh century (fig. 2.16.). The image of 

a hierarch was added to the preexisting ninth-century apse decoration during the tenth-

century refurbishment of the cathedral, which provides a terminus post quem for this 

episcopal depiction. Iconographically the bishop from the apse resembles Bishop 

Marianos from the southern side chapel, particularly with regard to the selection of motifs 

decorating both of their liturgical vestments. Additionally, the tomb of Bishop Ioannes 

abutted the sanctuary‘s exterior (fig. 2.17.), which likely resulted from the ecclesiastical 

official‘s decision to bury himself in proximity to his portrait inside the cathedral.
65

 The 

upper portion of the apse was already missing when the excavators uncovered the site, so 
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we cannot analyze the full span of its visual program. Nonetheless, the painting with the 

frontal figures of Mary surrounded by six apostles on each side, dating from the ninth 

century, was still extant.
66

 Artists had made at least two major changes to the sanctuary‘s 

decoration by the end of the tenth or the beginning of the eleventh century; they inserted 

a Nubian king in front of Mary and Bishop Ioannes on the far right (fig. 2.18.).
67

 Their 

frontal poses mimic those of Mary and apostles. The addition of the bishop required 

erasing and repainting a disciple; otherwise, the hierarch would not have fitted in to the 

available space.
68

 

The inclusion of the portrait that I will now assume was of Bishop Ioannes, in the 

decoration of the cathedral‘s sanctuary, brings to mind similar compositions from 

monastic settings in Egypt. For example, the apse of the well-known room six from the 

monastery of Apa Apollo at Bawit features an elaborate painting divided into two 

horizontal registers (fig. 2.19.). The conch contains the ascension of Christ, whereas the 

painting in the lower band depicts the enthroned Virgin Mary holding the Christ child, 

surrounded by twelve standing apostles. Two monastic saints, represented in one line 

with the disciples, join the retinue of Christ. Their presence in the composition expresses 

the principal goal of the bios angelikos, or angelic life, ―to achieve salvation and 

everlasting life in Christ.‖
69

 Elizabeth S. Bolman has asserted that the use of paintings in 

Coptic monastic cells was meant to ―effect transformation‖ of monastics ―through 
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imitation.‖
70

 I believe that the apse decoration from the Pachoras cathedral exhibits 

metamorphic mechanisms, closely resembling those manifested in the Bawit 

composition. In particular, through the vehicle of his portrait, Bishop Ioannes assumed 

the role of the thirteenth apostle through the process of having himself shown with, and 

therefore imitating, Christ‘s disciples. 

Unique in the representation of Ioannes is the omophorion, decorated with 

rectangular busts of saints (fig. 2.16.). The two haloed figures depicted on this 

omophorion are holding closed codices, and they are also wearing liturgical stoles, albeit 

looped around the wearers‘ necks in a manner different to that represented in the 

episcopal portraits. While the omophoria of Bishops Petros, Ioannes, and Marianos have 

one end hanging in front and one in back, both ends of the scarves are hanging in front, in 

the bust representations. This fashion of wearing a liturgical stole remains consistent with 

the images of sainted bishops from the cathedral, such as that of Saint John Chrysostom, 

adorning the arched entryway into the southern side chapel (fig. 2.20.).
71

 Close visual 

comparanda to the omophorion of Bishop Ioannes include roundels decorating the 

garment of a standing figure from Deir al-Surian in Egypt (fig. 2.21.). This unusual 

costume from the Egyptian monastic church finds its counterpart in the image of 

Patriarch Dioscoros, depicted on the column located across the same monument‘s nave.
72

 

The roundels from Deir al-Surian show Christ, angels, and saints. Regardless of their 

shape, the Nubian and Egyptian painted busts most likely represent actual embroideries 

sewn on to liturgical vestments, as extant late Byzantine textiles suggest. One remarkable 
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example, closely resembling the omophorion of Bishop Ioannes from the cathedral of 

Pachoras, is from the Monastery of Saint John the Theologian and dates to the second 

half of the fourteenth century (fig. 2.22.). This epitrachelion is embroidered with four 

pairs of rectangular busts of the Virgin Mary, John the Baptist, the apostles Peter and 

Paul, and also the holy bishops Gregory the Theologian, Basil, John Chrysostom, and 

Nicholas.
73

 As Warren Woodfin has observed, ―The prevalence of sainted bishops [on the 

epitrachelion] suggests that Christ‘s court in heaven mirrors the earthly church.‖
74

 On the 

basis of these parallels, I interpret the unique omophorion of Bishop Ioannes, featuring 

busts of sainted bishops, as another vehicle for its wearer‘s transformation through 

imitation. While the overall composition of the surviving apse decoration from the 

Pachoras cathedral manifests the hierarch‘s metamorphosis into an apostle, the liturgical 

stole nuances this by marking his spiritual legacy as a follower of the early church 

fathers. 

The inclusion of the portrait of Ioannes in the apse testified to his successful 

imitation of sainted bishops and Christ‘s disciples. Furthermore, the symbolic meaning of 

the physical ascension of bishops into the synthronon – or bench for the clergy – imbued 

the hierarchs‘ priestly duties with spiritual authority (fig. 2.23.). Ritual, visual imagery, 

architectural space, and liturgical furniture combined to help construct the bishops‘ 

identities. Byzantine sources compared the celebrants‘ act of benediction, bestowed upon 

the congregation from the synthronon, to Christ‘s blessing of his disciples.
75

 Thus, the 
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mimesis of Christ completed the repertoire of the episcopal archetypes.
76

 Due to the 

addition of a Nubian king, embraced by the Virgin Mary, a remarkable axis of power 

emerged in the sanctuary of the cathedral of Pachoras. The placement of the episcopal 

throne crowning the stepped synthronon reinforced the relationship between the depicted 

king and the living, seated bishop.
77

 The image of the Virgin Mary protecting the ruler 

rose directly above the Pachoras bishops (fig. 2.24.). The hierarchs thus venerated not 

only Mary, but also the ruler inserted into the preexisting apse composition. In other 

words, the Virgin Mary and the Nubian king were shown overseeing and sanctioning the 

celebrant‘s actions conducted in the sanctuary. The combination of the pictorial depiction 

of the king and the physical attendance of the bishop along the sanctuary‘s axis asserted 

episcopal authority, and highlighted the unification of secular and religious power under 

divine law.
78

 Looming behind the celebrant, who reenacted Christ‘s ministry in the 

synthronon‘s symbolic space, and revealing the hierarch‘s successful imitation of sainted 

bishops and the apostles, the portrait of Ioannes exhibited the spiritual origins of the 

episcopal legacy. As such, it became intertwined in a visually complex analogy between 

the earthly and heavenly kingdoms. 
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2.5. Bishop Marianos (1005-1036)
79

 

The portrait of Bishop Marianos (figs. 2.3. and 2.4.) formerly occupied the eastern 

wall of the southern side chapel, which was partitioned off from the nave during the 

cathedral‘s refurbishment at the end of the tenth and the beginning of the eleventh 

century, and made into a side chapel (fig. 2.12.).
80

 The accompanying inscriptions 

identify the hierarch as ―Abba Marianos, Bishop of Pakhoras, orthodox and most pious,‖ 

as well as ―Son of Abba Ioannes.‖
81

 This remarkable episcopal representation exhibits the 

bishop‘s triple protection: the full-length figures of Jesus Christ and the Virgin Mary 

flank the centrally positioned ecclesiastic, and Mary additionally embraces the Christ 

child. Only a small portion of the crossed nimbus, the garment‘s bottom fringes, and 

shoes have survived from the monumental depiction of the adult Christ standing to 

Marianos‘ right (fig. 2.4.). Additionally, the adult Christ‘s hand rests on the hierarch‘s 

right shoulder. In contrast to the portrait of Petros (fig. 2.2.), for example, in which the 

hierarch‘s likeness is superimposed on the apostle‘s image, the artist juxtaposed the 

frontal pose of Marianos with the slightly turning pose of Mary‘s body. The painting‘s 

location further strengthens Mary‘s apparent motion towards her protégé, because part of 

her halo, face, and left shoulder occupy the curvature of the chapel‘s east wall surface. 

While Marianos remains physically static, Mary subtly turns and moves towards him. 

This juxtaposition of the motionless bishop with the holy figure in motion makes this 

image a striking episcopal portrait, without close parallels in Nubia or Byzantium. 
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However, Marianos is only ostensibly quiescent. Within the image‘s composition, 

the positions of the hands, the gestures they perform, as well as the objects which they 

hold, suggest a complex act of non-verbal communication between the bishop and his 

protectors. While clenching two fingers to secure a firm grasp on the encheirion, a 

handkerchief used by priests to cover their hands when handling the eucharistic bread, 

Marianos points the elongated index and middle fingers in the direction of the codex 

which he supports with the left forearm (fig. 2.25.). The extension of the imaginary line 

created by the hierarch‘s fingers leads our eyes to the Christ child and the Gospel book 

that he also holds. In turn, the Christ child points back towards Marianos with two 

fingers, and also towards the full-length figure of Christ, formerly depicted on the 

bishop‘s right-hand side (fig. 2.26.). Meanwhile, Mary echoes the Christ child‘s gesture 

by placing her right hand on the bishop‘s left shoulder. Finally, the full-length Christ, 

who probably also held the Gospel book, has placed his left hand on the bishop‘s right 

shoulder, thus visually completing the perpetual, tactile ring of communication between 

the four figures. Marianos, Mary, and the Christ child gaze upwards, which the artist 

suggested by painting their pupils close to the upper eyelids. While they do not make 

explicit eye contact with one another, they successfully communicate by means of their 

hand gestures and the shared attributes of the Gospel book and the encheirion. 

I find the composition of the portrait of Bishop Marianos the most remarkable of 

the episcopal paintings at Pachoras. His triple protection by Christ, the Virgin Mary, and 

the Christ child departs from other, both earlier and later, depictions of hierarchs from the 

church. The image of Marianos thus demonstrates an extraordinary variation on the 

theme of the divine protection bestowed upon the church leaders. What possible models 
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may have inspired the extraordinary spatial arrangement with holy figures subtly turning 

towards the unhaloed ecclesiastic whom they flank and touch? I offer one hypothesis. It 

is my belief that a Deesis or Deesis-like scene may have provided a distant prototype for 

the remarkable triple protection with Bishop Marianos in the center. Typically, Deesis 

iconography consists of the Virgin Mary and John the Baptist standing on either side of 

Christ whom they entreat on behalf of the faithful. Rather than playing the role of one of 

the intercessors in the traditional Deesis scene, Marianos became the composition‘s focal 

point. In his portrait, therefore, the traditional placement of the Deesis participants has 

been reversed. While the Virgin Mary entreats Christ in Deesis scenes, the insertion of 

two figures of Christ next to the bishop, who has assumed Christ‘s place, is unique. If in 

fact based on the Deesis scene, however, the portrait of Bishop Marianos did not 

completely retain the message of entreating god on the supplicant‘s behalf, for neither the 

Virgin Mary nor the Christ child perform the gesture of intercession by raising their 

hands. In that sense, the unhaloed hierarch does not assume Christ‘s supremacy as a 

manifestation of the divine logos, although he does take over Christ‘s position in the 

traditional Deesis representations. Anthony Cutler has asserted that ―it can no longer be 

doubted that between the ninth and the twelfth centuries the Deēsis assumed forms that 

cannot be accommodated within its conventional definitions.‖
82

 If that was the case in 

Byzantium, then it is possible that ―the canonical trimorphon‖ might have been taken to 

an extreme in regions outside of Byzantium‘s political orbit, as demonstrated by the 

portrait of Bishop Marianos.
83
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Admittedly, the hypothesis of a Deesis-like scene being a distant model for the 

unusual composition of the portrait of Bishop Marianos may seem far-fetched. 

Nonetheless, the afore-mentioned epitrachelion from the Monastery of Saint John the 

Theologian on Patmos, Greece, provides an analogy to such a spatial dynamic in a 

different medium (fig. 2.22.). The Patmos epitrachelion exemplifies a group of 

fourteenth- and fifteenth- century liturgical stoles with the Great Deesis scene.
84

 

Embroidered on the neck of the epitrachelion, Christ is flanked by two rows of busts 

adorning the two ends of the stole hanging down the wearer‘s body. Remarkably, the 

image of Christ was not visible when the priest faced the congregation with the 

epitrachelion looped around his neck.
85

 This allowed the ecclesiastic‘s head, framed by 

the epitrachelion‘s strips, to ―stand in‖ for the image of Christ. The wearer thus became 

the central figure of the Great Deesis composition. Because the image of Christ has been 

embroidered on its neck, the Patmos epitrachelion concretizes an extraordinary image of 

the Virgin Mary and Saint John addressing the stole‘s wearer, who was both Christ and 

the priest wearing the textile. It is possible that the portrait of Bishop Marianos was part 

of the same visual tradition. 

The southern side chapel was almost certainly a commemorative chapel designed 

by and for Bishop Marianos (fig. 2.27.). An altar adjoined the eastern wall, directly below 

                                                                                                                                                                             
Cutler, ―Under the Sign of the Deēsis,‖ 152. Cutler has postulated that formal limitations did not govern 

depictions of the Deesis scenes, allowing for a variety of configurations. In Cutler‘s words, ―Byzantine 

artists enjoyed no such restriction, creating a large number of Deēsis-like compositions without feeling 

harried by rigidly defined rules of content.‖ This iconographic variety precludes a fixed meaning of the 

Deesis, and scholars have maintained that ―the group normally called the Deesis is to be understood as a 

special section of the celestial hierarchy witnessing to the divinity of the Logos,‖ at the expense of the 

traditional intercession (παράτλησις) interpretation. Similarly, although most of the extant representations 

of the Deesis feature Saint John the Forerunner and the Virgin Mary as the interceding figures, bishops 

occasionally occupy their place. Finally, ―the likelihood of appeals being made to any member of the 

heavenly host whose images were approved for veneration by the Church‖ allows for the possibility of 

depicting someone else than Christ in the center. Cutler, ―Under the Sign of the Deēsis,‖ 146-147, 152. 
84 Woodfin, ―Liturgical Textiles,‖ 308-309. 
85

 The image of Christ is also not visible in the photograph of the epitrachelion (fig. 2.22.). 



34 
 

 
 

the episcopal portrait, and there was a funerary chamber below the floor that was empty 

at the time of its excavation.
86

 The image of Marianos formerly adorned the eastern wall 

of the cathedral‘s southern room, where the beholders could also find depictions of Saint 

John Chrysostom, Saint Psate, Saint Melas, and a cross as the tree of life with the four 

incorporeal beings (fig. 2.28.). During his episcopacy, Bishop Marianos commissioned a 

group of paintings representing late antique Egyptian saints, Psate, Kau, Melas, Aaron, 

and Onophrios.
87

 It is my contention that Marianos, whose olive skin suggests his 

Egyptian descent, added these anchoritic depictions to evoke a holy retinue he had 

brought with him from Egypt upon his succession of the episcopal throne of Pachoras. 

The anchorite Melas was located next to the adult Christ standing to the right of 

Marianos. Below and to the right of Melas, a tree with fruits and a small image of a 

person surrounded by flames was painted on the eastern wall of the southern side chapel 

(fig. 2.29.). A container is suspended from the tree. This image most likely shows the rich 

man from the Gospel of Luke, known in the Coptic tradition as Nineve, tormented by 

flames and begging for a drop of water.
88

 In a later painting in the church of St. Antony at 

the Red Sea, the image of Nineve belongs to the depiction of three patriarchs: Jacob, 

Isaac, Abraham. Enthroned in the Paradise, the three elders hold miniature people in their 

laps, or ―bosoms.‖
89

 The extant paintings from the southern side chapel have not revealed 

the image of the three patriarchs, of which the person in flames may have been part, but 

the phrase ―in the bosom of Abraham and Isaac and Abraham‖ became integrated in the 
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text of the epitaphs engraved on the episcopal steles from Pachoras.
90

 These steles were 

located in the bishops‘ tomb. The same phrase was also popular in funerary contexts in 

Egypt, where it was included to ―commemorate the dead.‖
91

 The figure of Nineve from 

the church of St. Antony, due to its exclusion from the Paradise, indicated by its location 

outside the frame containing the patriarchs embracing the saved faithful, functions as ―the 

small visual reminder that not everyone succeeds in attaining‖ the goal of salvation.
92

 The 

image of Nineve from Pachoras was located above the door leading into the baptistery, 

and the tree may have originally belonged to the scene of Abraham, Isaac, and Jacob in 

Paradise. 

The southern side chapel‘s painted program guides the visitors entering the 

commemorative chapel of Bishop Marianos, both physically and spiritually. Perhaps the 

catechumens entered the baptistery through the chapel. Once they passed below the arch 

spanning the entryway from the nave, they faced the room‘s southern wall, which 

featured a monumental cross with the four incorporeal beings and a bust of Christ at the 

intersection of its arms. In monastic settings from Egypt, the figures of man, ox or calf, 

eagle, and lion surrounding Christ are ―in a state of constant prayer,‖ and they visually 

manifest ceaseless prayer as one way to achieve salvation.
93

 The faithful faced the cross 

immediately upon their entry to the southern side chapel, where the cross may have 

functioned as ―a focusing device,‖ enabling the visitors to learn to see and imitate 

Christ.
94

 As the visitors turned left, they witnessed Bishop Marianos represented not only 
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seeing, but also physically interacting with god. Finally, Nineve above the door leading to 

the baptistery provided the final incentive to follow the path of salvation, attained through 

baptism. 

 

2.6. The Pachoras Bishops‘ Tripartite Authority 

Through the vehicle of their monumental portraits, commissioned for inclusion in 

the sacred space of the city‘s cathedral, the hierarchs elevated the status of their 

ecclesiastical office, as well as their role as the intercessors between the congregation and 

the divine. It is my belief that the portraits of Bishops Petros, Ioannes, and Marianos 

express different facets of episcopal authority, comprising spiritual, ascetic, and 

pragmatic components. Claudia Rapp has traced the crystallization of these three facets 

of religious leadership to late antiquity.
95

 Her sources are textual, but I believe that the 

images at Pachoras map out the same components using primarily visual tools. The 

bishops‘ spiritual authority means that ―its bearer has received the pneuma, the Spirit 

from God.‖
96

 Bishop Petros depicted himself in the company of Saint Peter and Saint 

John the Baptist to establish his stature as a pneumatophoros, or spirit-bearer.
97

 By 

expressing his close affinity to Christ‘s disciples and by reenacting the rite of baptism, 

inaugurated by John the Baptist, Bishop Petros joined the immediate family of Christ. 

Accordingly his image appears facing the list of bishops, a genealogical tree of hierarchs 

from Pachoras tracing their episcopal lineage to Christ. The portrait of Bishop Petros thus 
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manifests the hierarch‘s identity as a pneumatophoros and a member of the retinue of 

Christ. It also exhibits the ecclesiastic‘s spiritual authority to transfer the holy spirit on to 

the catechumens during the rite of baptism. 

The portrait of Bishop Marianos, on the other hand, brings the hierarch‘s ascetic 

authority to the foreground. Rapp has explained that this facet of episcopal legacy ―is 

achieved by subduing the body and by practicing virtuous behavior.‖
98

 Marianos depicted 

himself in the company of Christ, the Virgin Mary, and the anchorite Melas. His 

representation highlights the ability to see and actually interact with god. The corporeal 

body of Marianos dissolves under several layers of liturgical vestments. I will treat the 

subject of the bishops‘ bodies and their dematerialization in the following chapter. This 

eleventh-century hierarch modeled his virtuous behavior after Melas and other holy men 

from his retinue of saints whose representations he introduced in the cathedral. His 

physicality disintegrated, and his conduct worthy of late antique saints, Marianos 

presented himself as an exemplum of the proper ways to achieve salvation. Surrounded 

by the cross with the four incorporeal beings, his ascetic authority promises that ceaseless 

prayer will help the faithful see god. 

Finally, pragmatic authority ―arises from the actions of the individual, but in 

distinction from ascetic authority, these actions are directed not toward the shaping of the 

self, but to the benefit of others.‖
99

 I interpret the portrait of Bishop Ioannes as a superior 

example of this facet of episcopal legacy. The hierarch‘s physical attendance in the 

sanctuary, when he performed his priestly duties, mimicked the pictorial presence of 

Ioannes in the apse, who has joined the family of apostles there in veneration of the 
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Virgin Mary. But, rather than holding the Christ child, the Virgin Mary embraces a 

Nubian king, who was allowed to celebrate the liturgy there, as well. The image 

emerging from the apse decoration suggests the unification of secular and religious power 

under divine law. Intertwined in the sanctuary‘s larger painted program, the portrait of 

Bishop Ioannes epitomized the hierarchs‘ pragmatic authority to rule in Pachoras on 

behalf of god, who sanctioned their episcopal legacy. The ecclesiastics and royal 

dignitaries join in their reenactment of the heavenly kingdom, and the image of Ioannes 

participates in mapping this message visually in the most sacred part of the cathedral. 

Although I have pinpointed spiritual, ascetic, and pragmatic authority in the 

portraits of Bishops Petros, Marianos, and Ioannes, respectively, I do not mean to suggest 

that each image was limited to only one component of episcopal legacy. Rather, all three 

facets of late antique church leadership coexisted in these representations, although one 

type of authority crystallizes more readily than the other two based on the depiction‘s 

location and relationships to other paintings. At any rate, it is my belief that the concept 

of late antique episcopal authority continued into the medieval period, and contributed to 

constructing a coherent program in the cathedral‘s southeastern area. While it holds true 

that the Pachoras church lacked the same well-defined organizational patterns as Middle 

Byzantine religious spaces display, the paintings‘ apparent dissociated arrangement 

becomes more coherent when viewed through the lens of the episcopal representations 

and identity construction. The portraits of bishops were in a perpetual dialogue with other 

images, making the architectural space a dynamic place of interaction between the 

images and beholders, who participated in the liturgy, baptism, and commemorative rites 

in the southern side chapel. The episcopal portraits, manifesting their subjects‘ spiritual, 
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ascetic, and pragmatic authority, thus provided one unifying factor for the painted 

program of three spatial units in the Pachoras cathedral. 
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CHAPTER 3 

 

EPISCOPAL IDENTITY AND THE BODY IN A STATE OF PERPETUAL 

LIMINALITY 

 

3.1. Between Matter and Divinity 

 

The bishops‘ juxtapositions to their protectors constitute the most remarkable 

aspect of the episcopal paintings from the cathedral of Pachoras. Surrounded by saints 

and royal dignitaries, the unhaloed hierarchs experience physical contact with holy 

figures. Christ, the Virgin Mary, and Saint Peter gesture towards their protégés, and they 

also place elongated fingers on the ecclesiastics‘ shoulders. The closest visual parallels 

for such iconography include a sixth- or seventh-century wooden panel of Christ with 

Apa Mena, from Bawit in Egypt (fig. 3.1.), a Carolingian mosaic from Santa Maria in 

Domnica in Rome (fig. 3.2.), and a tenth-century Byzantine ivory showing an imperial 

couple blessed by the son of god (fig. 3.3.). In the icon, however, Apa Mena has a halo, 

suggesting that he is deceased, and a saint. Likewise, Pope Paschal I (817-824), depicted 

in the Carolingian mosaic kneeling at the Virgin‘s feet, and holding one of them in his 

hands, wears a halo, albeit a square one. Romanos II and Eudokia, whose heads are 

topped by crowns and haloes, stand in three-quarter poses as they entreat Christ with their 

hands raised in the gesture requesting intercession. Although the ivory‘s Deesis-like 

composition resembles that of the image of Bishop Marianos, the Nubian artist has not 

only relegated Christ to the sides, giving Marianos the central position, but has also 

suggested a slight turn of the Virgin Mary‘s body, which demonstrates her interaction 

with the hierarch. 

None of these examples supply unequivocal comparisons with the exceptional 

images of the ecclesiastics from Pachoras. The tactile relationship between the church 
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officials and the divine questions our assumptions about the appropriateness of the 

iconography, for such a palpable and, one might even argue, audacious connection 

between the unhaloed and haloed figures proves completely unprecedented in late antique 

and Byzantine art. It is my contention that this physical contact testifies to multivalent 

identities displayed by the Nubian hierarchs, who float above the beholders‘ heads and 

remain suspended between matter and divinity. One particularly wonders if the sole 

purpose of these representations was to claim unrestricted access to god, or if more subtle 

theological ideas were involved. 

Although fragmentary, Nubian textual evidence provides some initial elucidations 

of the unique depictions of Nubian church leaders. Fourteenth-century scrolls from 

Lower Nubia contain a written testimony of the ordination and enthronement of 

Timotheos by Gabriel, patriarch of Alexandria. The documents, signed by four bishops, 

who acted as witnesses, were found underneath the body of Bishop Timotheos at his 

burial site in Qasr Ibrim, Lower Nubia (fig. 3.4.). As the text of the scrolls asserts, the 

Patriarch Gabriel executed divine will by electing Timotheos to be the new bishop of 

Pachoras and Qasr Ibrim, because Timotheos had already been chosen by god. Gabriel 

explicitly stated in the scrolls that god ―willed to summon for you [the inhabitants of 

Pachoras] a bishop in the place of Abba Athanasios your father.‖
100

 Since the hierarch 

was chosen by god, Bishop Timotheos‘s ordination in Cairo and enthronement in the 

church of Saint Victor in the Naqada monasteries was in fact an enactment of the divine 

proclamation. Timotheos was elected by god, like his predecessors, which the physical 

juxtapositions with holy figures express visually. Marianos‘s depiction displays triple 

protection, and the hierarch stands in the center. This Deesis-like spatial arrangement 
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deviates from the norm established by earlier bishops, depicted in front of the saints 

whom they present to the congregation. The clothing participates in the expressiveness of 

the images, as explained below. 

 

3.2. ―The Garments of Priesthood‖ 

The uniform depictions of liturgical vestments, although diversified by means of 

various patterns and a rich palette, provide the most readily recognizable elements of all 

episcopal portraits, including those of sainted bishops, commissioned for the cathedral of 

Pachoras. Karel Innemée has noted parallels between Nubian and Byzantine 

ecclesiastical garments.
101

 Those correspondences enhance our understanding of Nubian 

depictions of episcopal dress, which belonged to a widespread interpretive discourse 

about textiles in late antiquity and the medieval period, encompassing not only costume 

but also its relationship to the wearer‘s body and construction of identity. My analysis of 

Nubian liturgical garb, depicted in the images of bishops from Pachoras, and its role in 

shaping the hierarchs‘ identities, as well as transforming their bodies, will therefore 

transcend, with discretion, geographic and chronological boundaries. It is my contention 

that representations of ecclesiastical vestments from the cathedral of Pachoras should be 

analyzed in a broad cross-cultural context, without disregarding the fact that they were 

created at a fixed time and in a specific location.
102

 

At least one text found in Nubia affirms the notion that symbolic qualities were 

ascribed to the Nubian episcopal dress. The afore-mentioned scrolls of Bishop Timotheos 
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illuminate the power of liturgical vestments to change the identity of ecclesiastics. The 

scrolls attest to the conferral of ―the garments of priesthood‖ during the ceremonial 

ordination of Nubian bishops.
103

 As a result of this ritual, the newly consecrated hierarch 

emerged as a transformed person. The Patriarch Gabriel asserted this metamorphosis in 

the text of the scrolls, ―We have sent him [Timotheos] to you after he has been changed, 

and has become even as a new man, full of all spiritual grace through the gift which he 

has received.‖
104

 

The Nubian episcopal garb transmitted the authority of the Old Testament high 

priesthood onto the newly ordained high-ranking church officials, whose identities 

underwent transformations. The bishops from Pachoras incorporated sacred history into 

their concept of priestly duties, by drawing parallels between themselves and the high 

priest Aaron. An image of a priest swinging an incense burner, identified as Aaron, 

decorated the west wall of the cathedral‘s northeastern side room (prothesis) (fig. 3.5.).
105

 

The Patriarch Gabriel also made a reference to this analogy in the ordination documents 

of Bishop Timotheos, ―For the Lord has summoned him as a priest over them, just as the 

Apostle says, ‗And no one is to receive this honour (to him) of his own self, but God has 

summoned him like Aaron.‖
106

 Furthermore, Innemée has argued that the representations 

of small bells attached to the bottom hem of the epitrachelion allude to the Old 

Testament priestly costume.
 107 

A row of painted bells adorns the epitrachelion in the 

images of bishops from Pachoras (fig. 2.7.). An elongated liturgical scarf looped around 

the bishops‘ necks, the epitrachelion hangs down to the ground, its lower hem 
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corresponding to the level of the bottom fringes of the sticharion and the omophorion. 

The phelonion conceals the upper part of this stole, but elaborate ornaments are clearly 

discernible in the paintings from Pachoras. The decorative motifs consist of alternating 

rectangles and roundels which may represent embroideries sewn on to the actual 

epitrachelia. A closer analysis of the epitrachelion and omophorion, consistently 

depicted in the images of bishops of Pachoras, will elucidate the conferral of the 

garments of priesthood as a rite of passage leading to manifold transmutations of the 

episcopal identities. 

 

3.3. Emulating Christ – Bishops as the Apostles 

 As high priests, bishops reenacted the duties of Christ‘s ministry, which 

Byzantine liturgical textiles indicate. For example, embroidery of a fourteenth-century 

epitrachelion of Peter the Skeuophylax from the Monastery of the Great Lavra, Mount 

Athos, Greece, highlights the role of Christ as the high priest. It depicts the son of god 

wearing the omophorion, a liturgical stole used only by high-ranking church officials.
108

 

Other elements of the Nubian episcopal costume draw explicit connections between its 

wearers and Christ. The aural dimension of the epitrachelion‘s bells, for example, evoked 

god‘s presence. Clement of Alexandria (c.150-215) ascribed to the bells the function of 

announcing the epiphany of the savior.
109

 Every appearance of the bishop in the 

sanctuary, proclaimed by the sound of the bells, reified a concept of Christ‘s follower 

residing in Pachoras. Additionally, pseudo-Germanos I claimed that the epitrachelion 
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―represents the cloth on Christ‘s neck by which he was dragged to his Passion.‖
110

 These 

explanations of the episcopal epitrachelion and its bells emphasize the connection 

between the garment‘s wearer and Christ – an analogy also evident in the omophorion‘s 

symbolism. Elaborately adorned with rectangles, roundels, rosettes, and crosses, the 

omophorion loops around its wearers‘ shoulders with one end suspended in front and one 

in back; it displays the same or similar motifs as those adorning the epitrachelion, with 

only the narrow strips of the scapular and sticharion separating the lower parts of the 

omophorion and the epitrachelion. Isidore of Pelousion prescribed that the omophorion 

―must be made of wool, not linen, since it represented fleece of the lost sheep that Christ 

the Good Shepherd raised on his shoulders to carry back home.‖
111

 The omophorion thus 

signifies a relationship between the depicted bishops and Christ; in wearing it, the 

hierarchs assumed Christ‘s role as the Good Shepherd. 

Infused with spiritual symbolism, Nubian depictions of liturgical vestments define 

the hierarchs‘ identity as high priests, of whom Christ was the supreme minister. Vested 

in the garments of priesthood in the episcopal paintings from Pachoras, the Nubian 

bishops display their affiliation with Christ; their depictions suggest that they reenact and 

emulate Christ‘s priestly duties, and through that act of mimesis they become Christ. This 

point is made explicit, for all Christians who take communion, in the Gospel according to 

John: ―He who eats my flesh and drinks my blood has eternal life, and I will raise him up 

at the last day. … He who eats my flesh and drinks my blood abides in me and I in 
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him.‖
112

 The bishops use additional tools to position themselves in a hierarchically 

superior position to their congregation. The scrolls of Bishop Timotheos, an attestation of 

the hierarchs‘ adoption of Christ‘s role, present Timotheos in superlatives worthy of 

Christ‘s followers. The series of epithets used to describe the newly ordained bishop 

includes: 

the beloved brother, the pious Christ-loving, good mild man, who is 

humble in consoling, who possesses the heart which is free of wickedness, 

who possesses the spirit which is contrite, the one who fears God, and who 

walks in those things which please Him and who devotes himself to his 

appointment, who is full of the law and edification and tradition, the 

Orthodox Christ-loving priest, who possesses the life worthy to be 

praised.
113

 

 

The encheirion cloths, depicted only in the images of bishops and Queen Martha 

(fig. 3.6.) out of the entire corpus of the wall paintings from the cathedral of Pachoras, 

conflate the notions of bishops as high priests and Christ. Painted predominantly in white, 

with the addition of narrow horizontal bands in brown and green, as well as small circular 

motifs, they take the shape of two strips, oriented diagonally and slightly tapering as they 

meet the ecclesiastics‘ right hands. Gołgowski has traced the origins of the encheirion to 

the mappa, a handkerchief which ancient Romans used to wipe their hands when dining, 

and which had a ritual function at the games. In a Christian context, priests wiped and 

covered their hands with the cloth during the liturgy, when they handled the eucharistic 

bread.
114

 Material evidence of textiles suggests that handling this loaf, which became 

Christ‘s flesh, adhered to a priestly decorum prescribing an indirect contact with it, which 

becomes evident in a twelfth-century pair of the Little Aeres, housed in the treasury of 

the Halberstadt Cathedral, Germany. The embroideries of these chalice and paten veils 
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(poterokalymma and diskokalymma, respectively) show the communion of the apostles, 

thereby ―revealing in pictorial form the inner meaning of the object hidden by the 

cloth.‖
115

 This decoration expresses ―the theological idea that the real ministrant in the 

Eucharist is Christ himself, who consecrates the bread and wine covered by the veils.‖
116

 

The encheirion signals the existence of the enfleshed logos, by functioning as an 

intermediary between the priest holding the bread and the bread itself. In the portrait of 

Marianos, the bishop points with his right hand, in which he is holding the cloth, to the 

closed codices and to the Christ child. Because both Marianos and the Virgin Mary hold 

the encheirion, and Mary also supports the Christ child, it is my belief that Bishop 

Marianos is depicted here embracing a symbol of the enfleshed logos, thereby 

mimetically repeating Mary‘s action. Therefore, I interpret the encheirion‘s function as a 

visual sign of the logos. As Mary carries the flesh of Christ as a child, the bishop holds it 

as the eucharistic bread. 

Nubian episcopal dress also expresses an analogy between bishops and apostles, 

ultimately leading back to Christ, which was a familiar motif in Byzantium. One more 

interpretation of the epitrachelion‘s bells, that offered by Justin Martyr (c.100-165), 

stressed the connection between the bells and Christ‘s disciples, since ―hanging the 

twelve bells on the cloak of the high priest symbolized the twelve apostles.‖
117

 

Furthermore, the prayer uttered during the imposition of hands, the invocation of the holy 

spirit, emphasized the episcopal lineage connected to Christ through the apostles, 

And now pour forth that Power which is from Thee, of ‗the princely 

Spirit‘ which Thou didst deliver to Thy Beloved Child Jesus Christ, which 

he bestowed on Thy holy Apostles who established the Church which 
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hallows Thee in every place to the endless glory and praise of Thy 

Name.
118

 

 

Each bishop is therefore ―a successor of the apostles and partakes of the same Spirit as 

they had.‖
119

 The stability and unbroken continuation of the bishop‘s legacy rest on the 

transmission of the holy spirit and the bishops‘ ability to preserve their brothership with 

the apostles. Members of that episcopal lineage held a share in the power of the logos. 

Effecting the episcopal transformation into Christ and the apostles, the liturgical 

vestments testify to the bishops‘ impressive pedigree and uninterrupted legacy. Both the 

garments of priesthood and the laying on of hands legitimate their place in the 

ecclesiastical patrilineage, with its origins reaching as far back as the times of Moses.
120

 

As Virginia Burrus has observed, the bishop‘s patrilineage brings about ―continuity, 

exemplified in the succession of bishops who faithfully preserve and transmit the seed of 

apostolic doctrine.‖
121

 The list of bishops, painted on the baptistery‘s eastern wall (fig. 

2.15.), which functioned as a genealogical tree expressing and asserting the hierarchs‘ 

continuous legacy, was one way to express the hierarchs‘ patrilineage. 
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3.4. The ―Antifamilial‖ Family of Bishops 

The genealogical list of the bishops from the south room of the Pachoras cathedral 

designated Bishop Chael II as ―the spiritual son‖ of Bishop II Ioseph Timekleos. In 

deploying this familial discourse to describe their episcopal lineage, the hierarchs 

suggested that they belong to one family, which had no biological basis. Rebecca 

Krawiec has observed that ―Christianity seems to be ‗antifamilial‘ insofar as it was 

‗antiflesh.‘‖
122

 ―Ascetic Christians,‖ Krawiec proceeded to say, ―did not argue against 

family per se, but for a hierarchy of the spiritual family – the Christian community – over 

its fleshly counterpart – the biological family.‖
123

 

I find it useful to conceive of the genealogy of bishops as an ―antifamilial‖ family. 

There exists much evidence testifying to ascetic authority of the bishops from Pachoras. 

It has been suggested that the bishops from Pachoras are depicted wearing a head 

covering which resembles the monastic headdress worn by Egyptian monks following the 

Pachomian order.
124

 Other evidence supports the hypothesis that the Nubian hierarchs 

maintained strong relationships with monastic communities. The image of an archbishop 

adorns the walls of the monastery on kom H in Old Dongola, the capital city of the two 

Lower Nubian kingdoms (fig. 3.7.).
125

 The inscriptions identifying the bishops of 

Pachoras include the title ―abba,‖ or father, which precedes the hierarchs‘ names, and 

which is drawn from the monastic sphere.
126

 The scrolls of Bishop Timotheos state that 
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the newly consecrated hierarch was a hegumenos prior to becoming a bishop.
127

 The 

bishops of Pachoras visited the nearby anchorite‘s grotto, where they signed their 

names.
128

 

The above evidence indicates that ascetic authority was a significant facet of the 

Nubian bishops‘ identity. In maintaining relationships with monastic communities, and 

also retaining monastic accoutrements in their dress, the bishops emulated early church 

fathers. Athanasios of Alexandria, for instance, stressed ―the transfer of authority from 

monk to bishop,‖ realized by Antony‘s bestowing of ―his monastic garments – two 

sheepskins, a ‗garment for lying on,‘ and a hairshirt – to Athanasios and Serapion.‖
 129

 

Krawiec has noted that this transfer of authority was possible ―because of the symbolic 

link between Antony‘s garments and Elijah‘s.‖
130

 Elijah‘s animal skin mantle represented 

the Hebrew prophet‘s ―divinely-approved authority,‖ and therefore became the attire of 

choice for male monastics.
131

 Following this model, I find it useful to conceive of the 

vestments of priesthood as expressions of the bishops‘ identity as members of the 

episcopal family, in which the ecclesiastical dress closely resembled the potency of the 

monastic ―garments of salvation.‖
132

 By symbolizing the hierarchs‘ transformation into 

Christ and the apostles, the liturgical garb concretized the transfer of authority from god. 

The Patriarch Gabriel referred to this transmission of episcopal lineage by declaring that 
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those who obey bishops ultimately submit to Christ, ―He who heeds him, me he heeds; 

and he who heeds me, Christ he heeds.‖
133

 

As symbols of the bishops‘ familial ties, the uniform depictions of liturgical 

vestments, notwithstanding their diversified decorative patterns, ―insulate group members 

from outsiders, while bonding the members to each other.‖
134

 Because the Nubian 

ecclesiastical garb evokes its wearers‘ enduring commitment to emulate and indeed to 

become Christ, it endows the hierarchs‘ bodies with spiritual authority. As such, it 

constitutes one facet of the category of ―dress,‖ as defined by Linda B. Arthur. ―In the 

most global sense‖ it ―refer[s] to all of the ways the body is used in the expression of 

identity.‖
135

 In the paintings of bishops from Pachoras, the liturgical vestments and the 

episcopal body which they thoroughly cover become unified. Furthermore, the term 

―dress‖ encompasses both somatic characteristics of the individual ecclesiastics, as well 

as their relationships with the holy figures protecting them. These paintings demonstrate 

that the Pachoras bishops draw on the power of the liturgical garments to connect priestly 

duties with Christ‘s ministry. The garments of priesthood transform the bishops‘ bodies 

which consequently look and act like priests. In these depictions, they contribute to a 

non-verbal communication of the hierarchs‘ spiritual authority. As such, they are not 

static, self-contained, self-referential objects; rather, they exist in a complex system of 

communication with other accoutrements of the episcopal dress, understood in Arthur‘s 

global sense. 
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The cross constitutes one such accoutrement in the images of bishops from 

Pachoras. The artist represented the hierarchs‘ mouths in the shape of the Greek letter chi 

which could stand for the first letter of Christ‘s name or for the cross, or both.
136

 The 

hierarchs depicted themselves shaping parts of their bodies into crosses, which reveals 

their physical union, or oneness, with Christ. The seventh-century monk Dadisho, who 

wrote the Syriac Treatise on Solitude and Prayer, may have explained the reason for the 

depiction of the hierarchs‘ mouths in the shape of the cross. He encouraged his praying 

reader to follow this advice: 

Then kiss our Lord on His Cross, twice on the nails of His left foot, and 

say at each kiss: ‗Let me be healed with Thy wounds,‘ until your heart is 

stirred and burns in His love… Stand therefore, you also, with alertness 

and zest; make the sign of the Cross on your mouth with the crucifix.
137

 

 

The bishops from Pachoras – frontal and rigid, with eyes wide open – stand with 

―alertness and zest,‖ their mouths shaping a cross, and their clothing covered with 

crosses. Prior to Dadisho, Justin Martyr observed that 

the cross is embedded in our body, in the connection between brow and 

nose even – and the cross worn on that body is, in an important sense, a 

recapitulation of that body, a presentation of its spiritual essence.
138

 

 

The bishops from Pachoras depicted themselves with their lips transformed into 

the cross, expressing and thereby participating in the logos. Furthermore, through 

wearing the ecclesiastical garb which displays multiple crosses, especially on the 
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omophorion, the bishop‘s body and cross become unified. The cross motifs amplify 

spiritual power embedded in the episcopal dress. In the images of bishops from Pachoras, 

the liturgical vestments define the subjects‘ status as hierarchs by concealing their 

corporeal bodies, with the exception of their hands and faces. While the artists repeated 

basic elements of the ecclesiastical garb, they individualized facial characteristics of the 

bishops. 

 

3.5. The Episcopal Body – The Crucible of Late Antique Manhood 

The episcopal vestments of priesthood, owing to their power to transform the 

bishops‘ bodies into Christ, function similarly to the monastic garments of salvation 

endowing their wearers with a liminal status between matter and divinity. As Krawiec 

asserted, monastic dress expressed ―the paradox between transcendent perfection and 

material imperfection in the monastic life.‖
139

 Monastics were ―like angels, yet human, 

they were to be beautiful as a result of their vocation, yet drab in dress; they were 

authoritative, yet humble; they were both male and female, and for the latter, they were 

both holy, yet women.‖
140

 As conveyed by these paradoxes, a monastic ―held a liminal 

status, both still human and of the world, yet separate and alienated from it.‖
141

 Similarly, 

the episcopal portraits of Pachoras place their subjects at the intersection of the signs of 

the enfleshed logos – such as the closed codices, the encheirion, and also the images of 

Christ – and the hierarchs‘ reduced physicality. The multicolored renderings of bishops 

and their divine protectors, painted against a white background, reinforced the role of the 

hierarchs‘ intercession between the earthly and the divine. Lacking any physical setting 
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other than the plaster‘s striking whiteness, or a ground line on which they could securely 

place themselves, they resembled icons of irregular shapes hung on the wall. 

―Hung,‖ then, on the cathedral‘s walls like monumental icons, the images of 

bishops constantly reminded the congregation about the special role Nubia played in the 

divine scheme of things. The episcopal images from Pachoras represent their subjects‘ 

physicality dematerialized, which is reinforced by the flatness of the style, in contrast to 

an illusionistic style conveying the impression of corporeality. The images of hierarchs 

needed to convey the ability of their subjects to transcend their corporeality. Therefore, 

the artists who painted the bishops of Pachoras deemphasized the subjects‘ physicality by 

concealing it thoroughly under several layers of garments. Embedded in the constructed 

episcopal dress, the de-emphasis of the bishops‘ corporeality suggests their transcendence 

of materiality, which allows the physical contact with the logos, manifested in the 

representations. This mode of depiction brings to the foreground the bishops‘ manhood, a 

prerequisite to their participation in the patrilinear apostolic tradition, which connects 

their office with Christ and the apostles. The tactile contact between the hierarchs and the 

saints who rest their hands on the ecclesiastical bodies, prominently featured in these 

representations, demonstrates that the ecclesiastics stand (or float), successful in 

dematerializing their bodies to interact with the divine. The ecclesiastical garb, which 

―covers up … the shifty materiality‖ of its wearers, conceals and therefore almost 

eliminates the episcopal body‘s physicality.
 142

 The dematerialized body becomes the 

crucible of late antique manhood, whose ―achievement (…) lies in creating the illusion of 
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a subject who floats birdlike above the earth, ‗ever and ever again return[ing] to plant his 

foot‘ upon the ground of his corporality ‗in order to spring farther, leap higher.‖
143

 

Predicated on its partaking of the holy spirit, inherited from the apostles, 

episcopal manhood contained in the images of bishops from Pachoras transgressed fixed 

gender roles, and we can identify several of them that characterized their identities as 

ecclesiastical leaders whose spiritual advocacy enabled them to bridge the heavenly and 

earthly realms. First, they acted as fathers to the faithful. Their religious authority 

depended on the ability to intercede with Christ, the Virgin Mary, and other saints on 

behalf of the congregation. In imitation of Christ the Good Shepherd, a role conveyed by 

the symbolism of the epitrachelion, they became responsible for their congregation, who 

were obliged to pay respects to their religious leader in return. The author of the 

Didascalia Apostolorum commands that each community should honor its bishop, 

because 

He is minister of the word and mediator; but to you a teacher, and your 

father after God, who begot you through the water. This is your chief and 

your leader, and he is your mighty king. He rules in the place of the 

Almighty: but let him be honored by you as God, for the bishop sits for 

you in the place of God Almighty.
144

 

 

In other words, one should honor bishops, for they are endowed with spiritual power that 

can heal one‘s body and soul. 

By wearing the episcopal dress adorned in crosses, and shaping their mouths into 

crosses, the hierarchs assumed the properties of the cross. A significant percentage of 

Nubian manuscripts contain the so-called Stauros text. Incorporated into at least two 
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manuscripts of Nubian provenance, the cross features as an active agent performing 

multiple deeds. To cite just a few examples, it acts as ―the father of the fatherless,‖ ―the 

comfort of the husbandless,‖ and ―the nurse of children.‖
145

 Additionally, the 

omnipresence of crosses, including both painted and carved examples, permeates the 

cathedral of Pachoras (fig. 3.8.). Showing the bishops wearing crosses, the episcopal 

images attest to their subjects‘ spiritual power, enabling them to stand in for the cross and 

act in its name as father, comforter and nurse. The cross transforms the ecclesiastical 

body, bestowing upon it its active qualities, subsequently conveyed onto the faithful 

during the rites of baptism and penance. The agency of the bishop‘s sacred hands, as John 

Chrysostom (c. 345-407) preached, ―are the ones – they and no others – who are in 

charge of spiritual travail and responsible for the birth that comes through baptism.‖
146

 

John Chrysostom thus draws a comparison here between bishops‘ sacred touch and the 

spiritual rebirth of the newly baptized. Through the ritual of penance, bishops readmitted 

sinners also through the imposition of hands, thereby communicating the holy spirit they 

themselves had received in like manner.
147

 

Christ-bearing constitutes another gender role performed by the Pachoras bishops 

in their paintings. The closed codices, depicted in the hands of the bishops, are signals of 

the enfleshed logos which became accessible to the hierarchs during the ritual of 

cheirotonia, or laying on of hands. As a result of the transmission of the holy spirit, the 

Nubian hierarchs became pneumatophoroi, that is to say spirit-bearers. John Chrysostom 

and other early church fathers also called the spirit-bearers christophoroi, Christ-
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bearers.
148

 Was that merely a figure of speech or are we to understand that in the image of 

Marianos, the bishop becomes impregnated with the holy spirit and bears Christ, thereby 

making a reference to the immaculate conception of Mary Theotokos? In holding the 

codex, Bishop Marianos mimetically repeats Mary‘s act of embracing the Christ child, 

thereby not only drawing a parallel between the book and the ―enfleshed‖ logos, but also 

stressing his own close relationship with god‘s incarnated language. Although none of the 

ecclesiastics from Pachoras are shown explicitly holding Jesus, they carry the closed 

codices and the encheirion, visual evocations of Christ‘s body. 

In addition to acting as fathers, the hierarchs expressed brothership with other 

bishops. Christ‘s followers residing in Pachoras, depicted in the cathedral with liturgical 

vestments allowing them to identify themselves with the apostles and Christ, regarded 

other bishops as their brothers. In a letter to Bishop Isou of Sai, Bishop Arôn of Pachoras 

conflated the notions of brothership and spiritual authority, ―I pay homage to the altar of 

the Virgin Mary Theotokos, and again I greet your brothership. God is good to you, and 

he has kept you upon your throne.‖
149

 As Bishop Arôn presented it in his letter, although 

the ultimate spiritual proclamation comes from god, it is Mary Theotokos and Bishop 

Isou to whom Bishop Arôn pays homage. Thus, the brothership of bishops who obtained 

their spiritual advocacy through Mary predicated the ecclesiastical leadership of which 

they were the highest ranking ministers. Their episcopal dress marks and stabilizes the 
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hierarchs‘ gender roles as fathers to the congregation, brothers to other bishops, and 

mothers to signs of the enfleshed logos.
150

 

 

3.6. The Liminal Space of the Episcopal Family 

The significance of the cross in the images of bishops from the cathedral of 

Pachoras enhances a notion of the episcopal dress whose constituent elements 

deemphasize the hierarchs‘ physicality. These representations, through stressing the 

dematerialization of their subjects‘ bodies, bridge an immense chasm between the divine 

and the material, which is further emphasized in their placement in the cathedral‘s sacred 

architectural space. Beholders found themselves at the intersection of the portraits and 

their architectural milieu. The co-existence of image and space brought about a reception 

of these images that enabled the spectators to communicate with the divine through the 

medium of the ecclesiastical leaders. The episcopal portraits from Pachoras created iconic 

space in which the archetypes of saintly protectors became accessible to the beholder 

through the mediating force of the depictions of bishops. The iconic space encompassed 

the viewers who did not so much gaze at images, but rather they engaged their vision 

with that which emanated from those representations. In that space, ―the viewer is not 

only seeing but is being seen,‖ thanks to the vision which ―joins seer and seen, beholder 

and image, and in seeing, the beholder himself is actually seen.‖
151

 In the vein of late 

antique manhood, the hierarchs, suspended between matter and god, ―groom themselves 

for godliness, even as they also attempt, more audaciously than ever, to bring heaven 
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down to the earthly city.‖
152

 To communicate with the divine in the iconic space, the 

beholders had to emulate their ecclesiastics in striving to transcend their physical 

limitations, through adhering to the divine instructions conveyed to the congregation by 

priests. While the Virgin Mary and Jesus Christ, depicted in the painting of Marianos, 

revealed themselves in a visual language adapted to human limitations, the members of 

the congregation needed a link between themselves and the divine – the bishops whose 

intercession conveyed the image of the holy figures. Beholding the bishops was therefore 

a necessary step in order to communicate with god. 

The episcopal portraits from Pachoras express the corporeal dematerialization of 

the bishops and include symbols of the word incarnate, to construct complex images of 

the unhaloed church officials being physically touched by their holy protectors. John 

Chrysostom‘s depiction on the curvature of the arch spanning the entryway into the 

southern side chapel (fig. 2.20.) proves significant for the purposes of analyzing this 

striking aspect of Nubian episcopal portraiture. The artist distinguished the fourth-century 

church father with a halo. It was Bishop Marianos, however, whom the painter showed 

being touched by the Virgin Mary and the adult Christ, despite the hierarch‘s lack of a 

halo. In particular, Chrysostom‘s emphasis on the doctrine of σσγκατάβαση 

(sunkatabasis), translated as god‘s considerateness, offers another explanation for the 

physical juxtaposition of bishops and their divine protectors, characteristic of the 

episcopal portraits from the cathedral of Pachoras. As paraphrased by Robert C. Hill, the 

doctrine of sunkatabasis leads to ―the concreteness of the language (…) required by the 

materialism of the listener/reader.‖
153

 In other words, god had to reveal the divine in a 
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language which the humans, despite their imperfections, could comprehend and 

internalize. The closed codices depicted in the representations of bishops from Pachoras 

participate in the expression of this concept. They symbolize the incarnated λόγος 

(logos), or ―the Word of the Father,‖ contained in the Scriptures. The book held by 

Bishop Petros provides a particularly elaborate example, its front cover being encrusted 

with rectangular and circular gemstones surrounding the central cross. John Chrysostom 

conceived of the Scriptures as ―the Word of God, enfleshed here [in the Scriptures] in 

human language.‖
154

 Another aspect of John Chrysostom‘s doctrine illuminates the 

potency of the episcopal portraits from the cathedral of Pachoras. In addition to offering 

the ―adjustment of language to human limitations,‖ Chrysostom‘s doctrine of 

sunkatabasis called for ―the need to rise above the material level of the language to the 

spiritual being employing it.‖
155

 

Chrysostom considered human physicality an obstacle, confining the corporeal 

beings to the earthly realm. Corporeality entails corruptibility, which in turn precludes 

salvation. Therefore, to overcome corruptibility, one needs to compensate for the 

corporeality of the human body. The two aspects of human physicality prove closely 

connected, as it appears from the writings of Chrysostom. Chrysostom‘s doctrine of 

sunkatabasis expresses the overlapping of human corruptibility and corporeality, which 

implies a futile quest for those who attempt to overcome their mutability through 

internalizing the logos, barred from them precisely because of that mutability. In iterating 

this paradox, Chrysostom conveyed the difficulty of obtaining salvation. Burrus has 

explained that ―as Christ, the Logos embodies and thereby signifies what humanity 
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desires and emulates but as body will never ‗have,‘ namely, absolute transcendence of 

materiality.‖
156

 In contrast to the incorporeality, incorruptibility, and immateriality of the 

logos, the human body is intrinsically corporeal, corruptible, and material. But, the 

message of Chrysostom does not preclude salvation, for ―the divine creator provides 

extra protection, (…) a share in ‗the power of His own Logos,‘‖ for those who devote 

their lives to adhere to the divine law.
157

 

The episcopal portraits from Pachoras employ various means to suggest that their 

subjects‘ spiritual authority results from their having a share of the power of the logos, 

thanks to which they transform into Christ. The physical juxtaposition of bishops with 

saints in these depictions ―places the subject at the site of a (…) tension between ‗matter‘ 

and ‗divinity.‘‖
158

 The ecclesiastical garb transforms the hierarchs‘ corporeality ―into 

something divine, impermeable, and unchanging.‖
159

 That metamorphosis leads to a 

haptic experience of the divine, enabling the interceding bishop to entreat the divine on 

the congregation‘s behalf. The hierarchs‘ liturgical vestments are ―a put-on, a cover-up, a 

veil, shrouding the ebb and flow of bodily existence.‖
160

 On the one hand, the closed 

codices, embraced by the bishops in their portraits from Pachoras, conveyed the signs of 

the enfleshed logos. Chrysostom‘s doctrine of sunkatabasis clarifies god‘s motivation to 

reveal the logos; in particular, god‘s considerateness mitigated the human deficiencies in 

understanding the arcanum of the incarnation. On the other hand, the Nubian hierarchs 

depicted themselves dressed in ecclesiastical garb to alleviate their encumbering 

physicality. Central to the doctrine of sunkatabasis is the admission of the possibility for 
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humanity to comprehend manifestations of the logos. To that end, the bishops show 

themselves dropping any ballast that would ground them.
161

 

 

3.7. The Pachoras Bishops‘ Burial Sites 

The episcopal portraits‘ iconic space was not the only device to establish and 

sustain the congregation‘s communication with god. Equipped with funerary steles, the 

hierarchs‘ tombs, abutted to the west and east ends of the Pachoras cathedral and 

enclosed inside the domed chapels, also created a space in which the deceased bishop 

interceded with the divine on behalf of his ecclesiastical successors and congregation. 

While it remains unclear who exactly would have been allowed to enter the bishops‘ 

tombs, I hypothesize that the episcopal chapels adjoining the Pachoras cathedral were 

designed as oratories for the living bishops themselves. Although I accept the possibility 

that the laity may have entered the chapels, only those who could read would have fully 

interacted with the space. Thus, living priests and bishops seem the most appropriate 

candidates for the steles‘ interlocutors. The episcopal tombs at Pachoras quoted and 

functioned in a manner parallel to that of late antique martyria. John Chrysostom 

connected the burial site of the second-century Christian martyr Babylas with the sight of 

memory.
162

 As he claimed, 

If anyone approaches such a tomb, he immediately receives a distinct 

impression of this energy. For the sight of the coffin, entering the soul, 
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acts upon it and affects it in such a way that it feels as if it sees the one 

who lies there joining in prayer and drawing nigh.
163

 

 

―[T]he vision of the dead enters the souls of the living,‖ Chrysostom proceeded to say, 

and those who experience the impact of that vision on their soul return from the tombs 

―changed.‖
164

 Mary Carruthers conceived of ―mental imaging‖ in the context of 

Chrysostom‘s account as ―the crucial ‗power‘ of the saint‖ which ―lies in the ability of 

his site/sight to enter the soul (through the eye), affect it… and so cause one to feel as if 

one sees the saint himself.‖
165

 Therefore, this power comes to rest in ―the perceiving 

soul,‖ and it ―comes not from the ‗site‘ in itself but from the recollective affects which 

‗the sight‘ has on the perceiving mind.‖
166

 

Although the Nubian episcopal tombs did not house saintly relics, the interment 

sites of high-ranking ecclesiasts were imbued with the power to act upon ―the perceiving 

mind,‖ understood by Chrysostom as capable of ―recollecting‖ the deceased‘s spiritual 

authority which reached the beholder‘s soul through her eyes. As recipients of the holy 

spirit, known as pneumatophoroi or christophoroi, bishops were ultimately connected 

with the apostles, that is to say the family of Christ.
167

 Their spiritual legacy consisted in 

the transmission of the holy spirit to their episcopal successors. As the highest-ranking 

clergy, the presence of bishops in their portraits and in their funerary chapels made the 

holy spirit accessible to the congregation. The connection between the portraits of 
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bishops inside the cathedral and their role as spirit-bearers would have been especially 

conspicuous during the liturgical moment of the aspasmos. As the priest-bishop faced the 

congregation while holding the word incarnate, he emphasized his role as the son of 

Christ and the father of the congregation. 

The recitation of epitaphs engraved on steles, affixed to the interior walls of the 

chapels enclosing the bishops‘ burial sites, amplified the act of recollecting and thus of 

transferring the deceased‘s spiritual authority (fig. 3.9.). The role of episcopal epitaphs 

from Pachoras surpassed the practical purpose of marking the tomb‘s site and identifying 

the deceased‘s name, although these aspects are also important for historical reasons. 

Derek Kruger, who has investigated the cross-fertilization of writing and holiness in late 

antiquity, has shown that, ―[w]riting is not only the image of speech, but is also the image 

of its subject.‖
168

 Certain literary formulae unify the message of the Greek epitaphs of 

Bishops Kollouthos, Ioannou, Iesous, and Martyrophoros found in the Pachoras 

chapels.
169

 A significant portion of most of their steles‘ inscriptions contains a prayer 

called the Euchologion Mega Type. The text of this prayer, written in the first person, 

contains a doxology whose goal lies in ensuring the deceased‘s blessed afterlife through 

offering thanksgiving and praise to god. In a homily on the Gospel of Matthew preached 

in 390, Chrysostom juxtaposed thanksgiving with bridging the chasm between the 

material world and the intrinsically dematerialized heavenly kingdom, ―Thanksgiving 
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itself adds nothing to Him, but causes us to be nearer to Him.‖
170

 In Krueger‘s words, 

Chrysostom ―asserted the thanksgiving‘s ability to make the absent present.‖
171

 

Similarly to the episcopal portraits adorning the cathedral‘s wall, the epitaphs also 

created a path of communication between the living ecclesiastics, praying at their 

predecessors‘ tombs, and the heavenly family of the deceased. Consequently, the 

ecclesiastical lineage itself became associated with the divine law, and thus successful 

communication with the heavenly realm was predicated upon the bishop‘s spiritual 

leadership. To highlight the salvific message embedded in the text of the epitaphs, the 

artist painted the letters engraved on the stele of Bishop Kollouthos so that the corners 

were red, and the negative space created as a result was in the shape of a cross (fig. 

3.10.). The epitaph‘s reader thus visualized the stele‘s textual contents. By means of 

reusing the same formula in the episcopal epitaphs, the scribes maintained the customary 

way in which the praying ecclesiastics addressed their deceased predecessors. Nubian 

authorship, similarly to late antique authorship, ―is not so much a proprietary claim over 

literary output as a performative act, a bodily practice resulting in the production of 

text.‖
172

 The living bishops‘ reciting and visualizing the epitaph created a space similar to 

the iconic chora of images in the cathedral. Both episcopal portraits and steles functioned 

as spiritual devices which revealed the materialized divine and concealed the bishop‘s 

masculine body by dematerializing it, in order to bridge the gap between the earthly and 

the divine realms, the gap caused by the human body‘s physical confines. 

In one of his homilies, John Chrysostom (c.345-407) related a narrative 

concerning the life of Meletios, bishop of Antioch from 360 to 381. According to 
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Chrysostom, the inhabitants of Antioch named many children after Meletios to maintain 

the remembrance of their ecclesiastical leader.
173

 Additionally, they reproduced the 

hierarch‘s likeness on portable objects such as rings, seals, and bowls, as well as ―on the 

walls of their rooms‖ so that ―they might not only hear his holy name, but also see 

everywhere his physical traits, thus having a double consolation after his demise.‖
174

 The 

postmortem presence of Meletios revealed itself in sound and image, and thus it 

stimulated the congregation‘s senses of hearing, sight, and touch.
175

 This fourth-century 

example of the ways in which the Antioch congregation is said to have perpetuated the 

memory of its ecclesiastical leader illuminates our understanding of the agency of 

episcopal depictions produced both within and also outside of Byzantium‘s political 

domain at a later time. Like in the story of Meletios, recounted by John Chrysostom, 

portraits of bishops from Pachoras stimulated the viewer‘s senses of hearing, sight, and 

touch. In this context, the epitaph not only evoked a mental image of the deceased, but it 

also preserved his ―holy essence that might otherwise be irretrievably absent.‖
176

 The 

congregation‘s remembrance of bishops, performed through the acts of viewing the 

episcopal images, responded to the hierarchs‘ omnipresence, simultaneously on earth and 

in heaven. Using Gregory of Nyssa‘s Life of Macrina, Krueger demonstrated that ―the act 

of Christian remembering participates in God‘s communication with and sustenance of 

                                                           
173

 In John Chrysostom‘s words, people of Antioch were ―greatly affected‖ by the name of Meletios. In line 

with Cyril Mango‘s interpretation of this passage, ―many parents gave his [Meletios‘] name to their 

children.‖ Cyril Mango, The Art of the Byzantine Empire 312-1453: Sources and Documents (Englewood 

Cliffs, N.J.: Prentice Hall, 1972), 39. 
174

 Mango, The Art of the Byzantine Empire, 40. 
175

 Not only portable objects stimulated the sense of touch. Owing to ―the extramission of vision,‖ seeing 

led to touching. For this reason, the bishop‘s portraits on the walls also acted upon the viewer‘s sense of 

touch. Robert S. Nelson examined the ―haptic vision‖ in the context of the ninth-century ekphrasis 

delivered by Patriarch Photios in the Constantinopolitan church of Hagia Sophia. Robert S. Nelson, ―To 

Say and to See: Ekphrasis and Vision in Byzantium,‖ in: Visuality Before and Beyond the Renaissance: 

Seeing as Others Saw, ed. Robert S. Nelson (Cambridge: Cambridge University Press, 2000): 143-168. 
176

 Krueger, Writing and Holiness, 111. 



67 
 

 
 

the Christian community, or, to put it more theologically, that anamnēsis participates in 

the divine logos.‖
177
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CHAPTER 4 

 

CONCLUSIONS 

 

 Although uncovered nearly five decades ago, the impressive corpus of visual 

evidence from the cathedral of Pachoras has received little art historical attention. By 

contrast, a number of archaeological missions continue to unearth examples of 

monumental church architecture, which yield plentiful artifacts and wall paintings. For 

example, a monastic complex in Old Dongola, a former capital of the two Lower Nubian 

kingdoms during the medieval period, has survived in some areas ―up to the vaults of the 

upper storey.‖
178

 It is noteworthy that organizers of the next International Nubian Studies 

Conference, Derek A. Welsby and Julie R. Anderson, are archaeologists by training. 

Although the field of Nubian archaeology has been flourishing over the past few decades, 

abundant visual and epigraphic evidence revealed by sites such as Pachoras, Qasr Ibrim, 

or Old Dongola, does not make frequent appearances in art historical studies of the 

eastern Mediterranean during late antiquity and the medieval period. 

The episcopal portraits from Pachoras, which form only a small percentage of the 

wall paintings formerly adorning the cathedral‘s interior, highlight the incredible 

potential of the Nubian wall paintings in elucidating the close ties between Byzantium 

and its provinces. The images of bishops can be understood on macrocosmic and 

microcosmic levels. On the one hand, their spatial and conceptual relationships with other 

images from the church are of particular importance. Therefore, the destroyed 

architectural setting has to be reinstated as an instrumental factor in art historical analyses 
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of these remarkable representations. My interpretation of the depictions of Bishops 

Petros, Ioannes, and Marianos, dating from the end of the tenth and the beginning of the 

eleventh century, testifies to Nubia as a fruitful region, belonging in many significant 

ways to the eastern Mediterranean cultural and religious sphere. In particular, their 

physical juxtaposition to other paintings in the monument, as well as their locations in the 

baptistery, southern side chapel, and the sanctuary, chart visually the hierarchs‘ episcopal 

authority on the cathedral‘s walls. Rapp‘s interpretive framework, pointing to the 

pragmatic, spiritual, and ascetic components of the ecclesiastical agency crystallized 

during late antiquity, is discernible in the Nubian portraits of bishops. Although the 

cathedral of Pachoras lacks the same well-defined organizational patterns as Middle 

Byzantine religious spaces display, the paintings‘ apparent disarrangement proves 

coherent when viewed through the lens of the episcopal representations.
179

 On a 

microcosmic level, each episcopal portrait from Pachoras, whose state of preservation 

allows for comparative analyses, exhibits iconographic parallels with art produced in 

other Byzantine provinces. Not surprisingly, since the bishopric was located in Lower 

Nubia, close to Egypt, Coptic monastic parallels are especially discernible in these 

images. It becomes apparent, particularly from the decoration of the southern side chapel, 

that the Pachoras bishops constructed their identities as the holy men of Nubia, in which 

they modeled themselves after late antique monastics from Egypt. 

While visual comparanda of certain aspects of the episcopal portraiture from the 

cathedral of Pachoras exist, other facets of these images do not find explanations in any 
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Byzantine analogies or literary evidence, underscoring the fact that elements of Nubian 

culture are distinct from that of the Mediterranean. In particular, the physical contact 

between the unhaloed and haloed figures offers the most puzzling element of these 

images. This tactile interaction brings to mind instances of a similar dynamic between 

private donors, ecclesiastics, and monastics and their protectors from Byzantium and the 

west. For example, a donor from the icon of La Madonna della Clemenza (c.705) is 

depicted holding the Virgin Mary‘s shoe (fig. 3.11.). Pope Paschal I performs the same 

gesture in the afore-mentioned ninth-century Carolingian mosaic from Santa Maria in 

Domnica (fig. 3.2.). Saint Neophytos from the Deesis scene, painted in 1183 in a cell of 

the ―Enkleistra‖ near Paphos on Cyprus is shown kneeling and touching Christ‘s right 

foot (fig. 3.12.).
180

 However, in all those depictions the unhaloed figures perform the act 

of touching, as if trying to pull the holy figures down to present them to the faithful, gain 

sanctity from them, or assert a particularly close relationship with them. While their 

spiritual authority is implicit, the holy figures remain the compositions‘ focal points. The 

Nubian bishops, on the other hand, are not shown kneeling down humbly to touch the 

saints‘ feet. By contrast, they stand frontal and motionless, and rather than touching, they 

are being touched by the Virgin Mary, Christ, disciples, and archangels. These 

extraordinary scenes take place against the background formed by white plaster, which is 

echoed in the depictions of the saints‘ flesh tones. In chapter three, I offer a hypothesis 

that the physical contact depicted in the portraits of bishops results from the agency of the 

episcopal body to communicate with god. The hierarchs are shown interacting with god 

just like the holy men of Egypt did, by learning to see the divine. This would explain why 
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the southern side chapel‘s decoration put so much importance on the bishop‘s ascetic 

authority. The episcopal portraits from Pachoras represent bishops who have learned to 

see god, and now they show the divine to the faithful, by presenting the proper decorum 

leading to salvation. These images thus not only unify the cathedral‘s southeastern area 

spatially, but also conceptually, by postulating that in order to see god, the faithful need 

to see the bishop first, to learn from him how to attain salvation. 

The episcopal portraits exhibit their subjects‘ liminal state, between matter and 

divinity, and they also shaped the cathedral‘s liminal space, in which the bishops‘ 

dematerialized bodies became intermediaries between the congregation and the divine. 

The Pachoras bishops‘ burial sites reinforce this concept of liminality. Embedded in the 

walls of the episcopal tombs, funerary steles, engraved with epitaphs whose major 

portions are thanksgivings addressed to god, provide the faithful with points of access to 

the heavenly kingdom. 

The episcopal portraits from the cathedral of Pachoras testify to the hierarchs‘ 

spiritual potency. They also assert Nubia‘s dynamic role in the visual and literary 

traditions deriving from the late antique eastern Mediterranean. Nubian artists did not 

slavishly copy the iconography or style of other artistic centers, identified as their sources 

of inspiration. Removed from the center, they drew on it, and also created a unique and 

thriving kingdom of heaven. Through the vehicle of the representations of bishops, the 

divine realm came to Nubia directly from the heavens, rather than from Byzantium or 

Egypt, to occupy the cathedral‘s walls. 
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Fig. 2.1. Left: Two floor plans of the cathedral of Pachoras, in which arrows point to the 

images of bishops (top plan: until 930; bottom plan: after rebuilding in the second half of 

the tenth century and the restoration at the end of the twelfth century). 

Right: Model of the cathedral of Pachoras on display in the National Museum of Warsaw, 

Poland. 
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Fig. 2.2. Bishop Petros (972-999), western wall of the baptistery, cathedral of Pachoras. 
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Fig. 2.3. Bishop Marianos (1005-1036), southern side chapel, cathedral of Pachoras. 
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Fig. 2.4. Reconstruction drawing of the southern side chapel‘s eastern wall, cathedral of 

Pachoras: (45) Bishop Marianos; (46) the adult Christ; (47) the adult Christ‘s crossed 

nimbus and a small portion of Saint Melas‘ halo; (48) Nineve in the flames of hell, below 

a tree. 
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Fig. 2.5. Christ protecting an eparch, twelfth century, south aisle, cathedral of Pachoras. 
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Fig. 2.6. From left to right: holy protector, Nubian king, and bishop, twelfth or thirteenth 

century, sanctuary, cathedral of Pachoras. 
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Fig. 2.7. Drawing of a typical representation of a bishop from the cathedral of Pachoras: 

(1) Pachomian headdress; (2) phelonion; (3) omophorion; (4) epitrachelion; (5) scapular; 

(6) sticharion; (7) shoes; (8) Gospel book; (9) encheirion. 
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Fig. 2.8. Bishop Kyros (866-902), southern side chapel, cathedral of Pachoras. 
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Fig. 2.9. Detail of the portrait of Bishop Marianos (1005-1036). 
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Fig. 2.10. Detail of the portrait of Bishop Petros (972-999). 
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Fig. 2.11. Apse mosaic of Christ between two angels, Saint Vitalis, and Bishop Ecclesius, 

church of San Vitale, dedicated in 547. 
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Fig. 2.12. Locations of the portraits of Bishops Petros (red arrow), Ioannes (green 

arrow), and Marianos (yellow arrow) on the floor plan of the cathedral of Pachoras. 
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Fig. 2.13. Bishop Petros protected by Saint Peter (top left), King Georgios III protected 

by the Virgin Mary (top right), Saint John the Baptist (bottom left), and door leading to 

the southern side chapel (bottom right), western wall of the baptistery, cathedral of 

Pachoras. 
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Fig. 2.14. Baptismal font, baptistery, cathedral of Pachoras. 
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Fig. 2.15. Christ Emmanuel flanked by two archangels and the list of bishops on Christ‘s 

left, eastern wall of the baptistery, cathedral of Pachoras. 
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Fig. 2.16. Bishop Ioannes (997-1005), southern end of the apse, cathedral of Pachoras. 
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Fig. 2.17. Tomb of Bishop Ioannes (997-1005), adjacent to the eastern wall of the 

cathedral of Pachoras. 
 

 

Fig. 2.18. Consecutive stages of apse decoration of the cathedral of Pachoras. From left to 

right: the Virgin Mary surrounded by six apostles on both sides (ninth century); addition 

of a Nubian king (the end of the tenth or the beginning of the eleventh century); addition 

of a Nubian bishop (the end of the tenth or the beginning of the eleventh century). 
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Fig. 2.19. Ascension and the Virgin Mary with apostles and monastic saints, apse of room 

six from the monastery of Apa Apollo at Bawit. Coptic Museum, Cairo. 
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Fig. 2.20. Saint John Chrysostom, arch spanning the entryway to the southern side 

chapel, cathedral of Pachoras. 
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Fig. 2.21. Standing figure, Deir al-Surian, Egypt. 
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Fig. 2.22. Epitrachelion with the Great Deesis scene, fourteenth century, Monastery of 

Saint John the Theologian on Patmos, Greece. 



93 
 

 
 

 

Fig. 2.23. Synthronon, cathedral of Pachoras. 
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Fig. 2.24. The Virgin Mary and a Nubian king from the apse of the cathedral of Pachoras. 

 



95 
 

 
 

 

Fig. 2.25. Detail of the portrait of Bishop Marianos. 
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Fig. 2.26. Detail of the Virgin Mary and the Christ child from the portrait of Bishop 

Marianos. 
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Fig. 2.27. View of the southern side chapel from the nave, cathedral of Pachoras. 
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Fig. 2.28. Cross as the tree of life with the four incorporeal beings, southern side chapel‘s 

southern wall, cathedral of Pachoras. 
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Fig. 2.29. Nineve in the flames of hell, below a tree, southern side chapel‘s eastern wall, 

cathedral of Pachoras. 
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Fig. 3.1. Icon of Christ and Apa Mena, sixth or seventh century, Paris, Musée du Louvre. 
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Fig. 3.2. Pope Paschal I (817-824) kneeling at the Virgin‘s feet, Carolingian apse mosaic 

from the church of Santa Maria in Domnica, Rome. 
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Fig. 3.3. Coronation of Emperor Romanos II and Eudokia by Christ, c.945-949, ivory. 
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Fig. 3.4. Scrolls found under the body of Bishop Timotheos, cathedral of Qasr Ibrim, 

Lower Nubia. 
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Fig. 3.5. High priest Aaron (?), western wall of prothesis, cathedral of Pachoras. 
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Fig. 3.6. Queen Martha, the Virgin Mary, and the Christ child, cathedral of Pachoras. 
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Fig. 3.7. Archbishop, monastery on kom H in Old Dongola. 
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Fig. 3.8. Lintel with three crosses above the entrance to the baptistery, cathedral of 

Pachoras. 
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Fig. 3.9. Funerary steles embedded into the wall of Bishop Ioannes‘ tomb. 
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Fig. 3.10. Funerary stele of Bishop Kollouthos (903-923). 
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Fig. 3.11. Icon of La Madonna della Clemenza, c.705, church of Santa Maria in 

Trastevere, Rome. 
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Fig. 3.12. The Deesis with Saint Neophytos, 1183, cell of the ―Enkleistra,‖ monastery of 

Saint Neophytos, near Paphos, Cyprus. 
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