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This study deals with the holy byzantine epigram regarding the Cross and the Cruci-
fixion of Christ focusing on the presence, the position, and the importance of the
blood of Christ on the instrument of torture that is the Cross. I will try to interpret
and explain this repeated pattern through the lines of Byzantine epigrams, and, in
the end, figure out any possible influences from other domains of Byzantine philolo-
8y, such as hymnography and homilies, drawing further conclusions.
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Introduction
Epigrams in the Byzantine period: development and function

According to the Byzantine dictionary of Souda (10% century) mavta T«
ETILYQAQOUEVA TIOL, KAV UT] €V HETEOLS EloNUéva, ETUYQAHUATO
Aéyetar! This definition, in essence, defines the epigram as anything
written on an object, even if it is written as verse and links the ‘epigram’
to the term “inscription’. It is in fact true that Byzantines rarely used the
term ‘epigram’ (emiyoaupa = émi and yodgw)? and instead used the
terms otiyxot or iapPol, as can be seen in the titles of those poems.?
Undoubtedly, the term ‘epigram’ is not new to the Byzantines, since it
has been in use since the Classical Years, when distinguished scholars

1 LOYIAA (2002: 2270).
2 RHOBY (2009a: 37).
3 KOMINHE (1996: 20); RHOBY (2008: 16); RHOBY (2009a: 40-41).
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composed epigrams in order to express themselves, their thoughts and
emotions. The epigram, subsequently, became the norm during the Hel-
lenistic Years with the work of poets such as Kallimachos, Apollonios of
Rhodes and Meleager. Throughout that period, there was a noticeable in-
fluence of the epigram on Latin literature.* It continued to flourish during
the Byzantine years,® and took on a new metric form dealing with new
themes and topics heavily influenced by the new religion of Christianity.°

At this point, it is imperative to distinguish the Byzantine epigram
from the epigram in the Antiquity. Their differences lie in two basic fea-
tures; the first has to do with the length of the epigram given that the
Byzantine epigram can be just one line, few lines, or a lot of lines, a fea-
ture that was not evident in the ancient Greek epigram which was com-
posed of just a few brief lines.”

Secondly, the meter in the Byzantine epigram is significantly different
from that of the Antiquity, which featured a hexameter or elegiac distich
(the exclusive meters featured in the ancient epigram). The Byzantine epi-
gram featured a new meter — one that was exclusively Byzantine, the Byz-
antine dodecasyllabic meter.® Essentially, it is a meter based on the ancient
iambic trimester thus consisting of twelve syllables.” The new Byzantine

4 For the ancient epigram see e.g., GEFFCKEN (1969); KEYDELL (1962); CITRONI (2018: 21—
42), for a complete definition of the Ancient epigram.

5 For the influence of Ancient Greek and Latin poetry on the Christian epigram see e.g.,
CATAUDELLA (1982), and for the reception of later Antiquity to Byzantine see e.g., AGOSTI
(2019), also AGOSTI (2010), for the format of lines (e.g., caesurae) of later Antiquity epigrams.
¢ KOMINHE (1966: 19); RHOBY (2009a: 37-45), for a brief presentation of the progress of
the Byzantine epigram with its main representatives; LAUXTERMANN (2003a: 26-34), for
the definition of the epigram and its Byzantine content.

7 LIVINGSTONE-NIBSET (2010: 7).

8 MAAS (1903). For the Byzantine dodecasyllabic verse, its format and particular fea-
tures (caesurae, suffixes etc.) see also LAUXTERMANN (1998); RHOBY (2011); HORANDNER
(2017: 52-55).

o At this point it should be mentioned that other meters were rarely used. See RHOBY
(2018: 66-70); HORANDNER (1995); JEFFREYS (1982); JEFFREYS (2019b). For the political
verse in Byzantine poetry see e.g., JEFFREYS (1974); LAUXTERMANN (1999); KODER (1983);
LAVAGNINI (1983); HORANDNER (2017: 42-52); ALEXIOU-HOLTON (1976); ITOATTHZ
(1981). For the so-called ‘anacreontic’ verse of the first Byzantine years see NISSEN
(1940); CICCOLELLA (2000); CICCOLELLA (2009). For the ‘heroic’ meter during late An-
tiquity or early Christian years see HORANDNER (2017: 57-61).
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dodecasyllabic verse was largely introduced through the work of George
of Pisidia during the 7 century'® influencing subsequent poets.!!

In this context, we see a plethora of ancient byzantine epigrams featur-
ing a religious character drawing inspiration from holy persons and
events. These epigrams expressed thoughts, fears, and wishes in a divine
nature as well as prayers and requests towards God.!? In detail, these holy
epigrams, depending on their composer, can be categorized (and then
subcategorized)® as follows: a) epigrams to Saints, called cuvalaouaka —
synaxarian epigrams (referring to the life and works of Saints); b) epi-
grams for holy events (festive epigrams); c) epigrams to persons and
events of the Holy Scripture; d) epigrams to important persons of the
Church, state officials, and the aristocracy; e) epigrams engraved on holy
relics, vestments, and other ecclesiastical relics; f) epigrams on icons and
church murals (frescos); g) epigrams on religious manuscripts (either in
the beginning or ending of the manuscript as a plea for its successful com-
pletion); h) epigrams on poAvBo6BovAa and seals; i) epigrams on metric
acrostics; and j) various epigrams which cannot be categorized in any of
the above mentioned categories, still featuring a religious character.

This study deals with epigrams on the cross and the Crucifixion
amongst all other categories. Their lines reveal a pattern, that of the
blood of Christ spilling and soaking the wooden cross.

The Holy Blood: a general historical introduction

Blood, as noticed in primitive peoples, is the component of the body
which encloses the soul and life of people and animals, according to the
teachings of the Old Testament.! In different parts of the Mosaic Law, it

10 TARTAGLIA (1998: 53-54); KANTARAS (2019b). For the role of George of Pisidia in the
Byzantine poetry see LAUXTERMANN (2003b); VASSIS (2019).

11 RHOBY (2009a: 60-65); RHOBY (2010: 40—41).

12 KOMINHZ (1966: 25); TOMAAAKHX (1993: 30).

13 KOMINHE (1966: 26—47).

14 Lev. 17, 11, 14 (1) y&Q Puxn mMAong oaoKkos aipa avtoL o). It is worth mentioning that
the concept of the living and embodied essence of blood can be seen in folk tales and tradi-
tions. A premium example is the act of adeAgomnotiag (fraternization), which involves
direct contact of the blood of its participants so as not only to achieve an artificial brother-
hood but also to exchange each other’s existence through blood. This is entirely a symbolic
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is forbidden to consume it.'® Spilling human blood, i.e., murder, is clearly
stated in the Old Testament as the greatest sin,!® reminding us of the cor-
responding Ten Commandment. One of the most distinct examples is the
spilt blood of Abel shouting from the ground demanding the punish-
ment of the murderer.'” Animal blood, according to the Old Testament,
was offered to God as redemption’® and only specific animal blood was
allowed in places of worship. The greatest sacrifice was spilling goat
blood on the Arc by the high priest which served as redemption for him-
self and for his people. In essence, it is a sacrifice for shadowing the sub-
sequent sacrifice of Christ. His sacrifice by spilling His blood saved the
world and transcended eternally to the Kingdom of Heavens, both as a
high priest and as the victim, as the perfect God and perfect human.
This brings us to the New Testament, where we meet the greatest
significance that can be attributed to aipua (blood). The difference and
distance between the bloody sacrifices in the Old Testament and the spilt

act taking place in difficult times such as wars, captivity, exile, and usually during Easter,
the day of ‘love’. There are later descriptions for these acts in churches in front of icons,
e.g., of a saint whose grace was being evoked at the time, or around a table using a cross
and a gospel, where in the end the participants would take a vow (much like the case with
®duAir] Etaupelo — Filiki Etairia — for the war of Greek independence in 1821). Of course, in
Greece, such acts took place mostly during the Turkish occupation, they were denounced
by the Church and were forbidden from taking place on church property. Still, this tradi-
tion is documented even in Antiquity. Herodotus was the first to report such an act be-
tween peoples in Asia Minor, particularly from Lydda, who — in their effort to establish a
strong bond — would nick their forearms and would consume each other’s blood by licking
the wound (Hist. A" 74). See MIXAHATAOY-NOYAPOY (1952).

15 Lev. 17, 10-15.

16.Gen. 9, 6. 0 €éxxéwv alpa dvOQWTOL, AavTi ToL alatog avtov ékxvOnoetat, OtL &v
elkovL Oeov Eémoinoa tov &vBowTov.

17 Gen. 4, 10. xai eime Kvglog: ti memoinkag; @wvr) alpatog tov ddeA@ov oov EKTig
X€100¢ oov. It is noted that after this biblical quote, the thought of the “voice of blood”
asking for revenge and leading to vendetta and vengeance or the direct punishment
from God was common among peoples and we see something similar in the Greek
reality, namely in proverbs (for instance mailgvw To alpa pov Tlow; TO ADKOXVUEVO
alpa dIKAOOKOTWVEL TO alpa talpvetal miow; to alpa ewvalel ete.).

18 Ex. 12, 7, 13, 22 (quotes for the delineation of provisions regarding Easter). Lev. 17
(for the purgation of slaughtered animals).

19 Paul underlines this sacrifice in his letter to Jews (Heb. 9, 11-22).
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blood of the Savior is significant since the blood of sacrificed animals in
the past involved only the purity of the body. The blood of Christ puri-
ties the body as well as the soul relieving the human from guilt and sav-
ing him.? Revenge of the blood in the Old Testament, which remains at
the disposal of God, as is any response of evil with evil,? is reversed in
the New Testament with the teachings of Christ through loving every-
body, even an enemy.? Christ Himself offered His blood to His students
during the Last Supper in the form of wine, thus establishing the ritual of
Communion, necessary for the salvation of man.?

In light of this, the blood of Christ, clearly stated in the New Testa-
ment,? is offered in releasing human from sin,* guaranteeing resurrec-
tion. Through it, human is offered eternal, true life,”” peace is estab-
lished between God and the world,?® and he comes closer to God?® find-
ing absolution.®*® Through His blood, Christ Himself was redeemed as
human,® not for bearing sins but through the divination of human flesh.
The blood of Christ also purges conscience,® and through it, humans
can transcend to the Kingdom of Heavens.®

This symbolic value and meaning of the blood of Christ influenced all
subsequent literature in Byzantium. Poetry — being delicate and fine in its
expression — was heavily influenced as expected. So, studying Byzantine
epigrams related to the cross and the crucifixion, the diachronic presence
of a pattern regarding the blood of Christ spilling and soaking the cross
can be distinguished. The timelessness of this pattern, which is evident

20 Heb. 9, 13-14.

21 Heb. 12, 17, 21.

22 Rom. 12, 19-20.

2 John 6, 53-56; Matt. 26, 28; Mark 14, 24; Luke 22, 20; 1 Cor. 10, 16 and 11, 25.
24 Heb. 13, 20.

2 Matt. 26, 28; Rom. 3, 25; Eph. 1, 7.
26 John 6, 54.

27 John 6, 53-54.

28 Col. 1, 20.

2 Eph. 2, 13.

% Eph. 1, 7; 1 Pet. 1, 18-19; Rev. 5, 6.
31 Heb. 9, 12.

32 Heb.9,14;1John 1, 7; Rev. 1, 5.

3 Heb. 10, 19.
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already from the early Byzantine era of Gregory of Nazianzus and con-
tinues up to the 15 century, helps to make several observations.

Specifically, among the sixteen epigrams in total, we observe that on
the one hand, we get epigrams with lines referring clearly to the blood
of Christ, a fact that is easily distinguished from the title (e.g., Eic t0
aywov aipa — Epigram no. 6) or the content of the lines. On the other
hand, we see epigrams with lines that refer to the blood of Christ as be-
ing part of the Holy Relics, while other lines indirectly make that refer-
ence by reporting on the spilt blood of Christ after the spearing by the
Roman soldier. Let us now explore each epigram individually and rec-
ord the information they give us.

Epigrams
Epigram n. 1

4™ century, Gregory of Nazianzus

Eig v otavoworv
0 I1abog, @ otavog, mabéwv eAatriolov aiua,
ADVOV Eunc Puxne maoav dtacOaAinv.

Translation®

For the Crucifixion
Oh passion, oh cross, blood that washes away all misfortunes,
clear my soul of all sins.

Remarks
As it can be understood by the title of the epigram, its two lines are de-
voted to the crucifixion of Christ (tit.: Eic v otavowowv). The poet, i.e.,
Gregory of Nazianzus,* in his first line appeals to the Passion of Christ
and the cross (2 IT&Ooc, @ otavEog) and to the blood spilt by the Son
of God to wash away the misfortunes (ma@éwv éAatrotov aiua), while

3 BECKBY (1964: 1, 150, n. 54); WALTZ (1957: 29, n. 54); VAssIs (2005: 889).

3 All translations have been written by the author of this study. Their aim is to help the
reader and by no means serve as a literary recreation of the epigrams.

% For the role of Gregory of Nazianzus in Christianizing the epigram and evaluating
the quality of his work by scholars see BEPTOYAAKHZ (2010); CRISCUOLO (2007);
GOLDHILL-GREENSMITH (2020); SIMELIDIS (2019).
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the second line refers to the cleansing of the soul from all sins (mAvvov
gunc Pouxng naocav ataoOaAny).

At this point, we should notice the relation of blood to soul,* the lat-
ter being heavily emphasized in the Holy Scripture.® Specifically, the
Old Testament attributed to the soul biological features such as breath-
ing and life preservation,® as well as the essence of blood being the basis
for life. It also attributed higher, more spiritual features such as physi-
cal feelings, i.e. hunger,* thirst*? and fulfillment,* etc., senses such as
touch,* sight,* and emotions such as love,* hate,* bitterness,* sorrow,*

% We see the same correlation of blood and soul in epigram no. 6 of the 11t century by
John Mauropous.

% Throughout the centuries, the soul was the topic of a lot of discussions, studies, opin-
ion-making, and argumentation. In ancient years (see RHODE [2010]: for the perception
of soul in the ancient world; MANTZANAZ [2008: 27-32]: for the problem of soul in An-
cient philosophy) ideas mostly by Plato (Paidwv, Tipaiog, IToAwteia) for the afterlife
travel of the human soul (see ELKAISY-FRIEMUTH — DILLON [2009]) influenced a great
deal the majority of later philosophical and religious perceptions, as well as Christian
ones (see ZHIHT [1972]), even today (see e.g. BOWKER [1996]; SNEATH [1922]). Let us
note that the correlation of body and soul troubled even the Church fathers (see
KAPAMANQAHY [2017: 241-279]; NIKOAAIAHY. [2019: 135-150]), who believed that man is
not just body or soul but a combination of both (see Gregory of Nyssa, Ilepi
kataokevng avOowTnov, PG 44, 236 BC). What the soul knows, existing or not, is due to
embodiment (John of Damascus, ITooc ToUg diaBaAdovtag tag ayiag eikdvag, Adyog
IV, §12. KOTTER [1975: 3, 123, 26-27: &dVvaToV 1UAS EKTOC TWV OWHATIKQWV EABELY &l
T vontdy]), that is, the ‘residence’ of the soul, the eye, and its speech (John of Damas-
cus, Iloog tovg dafardoviac tag aylag eikdvag, Adyog A’, §36 and Adyoc B, §32.
KOTTER [1975: 3, 148, 29-30: 'Emet avOowmdg el kal owpa mepikeal, mobw Kol
OWHATIKWG OpAELY Kal o6pav ta ayial]). Also, for the church writers, the soul is not
contained in the body but vice versa (see Nemesios of Emesa, ITeot ®Voewc AvOowmov;
MORANI [1987: 41, 8-10: OV yaQ kQaTeltat ATO TOV OWHUATOS, AAA AT KQATEL TO
OWUA, 0VOE €V TQ OWUATL EOTLV WG AYYELW T) AOKQ, AAAX HAAAOV TO opa €V avTn]).
¥ Gen. 2, 7. kal Eve@LONOEV €l TO MEOOWTOV avTOL TvonV Cwng, kal EYEéveTo O
avOowmog eig Puxnv Cwoav.

4 Gen. 9, 5. kal Yoo 10 Vuétegov alpa TV Pux@V DOV €K XELQOG TAVTIWV TWV
Onolwv ékiNTow avTo Kat €k XER0s avOQwWTOoL AdeApoD éxlntriow TV PuXI)V T0D
avOpwmov. Certainly, the soul of animals in the Old Testament (Gen. 2, 19) clearly
contrasts with human life (Lev. 24, 17-18; Prov. 12, 10).

41 Prov. 19, 15; Isa. 22, 6; Ps. 106, 9.

£ Ps. 106, 5; 147, 6.

4 Ex. 15,9; Ps. 106, 9.

4 Lev.5,2;, Num. 19, 22.
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and more. These feelings and emotions also include religious sentiments
towards God* and doxology to Him.*! Therefore, ‘soul’ receives a rich
definition which carries on to the New Testament,? where it is further
attributed with being the basis for eternal life, and for all emotions.>
Surely, the concept of blood purging and redeeming the human soul
is not new in the writings of the Holy Scripture. This valuable human
blood is the essence of life itself, the true component of soul, carrying on
its life through various doxological manifestations. This concept is the
basis for all primitive acts of human and then animal sacrifice on tombs
and graves where the blood needs to infiltrate the ground and empower
the dead.? In Homer?* the blood is the basis for life,5” and it is evident
how the soul can and will survive after death. The fighter’s soul, after he
has fallen in battle, exits through the mouth and the wound and de-
scends to the underworld. There, it maintains the form of the dead man
so that he is recognizable (like Achilles recognizes Patroclus in Hades)
but is so frail and translucent that he cannot even receive a hug. Only
blood can make this frail entity conscient again® (much like Odysseus

5 Isa. 53, 10. [...] 1] Yuxn Opov dpetat omégua LakgopLov.

% Song 1, 71; 1 Kings 18, 1.

4 Isa. 1, 14. xal taxg vouvvnuiag DUV Kal Tag €00Tag VU@V Hioet 1] Puxr) pov; 2 Kings
5, 8. [...] xal tovg poovvtag v Ppuxnv Aavid.

42 Kings 17, 8. [...] xal katdmukol ) Puxn avtwy; Job 7, 11. dvol&w mikpiav Puxng
OV CLVEXOUEVOC.

#Job 19, 2. éwc tivog éykomov mowmjoeTe PuXNV HOL Kal KAOaQeTE pe AdYoLG.

% Lev. 6, 5; 13, 4.

51 The doxological hymns are a fine example of glory towards God as it is revealed
through the world and history. See e.g., Psalms 8; 18; 23; 28; 32; 102, 1; 103, 1, etc.

52 See e.g., TPEMITEAAL (1959: 1, 483-486; 493-494); MEINERTZ (1950). As a side note,
soul in Christian art is mostly anthropomorphized, as seen in icons representing the
Assumption of Mary (WRATISLAV-MITROVIC-OKUNEV [1931]) and the event of Second
Advent, where the souls of the pure in heart people are shown to enjoy the bliss in
Heaven while the sinful souls are shown in torture.

5 Matt. 10, 28; Luke 17, 33.

54 Luke 12, 19; 2; Cor. 1, 23; 1; Thess. 5, 23.

% See e.g., AEKATEAY (1957: 58).

% For the influence of Homer in Byzantine epigrams see e.g., OPSTALL (2014).

% Hom. Od. vy 455. tg ®’ émel €k péAav aipoa 0O, Almte d' 00téa Ovpde.

% Hom. Od. A 50. [...] aipatog dooov iupev [...]; 96. ailuatoc dpoa miw kal ToL
vnueQTéa elmtw. See ITANTAZIAHY (1982 [=2009]: 25).
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who — before his descent to Hades — slaughters his victim whose blood
can retain the memory and feeling of life).

Returning to the epigram, the attribute of cleansing the soul from all
sins and washing away all misfortunes given to the blood of Christ, is
rendered through a request by the poet to the cross.” The use of the im-
perative TAUVOV attests to this assumption, while, finally, we ought to
observe that generally the statement of a request by a believer (usually
in the final lines of the epigram) towards the Divine is a common prac-
tice which we shall see in epigrams no. 14 (lines 15-18) and 15 (line 3).

Epigram n. 2

10th century, beginning of 960 (?),%° anonymous
Xototog ddwoty atpa 1o Cwnv pEQov.o1

Translation
Christ offers the life-giving blood.

Remarks
This is a one-line epigram, the work of an anonymous poet, who makes
reference to the blood offered by Christ in order to give life to sinful
humans once again. As such, the epigram maker characterizes the blood
of Christ as aipa t0 Cwnv @égov.

Let’s notice here that this epigram can be found engraved on the cir-
cumference of the rim of a chalice®> from which the believers received
the Holy Communion, blood and body of Christ,®® during Mass in

% The blood of Christ is essentially presented as the link between universal salvation
and personal devotion (see CHEPEL [2017: 67]), a distinctive link for the magical invoca-
tions in the early Christian years.

6 For more information on the exact date of the composition of the epigram see ROSS
(1959: 7-8); RHOBY (2010: 259).

61 RHOBY (2010: 258-259, n. Me84; 511 [im. 56-59]); DURAND (1861: 339, n. 47); PASINI
(1885-1886: 59, n. 3); PASINI (1888: 288); HAHNLOSER (1996: 67 [A. Grabar], n. 57; tab.
LII); HORANDNER (1989: 152); GUILLOU (1996: 76, n. 72A; 65-67 [im. 72a-e]); VASSIS
(2005: 277).

62 See RHOBY (2010: 258-259, no. Me84; 511 [im. 56-59]).

63 The blood of Jesus Christ is the basis for the New Testament. During the Last Supper
the pouring of wine into the cup offered by Christ to His disciples symbolized His blood
that would be shed during His crucifixion for the salvation of those who believed in
Him. (Matt. 26, 27-29. kai AaPwv 0 TOTHOIOV Kal edxaQotoag €dwkev avTolg
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church.* In this way, it is justified that the epigram is fairly short, a one-
liner, given the limited area that it would be engraved onto. Conse-
quently, the poet composed the epigram knowing the object so that he
could adjust the length of the epigram. Further, the poet keeping in
mind how this object is used, adjusted the content of the line.

Epigram n. 3
10t century, anonymous

"Exelg pe XQLotov atpa oagkog Hov @EQwV.%°

Translation
You have me, Christ, since you bear the blood of my body.

Aéywv- miiete €€ a0TOD TAVTES: TOVTO YAQ €07TL TO AlHd MOV TO TS KAvg dxOrkng to
megl MOAAQV Ekxvvopevovy eig dgeowv auagtiwv. Mark 14, 23-24: kai Aafwv 10
TOTIOLOV eVXAQLOTHOAC EdWKEV AVTOIC. Kal EToV €€ avTOL MAVTES Kal elTtev avToic:
TOUTO €07TL TO A& POV TO THS KAVAG dxOrkng T megl mMoAA@V €kxuvopevov. Luke
22, 20. woavTWS KAl TO MOTHELOV HETX TO delmvijoatl Aéywv: TOUTO TO TOTHQLOV T)
Kkavt) dlaBnkn év @ alpati pov, 1o UTEQ LWV EKXUVOUEVOV).

64 At this point it is worth mentioning that after the 4 century AD, the divine worship
acquires a new dynamic, which includes the transition from realism to symbolism
(MANTZAPIAHE [1990: 195-196]: on the symbolic character of the Divine Liturgy). From
the 6t century AD, in fact, the interpretive liturgical tradition is formed through a series
of texts-treatises with analysis and theological-symbolic memorization of the liturgical
types and sacred ceremonies (POYNTOYTAHE [1981: 17]). Thus, one of the most important
texts of the Divine Liturgy and the symbolic interpretation of what is performed
throughout is that of Nicholas Kabasilas (in the 14th century: ODB III: 1088) Eig trjv Oeiav
Aewtovgyiav or Eounveia tg Oeiag Aertovgyiac, where during the change of bread
and wine via invoking the body and blood of Christ he emphasizes the soteriological
work of Christ (PG 150, 425CD). The last of the memorizers of the Divine Liturgy during
the Byzantine period is Saint Symeon of Thessaloniki (15t century: ODB III: 1981-1982),
who, utilizing the previous interpretive tradition, emphasizes the Christological content
and meaning of the rites. (POYNTOYTAHE [1965: 121-141]; I'TEBTITZ. [1983: 265-308]). Essen-
tially the Divine Liturgy or Communion is nothing more than the union of Christ with
men through His flesh (bread) and blood (wine). (Kat dux toUto oeodokwrtat &k
[MapBévov, tva fuitv évwor). Tovtov te xaowv éotavowtal Kal to aipla eEéxee dU NUAG,
v a0tov kowvwvwuev. [...] Katl dux To0to magamAnolws KeKOWWOVNKE oaokog Te Kol
afpatog, va kowvwviav Exwpev pet’ avtov: PG 155, 233C [EH ).

6 RHOBY (2010: 272-274, n. Me91; 517 [im. 75-77]); COUGNY (1890: 1, 60, n. 369); PASINI
(1885-1886: 2, 24); PASINI (1888: 249); FROLOW (1964-1965: 221); HAHNLOSER (1996: 180,
n. 172; tab. CLXXII); GUILLOU (1996: 85-86, n. 81; tab. 74, n. 78 a-c); KRAUSE (2008: 46—
47; im. 1g); HORANDNER-RHOBY (2008: 46); VASSIS (2011: 220).
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Remarks
This is an epigram very relevant to the previous one, since we find it
engraved on the circumference of a chalice made with enamel. Much
like the previous epigram, this too refers to the blood of Christ and its
soteriological attribute, since it bears the blood of Christ, which is re-
ceived by each believer during Mass. We cannot be sure whether this is
the same poet, who may have received an order to compose epigrams
for two different chalices, because we have not further information on
him. Still, it is worth noting that this same line with slight modifications
(‘Exeic pe ©eov aipa oagkog pov @éowv) is seen many years later in
1650 engraved on a valuable chalice made with gold-plated silver in the
monastery of Tatarna in Karpenisi® that affords us to speak of a histori-
cal continuation and an imitation of the same line in subsequent years.

However, if one compares the two (similar in content) epigrams,
they will see how there is a noticeable difference between them in for-
mat. In this epigram, we have Christ as a persona loquens (use of first-
person singular pronouns makes it rather clear that it is a first-person
narration), who addresses primarily the anonymous donor of the chalice
emphasizing his sentiment towards Christ through His blood, and sec-
ondly, each person who wishes to receive the Communion, body and
blood of Christ thus saving his sinful soul. This would justify the use of
the second person singular form ("Exeic) making the epigram livelier
and drawing the reader’s attention.

Epigram n. 4

10t century, John Geometres
Eig v Aoyxnv
ITAevpag émAaoca mAdoua ong Ebav maAat,
mAgvoav d¢ QNOTELS TNV €UV AOYXT) OV ol
OUWE TO TOAVHUA PAQUAKOV KEQAVVUEL
TV TOAVUATWY 00V Kal T 0elfoa BAvoTaveL.s”

66 KOYMOYATAHZ (1991: 142; 104 [im.]).

6 TOMAAAKH (2014: 137, n. 126); CRAMER (1839 [= 1964]: 4, 302, 21-25); PG 106, Joannis
Geometrae, carmina varia argument sacri vel historici, col. 939 (wf3'); COUGNY (1890: 5,
455-456, n. 71); VASSIS (2005: 623).
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Translation

For the Spear
From your rib I once created Eve,
My rib you are (now) piercing with the spear;
still, (my) wound transforms into healing
and heals your wounds and springs up.

Remarks
This epigram, written by John Geometres, is devoted to the spear as we
are informed by its title (tit.: Eig v Aoyxnv) and specifically, to the
event of piercing the rib of the crucified Christ with the spear of the
Roman soldier.®® It is interesting how this evangelical event inspired the
poet to compose this epigram since he had followed a career in army
being a protospatharios (mowtoomaaBagLog).®

The use of acting on the part of the poet is noteworthy since it is
presented as if Christ Himself is addressing each human. In that way,
John Geometres, in the first two lines, attempts to juxtapose the creation
of Eve from the rib of Adam?” to the piercing of the rib of Christ on the
cross (ITAevoag émAaoca mAaopa ong Evav maAai, [/ mAgvgav de
onoelc v unv Adyxn ov pot). However, this juxtaposition is not acci-
dental since the epigram maker concludes with a soteriological message
according to which, the wound from the spear on the body of Christ is
transformed into a healing element that can heal all humans (Ouwg T
TOAVHUA PAQUAKOV KEQAVVVEL / TWV TOAVHATWY OO0V Kal T Qelfoa
PAvotaver — lines 3—4).”! Let us make a note at this point that this heal-

% John's gospel refers to this exact incident (John 19, 34: &AA” eic TV otEaTIWTOWV
AOYXn avtov v mAgvgav Evule, kKal evBEws EENADeV alpa kol HOWO).

6 LAUXTERMANN (1994: 163).

70 Gen 2, 21-22. kal €méBadev 0 Oeog ékotaoty €Tt Tov AdAy, kal Vrvwoe: Kol EAaf3e
piov v mMAELEWVY AUTOL KAl AVETIATIQWOE TAQKA AVT AVTHG. Kal (VKodOUNoeV O Oeog
v mAgvgay, v EAaev amo Tov Add, eic yuvalka Kl yayev avTnv eog Tov AL
71 It is highlighted here that the same soteriological message is found in hymnography
(v mAevoav €viyn O mAgvEav eiANPWS, ToL Adapu €€ 1) v Evav diémAaocag kal
eEEPBAVOaG Kpovvolg kabaptikovs: Megalinarion from the Fist Stasis of the account of
Epitaphios), and in homilies (¢v0Oyn 0& kai ™ AOyXn TV TAgvEay, dx TV €k TG
nAevoag tov Adap AngOeioav yuvaika: John Chrysostom, Eig v toujpegov
Avaortaow, PG50, 822).
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ing element consists of the blood and water that spilt out of the wound
of the body of Christ on the cross.”

Finally, this poem — aside from expressing the symbolic nature of
the spear, that is the relic of Christ which was kept with other relics in
Nea Ekklesia (Virgin of the Pharos)” in the 10% century —, may be refer-
ring to the ‘spear’, that is the small knife symbolizing the spear of the
Passion used to cut bread during the Liturgy of Preparation.” In this last
case, there is a metaphorical analogy between the spear that pierced the
body of Christ and the ‘spear” (knife) that cuts the bread, body of Christ.
In any case, we cannot be sure whether these lines were composed by
John Geometres as an order so that they could be engraved on the sur-
face of that knife.

Epigram n. 5

10t-11* century (?),”> anonymous
Tepmvov doxetov alpatog Cwngdoov
TIAELEAG PLEVTOG €€ AKNEATOL AGYOL.70

Translation
A beautiful vessel of blood that gives life
spilling from the rib of the indestructible Logos.

Remarks
This two-line epigram is engraved into a small cylindrical bronze vessel
(Tepmvov doxetov — line 1) with a cover top, in which the spilt blood of
Christ was kept, after His torture on the cross (mAegvoag Quévtog €€

72 It is known from the Gospel of Matthew (Matt. 4, 23; 9, 35) that Jesus heals maoav
vooov Kal padaxiav év te Aag (‘all sickness and sickness among men’), also for the
protection offered by the heavenly God to the believer in Him there is a clear reference
in the Psalms (Ps. 17, 3; Ps 90; Ps. 117, 6-7).

73 KLEIN (2006: 88; 91).

7 MENTIAAKHE (1997: 172-173).

75 A. GUILLOU (GUILLOU [1996: 81-82, n. 78B; im. 74, n. 78 a-c]) and Ed. COUGNY
(COUGNY [1890: 1, 60, n. 370]) published this epigram with a different order: Afuatog
Cawneoov tepmov doxelov / €€ axnoatov Aoyouv mAevag guévtog. Generally on the
difficulties of reading this epigram see also HORANDNER (1989: 151).

76 RHOBY (2010: 257-258, n. Me83; 510 [im. 53-55]); VASSIS (2005: 724); VASSIS (2011: 264).
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axnodtov Adyov — line 2). Specifically, this object was a gold-plated
cylindrical vessel with a hinged cover top, which — when closed — gives
the illusion of a building with a dome, clearly alluding to a church. On
the surface of the cover top, the first line is engraved in a circular man-
ner, while the second line is engraved at the base of the vessel. What we
see, then, is a correlation between the context of the lines with the use of
the object, which may indicate that the poet may have either seen this
object beforehand and examined it thoroughly, or someone may have
described it to him in detail so that he could compose the lines.

The blood is described as Cwngodpov, giving life to sinful humans,
an attribute that we saw in epigram n. 2 (aipa 10 Cwnv @épov), which
allows us to speak of an instance of conscious imitation, i.e., similar use
of the lines.

Epigram n. 6

11* century, John Mauropous, metropolitan of Euchaita”
Eic 10 &yov aipa
O¢eov pev atpa, e 0 Eung Puxng Avteov.”

Translation
For the holy blood
The blood is God’s, but also the salvation to my soul.

Remarks
This epigram is the only one whose title refers distinctly to its content
(tit.: Eig to dyov aipa). In the one and only line of the poem, we observe
the following two elements regarding the blood of Christ. The first one
regards the explicit reference to the divine nature of Christ, since in the
first part of the line we read that @cov pév aipa, while the second part
concerns the soteriological message and symbolism of the blood of
Christ, which was spilt for the salvation of the writer’s soul (tr)g & eung
Ppuxnc Avteov), and by extension for all mankind, given that the poet
speaks metonymically on behalf of all humans. The epigram reveals the

77 For the epigrams of John Mauropous on the cross and the crucifixion of Christ see
KANTARAS (2021).
78 STERNBACH (1897: 160, n. V); VAssIS (2005: 339).
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same relation of blood and soul, like the one we saw above in the first
epigram. Specifically, the use of the word Avtpov” referring to the blood
of Christ underlines this exact method of redemption for the salvation of
humans, i.e., through the spilt blood of the Son of God on the cross.

Epigram n. 7

11th-12% century, anonymous
‘Ov ol otaAarypot Tov BeoL TV alUdTwV
d0Eav OelknV ¢0TOALOAV KAl KOATOG,
e doEATovoL pagyaottat kat AlBoy;
00C KOOMOG €0TL, 0T(av)Qé, mioTig kat moboc:
5 oUtwg oe koouet kat BaoAic Magia.®

Translation

Him (meaning the Cross), who drops from the blood of God
with power and glory donned,

how are pearls and gems going to honor?

An adornment for you, cross, is faith and love.

In this way, queen Mary can adorn you.

Remarks
This epigram is noteworthy since it is engraved on a staurotheke that
contained a —now lost — vessel with drops of the blood of Christ. For
reasons of context and syntax, this epigram is quite unorthodox in its
sequence of reading.’! Therefore, the first line is engraved on the top
part of the staurotheke, lines 2 and 3 are on its left, and the remaining
two are on the right part. The bottom part of the staurotheke remains
unwritten, and it may have been the place for a final line, but for un-
known reasons, this did not happen.

Regarding the context of the lines, the first line explicitly states that
it regards droplets of the blood of Christ ("Ov ot otaAaypoi tov Oeov
Twv alpatwv) emphasizing the divine nature of the crucified Christ.

7> See MONTANARI (2013: 1290 [AUT00V= means of redemption and buy out]); LIDDELL-
SCOTT (3, 68); LTAMATAKOZX (1972: 587).

80 HOBY (2010: 266268, n. Me89; 515 [im. 69-70]); KRAUSE (2008: 39; im. la-e); FROLOW
(1961: 296-297, n. 273); DURAND (1860: 310); VASSIS (2005: 531); VASSIS (2011: 244).

81 See e.g., RHOBY (2010: 266).
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Following, the (anonymous) poet states his doubtful question about the
capacity of precious gems and pearls to accredit the real value of Him
who spilt His blood for all humans (nwg doEdoovot pagyagital katl
AtBoy;).822 The answer is provided in the following line in which the only
adornment suitable for the cross is faith and love towards it and not the
stones and pearls that decorate it (00g k6opog €oti, ot(av)eé, mioTig
Kat mo0og — line 4).%

The epigram is concluded with the name of the person who is re-
sponsible for all that decoration of this sacred holy object, BaotAic
Maota (queen Mary),®* who was of noble descent — also, very powerful

82 By the way in Byzantine times the love and admiration of Christians for valuable and
semi-precious stones prompts them to the manufacturing of crosses and reliquaries us-
ing these stones masterfully. After all, we should not forget that the allure of precious
stones due to their glamour and colors is justified up to a point on account of their rarity
and difficulty in finding (for precious stones in early Christianity see e.g., SPIER [1997]).
In cases where these valuable objects (crosses and staurothekes) were accompanied by
engraved lines, we notice that their tangible beauty is a metaphor for the glory of the
cross and the Crucified and that the persons ordering their engraving expressed their
faith through them. Some examples: AiBwv dxrvywv cvvBéoel k(at) pagydowv: this is
an epigram at the back side of the staurotheke of Limburg, 10t century, anonymous, line
4: RHOBY (2010: 163-166, n. Me8; 499 [im. 25]); 0éPwv éxaAAwn<t>oe v Onknv EVAoUL:
this is an epigram at the circumference of the staurotheke of Limburg, which mentions
the beautification of the staurotheke with precious stones, 10 century, anonymous, line
7: RHOBY (2010: 166-169, n. Me9; 499 [im. 26]); O1kn) meQloTéAAOVOLY AQYLEOXQVOW:
regards the cross, 11* century, anonymous, line 4: RHOBY (2010: 295-296, n. Me106; 520
[im. 83]); xoopel xovo® Te kat AlBoig kat pagyagols / [...] / Kvglakog de <trjv> xouomv
avt@ O(Pnv: regards a staurotheke, 27 half of 13™ century, anonymous, lines 2 and 4:
RHOBY (2010: 236-237, n. Me68; Eig éykoAmiov otavgov xouoovv peta Atbwv / [...] / 6¢
oV Tamewvoig €ykateotowOn Atbows: regards an enkolpion (amulet). 13t—14t century,
Manuel Philes, tit., line 3: RHOBY (2010: 180-183, n. Me18; 500 [im. 28]).

8 In this case we observe an exception to the above-mentioned rule since the beauty and
shine of the gold, as well as the pearls and the remaining precious gems, are in no way
reflective of the actual shine of the cross embossed with the blood of Christ. On the contra-
ry, these gems lose their shine when compared to the honest love and deep Christian faith.

8¢ According to scholars, (see RHOBY [2010: 267]) it could possibly be either Maria of
‘Alania’ (1050-1103: see ODB II: 1298; GARLAND [1999: 180-186]), of Georgian descent,
married initially to Michael VII Doukas (see ODB II: 1366-1367; POLEMIS [1968: 42-46])
and then Nikephoros III Botaneiates (see. ODB III: 1479; LEIB [1950]), or Maria of Anti-
och, of French descent (1140-1182/3: see ODB II: 1298; GARLAND [1999: 19-209]), sec-
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and influential — and decided on the decoration of this specific stau-
rotheke, on top of which, as mentioned before, there was a glass vessel
keeping drops of the blood of Christ (oUtwg oe koopel kat PaotAig
Maotoa — line 5). Her noble descent and high social and financial status
prompted her to address the personified cross (ot[av]oé — line 4), with-
out causing any discomfort to the reader of these lines.*

This woman, then, inspired by her profound faith and honest love
for Christ and his spilt blood on the cross, commissioned the composi-
tion of these lines to the poet — in which lines her name is mentioned —
and the manufacturing of the staurotheke to a (possibly imperial) work-
shop,® in an effort to request redemption for her soul from earthly sins.
Still, this request, which is common in epigrams of this kind and is
mostly written in the last lines, is not present in this epigram. We could
claim that this could be written in a final line engraved on the bottom
part of the staurotheke (which is, however, absent).?

Epigram n. 8

12t century (1192), anonymous
EVAov otopwO(ev) alpacty Beopu(tolg).®

ond wife to Emperor Manuel I Komnenos (see ODB II: 1289-1290) — On December 25t
1161, when their wedding nuptials took place — after his death, she is strangled by the
new emperor, Andronikos I Komnenos (see ODB I: 94) in 1182/3.

8 There are examples of other women of noble decent ordering engraved crosses and
staurothekes. A prime example is Irene Doukaina whose figure is embossed on the wood
of a cross (1112t century, Nicholas Kallikles: RHOBY (2010: 268-272, n. Me 90; 516 [im.
71-74]), while another mentionable is (“purple-born” / porphyrogennete) Eudokia Kom-
nene, third daughter of Alexios I Komnenos and wife to Constantine lasites (ODB II:
969), decorating a cross with engraved verses by Nicholas Kallikles, a favorite scholar in
the imperial court of Komnenos family (FROLOW [1961: 317-318, n. 312]); ROMANO (1980:
105, n. 27). Lastly, we will mention Irene Ouvydatno IaAawoAoyivae who decorates this
time an image of the cross (RHOBY [2010: 248-251, n. Me 79; 475 [im. XLIX]).

8 The deep faith and love are declared in the epigrams usually with the word ‘passion’
in the dative (m60w) accompanied with the name of the believer. Some examples: koopel
0¢ NwkdAaog v Orjknv méOw: RHOBY (2010: 201-203, n. Me34; 468 [im. XXXIV]); Onicnv
Tw(dvvng) d¢ tevxel vOv méBw: RHOBY (2010: 281-283, n. Me97; 475 [im. LIJ).

87 For this view see RHOBY (2010: 268).

8 RHOBY (2009a: 328-329, n. 229; 458 [im. LIII]); WINFIELD-WINFIELD (2003: im. 263);
VAssIS (2011: 242).
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Translation
Wood steelified by the blood of God.

Remarks

This epigram is one single line found in fresco in the southern gate of
the Church of Virgin Mary of Araka® in Lagoudera in Cyprus, placed
under the horizontal part of the cross, separated in the left and right part
of it. This epigram is devoted to the wood of the instrument of torture of
Christ, i.e., the cross, which has received a soteriological attribute after
the blood of Christ was spilt on it. It is the holy blood that after being
spilt on the wood of the cross, made it holy, steelified it, and trans-
formed it from an instrument of torture to an instrument of salvation.

Epigramn. 9

12t century (1192), anonymous
EVAov otopwdév alpaoty Oewping.

Translation
Wood steelified by the blood of gazing (of God).

Remarks
This line, much like the previous one, is found on fresco of the same
church in Cyprus. On the fresco, we see the cross and under its horizon-
tal part and on the left and right of its vertical part we find the epigram.

In comparison of these two epigrams, it can be easily found that
they share some commonalities both regarding their content and their
form. Specifically, the blood of the Son of God which, during His cruci-
fixion, soaks the wood of the cross is a central element in this line. As for

8 It should be noted that the decoration of the church in December 1192 at the expense
of Leo Authentis (according to an inscription above the northern entrance of the tem-
ple) was completed shortly after the legal acquisition of the mainland by the English
king Richard I the Lionheart in May 1191 (see about WINFIELD-WINFIELD [2003: 50f]),
as for the creator of the frescos, he is identified by some scholars as Theodore Apsevdis
— himself or at least a member of his laboratory (XOTZAKOTrAOY [2005: 649]). The con-
nection of this temple with the art of Constantinople during this period is evident both
in the style and in the iconographic program.

% RHOBY (2010: 413, n. Add33; 487 [im. LXXXII]); VASSIS (2011: 242).
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the form, we can see the similarity in the choice of wording quite easily.
It is true that in the four words that comprise the line, only the final one
is different. That is, in the previous epigram (epigram n. 8) we see the
word 0eoppU(toLg) (= what pours out of God)”! while in this case (epi-
gram n. 9), we see the word Oewolag which ascribes a visual element to
the epigram, since it refers to the gazing of God (Oewola= viewing, ob-
serving, sight, the sense of vision).” There are still some metric similari-
ties since the vertical part of the cross smoothly divides the line in the
fifth syllable, making a visible penthemimeres caesura. We also see simi-
larities in the spelling mistakes of the same words in both epigrams,
since in one case (epigram n. 8) we read CTOMO®(EN) EMACHN
OEOPI(TOIC), and in the other case (epigram n. 9) we read
CTOMOG®EN EMACIN. These mistakes allow us to assume that the po-
et may not have been academically inclined — the poet may have been
the painter of the frescos — and that the composition of both epigrams
can be attributed to the same individual. Further, it can be assumed that
the poet-painter may be responsible for the slight modification in the
lines since he may not have remembered entirely how these lines were
composed.

However, we should mention that this line (epigram n. 9) is also
found in the (internally) completely covered by frescos church of Holy
Cross® in Agiasmati in Cyprus and dates back to 1494. It is possible that
it is a copy of epigram n. 8 while the difference in the final word can
possibly be interpreted as wrong reading on behalf of the copier.** Brief-
ly, what we see is a constant effort of conscious imitation of this one-line
epigram with slight modifications among them, which accompanies the
symbol of the cross in the murals of the Cypriot churches.

91 See MONTANARI (2013: 966).

92 See MONTANARI (2013: 973).

% It is worth noting the existence of an unusually large number of temples to the East
dedicated to the Holy Cross since the mid-Byzantine years in Cyprus. In any case, it is
certain that the special tradition that wants St Helen to pass through Cyprus on her
journey between Constantinople and Jerusalem to find the Holy Cross, has always
been strongly present on the island and is able to justify the construction of temples in
honor of Cross.

% See RHOBY (2010: 413, n. Add33).
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Epigram n. 10

12th century, Gregory Padros, metropolitan of Corinth
Lravow BAETwv o€ TOV Oeov kat deomdtnv
DEDOKA PEITTWV KAl TTTOOVHAL KL TQEHW.
0 ovpavolg étevag, mAwoag x0ova,
TG XELRAG £ENTIAWOAG €V 0Tavo@ VAW,

5 MAwv d¢ mwg Nveykag alyetvovg movoug,
TAELEAV EVDYNG, UATWOAS TOVG TIOdAC;
& un @éoovoa oetetat XOwv avtika,
okotiCetat d¢ Aapumeov fAlov oéAag,
kataTétaopa oxlletat Oelov dopov,

10 Bpavovot mEToaL Kal TOéUEL TACA KTIOLG.
Oonvet tekovoa kal padnTrg dakevols.”

Translation

On the cross I see you, God and Lord

and I feel fear, I quiver and pother and shake.

You who unfolded the skies and laid out the earth,
how can your arms extend on the wood of the cross,
how did you suffer through the agonizing pain of the nails,
how your ribs were pierced and your feet bled?

The earth is shaking because it can’t take it anymore
the light from your shining sun is darkening,

the temple curtain is ripped,

the stones are crashed and all creation is shaken
mother and student mourn in tears.

Remarks
The lines in this epigram are a successful depiction of the crucifixion in
accordance with the evangelical descriptions of the event. This may
have been an epigram referring to the crucifixion of the Christ while His
mother and student mourn (Opnvel tekovoa Kal padntrc dapLolg —
line 10), as evidenced by the use of the verb ‘see’ in the first line
(Ztavpw PAEénwv). These descriptions are particularly known to the
writer of the epigram since he has served as Metropolitan, which — in

% HUNGER (1982: 642, n. VI); VAsSIS (2005: 687). For Gregory Padros, metropolitan of
Corinth, and his work see KOMINHZ (1960); BECK (1959 [= 1977]: 606); ODB III: 1587.
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combination with the profound Christian and classical education — help
him in the production of these lines showcase his expressivity and ro-
bustness. The former is achieved through the use of rhetorical ques-
tions® (lines 4-6) which express the emotional agony of the writer upon
facing the crucifixion (Xtavow PAénwv oe tov Oeov kal deomoty /
dédoua olttwVv Kal mroovpal kal Toépw — lines 1-2), while the use of
verbs (étewvag [...] imrAwoacg - line 3, é¢&nNnmAwoacg — line 4, veykag —
line 5, éviyng, Nuatwoacg — line 6) and of the personal pronoun (oe —
line 1) in the second singular ascribe a liveliness to the epigram, draw-
ing the interest of the reader when addressing Christ Himself.

As for the content of the epigram, there are references to the spear-
ing of the rib of Christ,” to the nails on His feet (mAgvoav evoyng,
NUATwoag toLg odag — line 6), to the event of the sky darkening upon
Christ’s last breath on the cross (okortiCetat d¢ AapumEov NAlov océAag —
line 8), as we are informed by the Gospels of Matthew,” Mark,” and
Luke,'® as well as the earthquake that came after the darkening and de-
stroyed buildings!® and the temple of Solomon!'®? (katamétaoua

% See GLOCKNER (1901); SCHILLING (1903). On rhetorics in Byzantine poetry see
JEFFREYS (2019a), and generally for rhetorics in Byzantium see e.g., JEFFREYS (2003);
KENNEDY (1980); KENNEDY (1983); KOYKOYPA (20113); MAGUIRE (2003); MULLET (2003);
NIKOAAKOITIOYAOZ (1993); TPIANTAPH (2016). For the use of rhetorical questions on
Byzantine epigrams on the cross and crucifixion of Jesus Christ see KANTARAS (2019a:
87-89).

%7 See epigram n. 4 (tit. Eic t)v Adyxnv), 5 (line 2) and 13 (line 2).

% Matt. 27, 45. Ao 0¢ €kTng WEAG oKOTOG EYEVETO €Tl TATOV TNV WG WEAS EVATNG.
For more information see TPEMITEAAZ (1951: 510).

9 Mark 15, 33. I'evopévng 8¢ woag €kng okotog £yEveTto €@’ OANV TV YNV €wg Woag
Evatng.

100 Luke 13, 44. "Hv 8¢ woel doa €kt Kal okotog EyEveto €@’ SANV v YNV e doag
évatng, tov MAlov ékAelmovtog. For the exact time of death of Christ see TPEMITEAAL
(1951: 510).

101 Matt. 27, 51. Kat idoU 10 katamétaopa To0 vaod oo eic dVo ano avwbev éwg
KAtw, kal 1] yn éoelobn kai ai métoar €oxloBnoav; Mark. 15, 38: Kai to
KATATETAOHA TOV vaoL €oxiofn eig dvo anod dvwOev €wg kdtw. For the reaction of
nature, which out of fear for the criminal nature of humans expresses its empathy to-
wards the death of Christ, see comments in TPEMITEAAL (1951: 512-513).

102 The relevant first two verses from a four-line epigram of Theodore Prodromos in the
same century (the 12t%) bearing the title Eic tv otavowowv (ITov oéAag 1 eAlowo
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oxtletat Betov dopov, / Bpavovot TéTEaL kal TEéHEL Ao KTIOWG —
lines 9-10). Generally, the earth’s shattering is interpreted as the reaction
of nature towards the terrifying view of the crucifixion (& ur @égovoa
oeletat XOwv avtika — line 7). The event of the Passion of Christ is
completed with the mourning Virgin Mary and the tearful student of
Christ, John (Opnvel tekovoa kat padntng dakevolg — line 10).

In this mood of fear and death, we see an indirect reference to the
blood of the crucified Christ, which is spilt all over His feet (1f)uatwoag
TOUG TOdAG — line 6). It is that blood that led to the salvation of human-
kind.

Epigram n. 11

12t century, Klemes the monk
Eigc eikdval® tov XQLOTOU €0TAVQWHEVOL, ATIO TOV TATOLAQXOU
TepoooAvuwv kveov Twdavvov.
KAtvag kepaAny kat Oavwv énti EOAov,
@ POKTE VekQE, Cwv Oeov Cawvtog AdYe,
£okac we avOpwmog altnoy pégety
TG TATOL TQ 0@ TNV PEOTWV CWOAL PUOLY:
5 a&oxLepels ya kat mapdkAnTog puéyag
oV, ZwteQ, wpong, wg 0 ooc ITavAog yoapet.
ov youv 0 Ovoag kat tvlelg, [TAaotovgyé pov,
TV UTTEQ U@V OV OpayT|V dedeYéVOg
Kal v 0énowv flv dédwrag Aapupavwv
10 pot 10 AVTEOV g Oed¢ dWEOV VEUOLG:
i yop Aéov Tl el IAaoua oot pépet
1 10 mEoxvOeV alipa [00V] oTAVEOLHEVOY;
¢ TegovoaAnu de oo g aylag
000VW HE TEMTQ TATOXQXWV DQLOAG,
15 k&v ovpavoig dog oot Ovev Eénadiwg

dupxeTo NdE oeANVNg; / Tic dé Te Aatopin oALoUG ETunEato méteoug;) are indicative.
See PAPAGIANNIS (1997: 239240, n. 229b); VASSIS (2005: 641).

103 [n Byzantium, the term eixwv is generally understood as depiction, representation,
or portrait. Still, this term is also used to talk about the mobility of the icon, meaning
icons on wood or other materials depicting Christ, the Virgin Mary, or saints
(PENTCHEVA [2006: 631]). On an icon like this, the epigram could be engraved on the
frame, the surface, or the back side (PENTCHEVA [2007: 120]).
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Katl TG ToaTéCNS CUUHETAOXELY TNG AVW
Kat dovAOV dvTa TEOCAAPBOL dattvHdVa
TOV TTATOLAQXTV TS LiwV Twdvvnv.104

Translation
On the icon of the crucified Christ by the Patriarch of Jerusalem John
Supporting Your head on the cross and dying on it,
oh frightful dead man, creation of living God (You), Logos,
you look like a human that has a request
toward Your father, to save the mortals’ nature;
because archbishop and great supporter
You, our Savior, you see, just like Your Paul writes.
You the sacrificed, my Creator,
after you accepted Your sacrifice for us
and received the request which you gave (to your father)
gave to me as God the gift of my reward;
what is more and who is bringing forgiveness to You
aside from Your spilt blood?
Of Your holy Jerusalem
on a respectable throne you placed me as a Patriarch
and in the skies I, now, sacrifice to You
and in the Mass I participate
and as Your servant accept me in the same table
me the Patriarch of Sion, John.

Remarks
This is an epigram devoted to the event of the crucifixion, ordered by the
Patriarch of Jerusalem John, as we are informed by the title (tit. Eig
glkOva ToL XQLOTOU €0TAVREWHEVOD, ATIO TOL TATOLAQXOL TegocoAvwY
KkLEOL Twavvov) and by some lines (tng TepovoaAnu de cov g ayiag /
000V pe oemTe MATOXEXWV Wevoag — lines 13-14; Tov TatolkoxNnV
¢ Zwwv Twdvvnv — line 18). This regards the ‘spiritual father” of the po-
et, monk Klemes, for whom we do not have enough information. It seems

104 SPINGOU (2013: 97, no. 402); AAMITPOE (1910: 184, no. 363); MIONI (1981-1985: I 407
[524.XX.1]); VASSIS (2005: 409).
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that Patriarch John!® ordered the educated monk to compose the poem
for an icon of the crucified Christ gifted to a monastery.1%

The Patriarch, after mentioning how Christ has bowed his head on
the cross, showing him like he is posing a request to His Father for the
forgiveness of humans (lines 1-4; 9), asks from the crucified’s divine
nature forgiveness as a reward, which only the spilt blood of Christ can
guarantee (¢pot 0 AVTEOV WG Oe0g dwEOV VEUOLS: / Tl Yoo AoV Tig
elg aopa oot @épel / 1) tO mEoxvOév aiua [0ov] otavgovpévou; lines
10-12). The lines are completed with the statement of the final request of
the Patriarch of Sion, John, towards the crucified Christ to accept him in
the same table in his Holy Kingdom (lines 15-18). We should note the
continuous use of the verbs in the second person singular when ad-
dressing the crucified Christ (éowkag — line 3, w@Onc — line 6, dé¢dwrag —
line 9, vépoic — line 10), of the pronouns (personal and possessive) also
in the second person singular (0w — line 4, ov - line 67, onv — line 8, oot
— line 11, oov — line 13, oot — line 15) and finally, the use of clitics (@
@owTe vekpe, Cov Begov Cwvtog Adye — line 2, Twtep — line 6,
ITAaotovEyé pov — line 7) creating in that way a sense of directness and
liveliness in the lines.

Epigram n. 12

1213t century, anonymous
Xitwv, xAauvg, Aévtiov, évdovua Adyov,
owdwv, AVOovV, otépavog NkavOwpEvol(),
00TovV, EVAOV, OQLE — dLOVOV, OTALEOV, AVXVOU -,
Cvng mavayvou Tunua, pHoavdvov Héog,

5 [Evotoa]tiov Aetpavov, dotovv ITpodopiov,
Evpnuiag 00L&, Aetpavov NucoAdov,
00T& LTe@Avou ToL vEou, ®e0dwov
[ka]tITavteAenpovog éx towv) Tola.!”

105 The patriarch appears as a donor in five more epigrams. This John is probably John
IX Merkouropoulos, patriarch of Jerusalem between 1156 and 1166 and author of the
lives of John of Damascus and Kosmas of Maiouma (BHG 395). See PAPADOPOULOS-
KERAMEUS (1897: 303-350); ENGLEZAKIS (1973: 508); PLANK (1994: 176-183).

106 For more information see SPINGOU (2013: 205-206).

107 RHOBY (2010: 283-285, n. Me98; 517 [im. 78]); KAIIIAL (2004: 416; 430 [im. 2]);
SEVCENKO (1998: 246, n. 115); VASSIS (2011: 276).
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Translation

Alb, toga, lention, clothing of Logos,

shroud, blood, thorny wreath,

bone, wood, hair — of the twin, the cross, the light-,
part of the belt of the Virgin (Mary), part of the cloak,
relic of Eustratios, bone of John the Baptist,

hair of Euphemia, relic of Nicholas,

bones of Stephen the Younger, of Theodore

and of Panteleemon, three out of them three.

Remarks
These eight lines are a list of relics in a lipsanothek-enkolpion and they
are engraved on the front part (cover) of the object.’® Among these rel-
ics, we notice the blood of Christ (AVOpoVv!® — line 2) and aside of any
Christ-related relics (e.g., the alb, toga, lention, shroud, thorny wreath,
lines 1-2), we also see a record of relics of John the Baptist (line 3:
AVxvoL'’- line 5: ootovv ITpodpopov), of the Virgin Mary (line 4), of
Saint Eustratios (line 5), of Euphemia and Nicholas (line 6), of Stephen
the Younger (line 7) and finally of Saint Panteleemon (line 8).

It is noteworthy to point out how such a great number of holy relics
was accumulated in such a small object, as is the reliquary, measuring
9,5x8,5 cm."! Undoubtedly, its religious value would have been im-
measurable exactly due to the plethora of relics in it.

Finally, we should point out the importance of the word used by the
anonymous poet to signify the blood of Christ, “AVOpoV’, a word we find
in Homer,"? which declares the blood coming out of the wounds, the le-
thal blood, mixed with sweat and dirt. This transcends to the Byzantines

108 This lipsanothek-enkolpion is kept safe in Moscow National Museum. See RHOBY
(2010: 283-285, no. Me98; 517 [im. 78]).

109 MONTANARI (2013: 1285 [AVOgov = blood mixed with dust or sweat]); LIDDELL—
SCOTT (3, 63); LTAMATAKOX (1972: 585).

110 RHOBY (2010: 285, n. 807).

111 RHOBY (2010: 284).

112 Hom. II. Z 268. aipatt kai AVOow memalaypévov evxetdaodat; A 169: AVOow
eénaAaooeto xeipag; Y 503: AvBow d¢ maAacoeto xetpag aamntovg; Hom. Od. x 402:
aipatt kat AVOow memaAaypévov; P 48: alpatt kat AVOow memaiaypévov. See also
TTANTAZIAHE (1982 [=2009]: 399).
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in this same sense.!® The choice of this Homeric word by the poet shows
knowledge of its existence and also, signifies a rather nuanced use of the
word because it immediately recalls that the death of Christ is murder.

Epigram n. 13

13% century (1207), anonymous
"Eoxnka XoLotov oTaQYAvwV HIKQOV LEQOG,
NAwV éyw 0¢ TV oefaoTwV Tt TEVPOC,
Conv kayw 0 BAVOAV alpa T KOOUW,
OTEQPOLS AKavOIVOL O KAYW TUN A TL!H

Translation

I'have a small piece of the napkins of Christ,
I have a shard of the hallowed nails,

I have the blood that poured life for humans,
and I have a piece of the thorny wreath.

Remarks

In this epigram, much like the previous one (epigram n. 11), there is a
listing of the holy relics of a lipsanothek that is unfortunately lost nowa-
days. The specific lines are engraved on its front part while all the holy
relics listed are related to Christ (e.g., the napkins — line 1, the nails — line
2, and the thorny wreath — line 4). Among those relics, we see the blood,
10 BAVoav Cwnv (line 3) for all humankind. What draws our attention is
this specified, almost in a catalogue-making manner, format of the po-
em, since we are presented with a wealth of holy relics related to the life
of Christ from birth till His crucifixion.

Epigram n. 14

13t-14t century, anonymous
Eig v otavowotv
AtmtAovg 6 maBwv: v YAQ €0TL kal VEKULG,
WS atpa dnAot kal 1o cvuPAvoav HdWE:
oVk oLV Oe0¢ kKpalovot Téteat yn okotog.!1

113 LOYIAA (2002: 721).
114 RHOBY (2010: 178-179, n. Me16); FROLOW (1961: 397-399, n. 473); VASSIS (2005: 260);
VASSIS (2010: 219).
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Translation

For the crucifixion
The sufferer has a dual nature, for he is living and dead,
as shown by the blood and water poured (from His rib);
so, the rocks, the darkness and the earth all scream ‘God’.

Remarks

The writer of these lines, devoted to the crucifixion as we are informed
by the title (tit. Eig t)v otavowowv), highlight the dual nature of Christ
(AitAovg 0 maBwv — line 1). Specifically, referring to the event of spear-
ing of Christ’s rib on the cross, the poet uses the water and the blood
that poured out of His rib as proof of his dual nature ([...] Cov yao éott
Kal VEkug / wg aipa dnAotl kat 10 ovpPAvoav Udwo, lines 1-2). The
third and last line comes to underline the divine substance of Christ,
since the reaction of nature (such as the earthquake and the darkness)
upon His excruciating death is valid proof that indeed the crucified is
God (ovx oLV Be0g kpdlovat éToat Yy okOTog — line 3).

Epigram n. 15

15t century, Michael Apostoles

Eig v otavowotv tov XoLotov
IMaBwv 6 owtr)o &vOpwnwv VTEQ Yévoug,
£pnvev avtovg Twv Tabwv eAgvOépoug:
EYYIAALEOV poL Oee oeto maOeowv amaOetoy:
XELQAC AERANEVOS OTAVQOV £TTL OQYAMOG T)G.

5 aipa dédwKe TATOL AVTEOV ATIOLXOUEVWV*
Xowotov aipatoéooag deEapévn pabduryyag
ITovAvBotepa xOwv Nuecev aipa vékug. 1o

Translation

For the Crucifixion of Christ

After the savior has suffered for humans,

relieved them of their passions;

make me (then) an ally, my God, in the calmness of Your passions;
since spreading your arms on the cross made you a leader.

His blood was given to the Father as reward of those who have died;

115 HORANDNER (1994: 119, n. XIV); VASSIS (2005: 149).
116 AAOYPAAE (1950: 190, n. 78); VASSIS (2005: 588).
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The euphoric land received the drops from the blood of Christ
and rolled over the dead.

Remarks
This is an epigram devoted to the crucifixion of Christ (tit. Eic v
otavEwOoLv toL XELotov), whose lines refer to the relief from the passions
of sinful humans through the sacrifice of the savior Christ ITaBwv 6
owto avlpwrniwv Vme Yévovg, [/ Epnvev avtovg Twv mabwv
£éAev0époug) and his extension on the cross (xeloag AeldEVOS OTAVOOD
EmL dpxapog N¢ — line 4). In this calmness of His Passions, the poet asks to
participate (£yyldALEOV poL Oeg oeto aBeotv andOeiav — line 3).

The writer of these lines!'” sees the spilt blood of Christ as definitive
since that was what was gifted to His Father as reward for the salvation
of the dead (aipa d€édwie TartEl AVTEOV AoLxopévawy — line 5). In short,
it is the blood, the drops of which soaked the earth, rolling over the dead
with their future resurrection (XpoToU aipatoéooag defapévn
oaBdauryyac / TTovAvBotepa xOwv Tueocev aipa vékug — lines 6-7).
These last two lines draw our attention because of the use of particular
vocabulary so as to create the intensity of the image of the crimson blood
of Christ (aipatoéooac — line 6)1% spilling on the fertile ground
(ITovAvBotepa xOwv — line 7)Y soiling it (Nuecev aipa — line 7).} The
persistence on the hue of the blood is profound and it is a guarantee for
the salvation of humans as reward (AUtpov — line 5) by God.

117 For some basic information about the writer of these verses, Michael Apostoles, see
ODB (I: 140-141).

118 MONTANARI (2013: 97); ZTAMATAKOZ (1972: 38).

119 The word movAvfotea / moAvpotepa (stemming from the words moAvg and the
poetic fotéw = herd: MONTANARI [2013: 441]) usually accompanies the word xBwv (=
land. LIDDELL-SCOTT [3: 632]) carrying the meaning of fertile land and for many, land
that can provide sustenance (ITANTAZIAHE [1982: 539]; LTAMATAKOX [1972: 809]; ZOYIAA
[2002: 938]). We also see it in Homer (émi xOovi movAvfBorteign). See Hom. II. ' 195
(tevxea pév ol keltau i xOovi movAvPorteign); Z 213 (¢yxog pév katémmEev mi xOovi
ntovAvPoreion); E 426 (tw pev &Q’ & Ketvto €mi xBovi tovAvPoteipon). Hom. Od. ©
378 (doxeioOnv dn Emerta moti xOovi movAvPoteign); T 408 (Avdgdov 1)d¢ yuvau&iv
avo x0ova movAvBotewav). Also, the word oteiga is seen as adjective for Demetra in
the corresponding Homeric Hymn (ALLEN-HALLIDAY-SIKES [1936% Eic Arjuntoav 122]).
120 L IDDELL-SCOTT (1: 68).
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Epigram n. 16

15t century (1494), anonymous

Kéyw ovvadw, Aéomota, T p(nt)el cov

PWVT PLALKT) TTOOOQOLLKT) 0OV, AOYe:

oLg 1yopaoag alpatt o Tl

ot(av)ow koepaoOeic, TAaotovyé, avevbvvwg,
5 tovtolg kKataAA&yNOL dwoeav TaALY,

evomAayve L(wt)eQ, £k pulav(Bow)ov Toomov.?!

Translation

Me too, Lord, I agree with your mother

speaking with the voice of your friend and precursor, Logos.

Those whom you bought out with your holy blood

when you were hanged on the cross, oh Creator, innocent as you were,
with them you make peace again rewardless

oh compassionate savior, in a benevolent manner.

Remarks
This final epigram poses a particularity in its content and its form since
it is an answer to another epigram. The two epigrams are drawn on a
cylinder'? at the church of the Holy Cross in Agiasmati, Cyprus and
date back to 1494.% In one of those, the conversing personas are the
Virgin Mary and Christ,'** while the other (which interests us more) re-
fers to John the Baptist and Christ.!”® Both address Christ to persuade

121 RHOBY (2009a: 370-373, n. 253; 498 [n. 100]); APTYPOY-MYPIAN®EYE (2004: 32 [im.]);
AOMHTIOX (2007: 228 [im.]); VASSIS (2005: 372); VAssIS (2011: 231).

122 For the presence and the cylinder in the icon decoration of the Byzantine church, see
GERSTEL (1994).

123 For the decorative program of Byzantine churches with saints that hold written pa-
pyri, see RHOBY (2017: 277-278); RHOBY (2012: 738).

124 The epigram is the following: Q) Aéomota, mat kat O(eo)0 Lwvtog Adye:/ ob pev
neoeAB(wv) €€ épov omopa(c) av(ev) / &k d¢ IT(at)(0)s pic Yevo(ew)c, L(wT)eQ, dixa
[ a0t te oLVwV ovEavav Vet kAtvag / ong kAtoews {HEN} tag apaptiog dgeg / kail
p(nooukac) mAnjowoov ik(e)tnoiag. See RHOBY (2009a: 369-370, n. 252; 460 [im. LVIII]).
125 It is worth mentioning that the verb choice is cuvddw to declare the unanimous
view of John the Baptist and the Virgin Mary (cuvddw = agree with somebody), a verb
that has a rhythmical tune to it and could mean &dw = sing with somebody
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Him to show mercy and save humans from sin with his crucifixion and
His spilt blood on the cross (ot[av]ow kpepacOeic, mMAaoTOLEYE,
avevOvvwg, / tovtolg KATAAA&YNOL dweeav TAALY, [ eboTAaxve
Llwt]eo, éx eulav[BowT]ov todmov — lines 4-6). John the Baptist is pre-
sented as speaking with pwvn @puAkn tpodpopik) (line 2) as the media-
tor of the request of the Virgin Mary towards her Son, which is common
in Christian Literature. There is a distinct reference to the blood of
Christ that was spilt to buy off the salvation of those who crucified Him
(obg Nyodoaocag ailpatt 0@ Tipiew — line 3). In any case, the mediation
begins with the Virgin Mary!?® and continues with John the Baptist to
reach Christ.’

Epigrams and Art

Without a doubt, this interaction between text and image is a significant
manifestation of Byzantine culture.!® The value of these epigraphs on
icons and objects is priceless. Byzantine epigrams, — which as we saw

(MONTANARI [2013: 2031]; XTAMATAKOZ [1972: 941]; LIDDELL-SCOTT [4, 195]), thus rein-
forcing the performativity of the epigram.

126 Typical examples of mediation are found in the Akathistos Hymn and the Theotokia,
where the Virgin Mary is often presented as yépuoa petayovoa tovg €k Y1 TQEOG
ovpavov (ITATIATIANNHE [2006: 58; v' 11]) and mdAwv peta Oavatov, v ) peAdovor)
koloet peottola kat Bonbog (ZTAGHE [1977: 185, n. 26]).

127 Let’s note that in Byzantium there was a commonly accepted kind of ‘written com-
munication” between sky and earth, e.g. the dual image of donors in codex Iveron
Monastery of Mount Athos 5 in the 13% century (¢. 456v/4577) where we have the de-
piction of four persons; the Virgin Mary with an eilitarion on her hand representing
the Byzantine empire employee Tov émi t@wv derjoewv and in her capacity as mediator
between God and humans she begs for the atonement of sins for her protégé, John (the
second form of the bureaucratic scene). Christ on His part responds positively to the
request and dictates to His secretary, John Chrysostom (the fourth person), the absolu-
tion of sins (see HUNGER [1995: 18; 19; im. 4]).

128 In Byzantium, the power of the icons and by extension their influence has been tre-
mendous in conveying ideas, perceptions, and opinions to people (either laymen or
others). It suffices to consider the charm and allure still carried by the icons in our
world today up to the point where people understand the reality they live only
through icons, thus avoiding the actuality of the reality today making it just a spectacle
(see LITHAIQTHLZ [2017: 24-25; 42-43, n. 14]; BAUDRILLARD [1995: 18]: for the characteri-
zation of this situation as ‘the perfect crime”).
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are a subcategory of these epigraphs — are preserved in manuscripts,'?
icons, church murals/frescos, crosses, staurothekes, and other objects. It
is also possible that the epigrams we get from manuscripts bearing fea-
tures like acceptance verbs, deictic adverbs and pronouns, references to
the construction materials and/or the donor’s name, were engraved on
some other object which is lost now.!® Further, an epigram engraved on
a piece of art may not be referring to it either because it was not meant
to be engraved on it initially, or it was composed for something else en-
tirely.!3! At the same time, there may have been cases in which the poet
composed an epigram knowing exactly the object it would be engraved
on,'* thus influencing the composition of the epigram, on account of its
extent. This allows us to think that the poet may have either examined
the object carefully or it was described to him thoroughly or even, he
might have made it himself. Finally, there are those Byzantine epigrams
which were composed for a particular object, epigrams that do not give
us specific information for the object meaning that we cannot know for
sure the date of that object, and lastly, those epigrams which were used
from former literary collections or poets and were subsequently en-
graved on more modern artefacts.!*

Depiction of blood of Christ in Byzantine art

As a side note, it would be interesting to mention the most usual depic-
tion of the spilt blood of Christ on the cross of Byzantine art (mostly in

129 The majority of the preserved epigrams in manuscripts start with the preposition eig
and a noun in their title, which could indicate the object on which they were engraved
or were supposed to be engraved or simply the topic of the epigram. For example, the
epigrams titled eic v otavpwowv could indicate that the epigram was either en-
graved or was supposed to on an icon of the crucifixion or that the topic was the cruci-
fixion. See LAUXTERMANN (2003a: 152); DRPIC (2016: 26).

130 DRPIC (2016: 25); LAUXTERMANN (2003a: 151).

131 MAGUIRE (1996: 6); MAGUIRE (2008: 724-725).

132 Indeed, there are epigrams engraved on mosaics, icons, and frescos which describe
each piece on which they are engraved (LAUXTERMANN [2003a: 151]), illustrating the
level of knowledge on the part of the poet.

133 HORANDNER (2003: 157-158).
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icons and frescos),® since it is certain that the makers of the epigrams
we mentioned already must have known about it quite well, and maybe
this was a type of inspiration to them for the production of their lines. It
is worth noting that there was an intense effort by some Byzantine art-
ists to depict as vividly as possible the blood of Christ pouring down the
cross. A fine example is a double face icon of the 14* century (in the col-
lection of the ecumenical patriarchate of Constantinople) in whose back
side the painter focuses on the naturalness of the blood dripping down
to the feet of the crucified forming a stream.!® Similar depictions can be
found in post-Byzantine period, such as in the icon of the Crucifixion in
temple (iconostasis)'® in the first half of the 18 century in Iveron Mon-
astery of Mount Athos, to which the painter places particular emphasis
on the blood pouring down from the wounds in the body of Christ.!¥
Finally, we should not forget about the rare but interesting depiction
in Byzantine art of two female figures under the hands of the crucified
Christ, one young and beautiful and the other old. The younger of the

134 Tt is worth mentioning that Byzantine art is religious or theological art (see LEMERLE
[1943]), through which the artist tries to address his spirit avoiding any personal experi-
ence in his creation and simultaneously, carrying the ambition to humbly reproduce a
type that has already been noted as bearing the holy spirit. This is a sacred task that he is
doing, much like a priest in church (see OYZITENZKY [1999: 38]). Therefore, these master-
pieces are characterized by their grace, economy, and sensitivity mostly evident in paint-
ing, which is no longer a purely religious art, but also a didactic one since it aspires to
teach even the feeblest of believers (see MIXEAHZ [2004]; APAMITATZHE [2014: 109-115];
CUTLER [2014: 548]; KOKOSALAKIS [1995]). That is why Byzantine icons are thought of as
PLBAlov yAwttopdgov by Gregory of Nyssa (Eic tov Méyav Mdaotvoa ®eodwoov, PG
46, 737), since they can feature through imitation all those that 6 Adyoc g loTogiag dux
axorc maglotnot (Basil of Caesarea, Eic 40 Magtuoag, PG 31, 508-509; Germanos, patri-
arch of Constantinople, EmiotoAn mooc Owuav, éniokomov KAavdiovnoAews, PG
172D-173A), allowing us to talk for theology written in icons (see SENDLER [2014: 70];
BROWN [1999]; CORMACK [1991]; BRUBAKER [1995: 209-211]: on theology of icons accord-
ing to John of Damascus; TEEAEITIAHE [1984]). Generally, for art (in all forms) in the ser-
vice of impressions, teaching, and emotion of its audience from the Antiquity, then the
Byzantine and the modern times in the West and Orient see ITANNAPAZ (2010* 138-156).
135 See e.g., BAGEIAAHY (2015: 313-315; im. 267).

136 For the iconostasis, its importance and place in the orthodox Christian church, see
e.g., ODB III: 2023-2024; EPSTEIN (1981); THON (1986).

137 See @noavgot Ay. 'Ogovg (1997: 181-182; im. 2, 116).
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two is the one who collects the pouring blood into a vessel symbolizing
the New Testament and reflecting the establishment of Church as de-
scribed by John Chrysostom (¢€ éxelvov tov alpatog kat Tov VdATOG 1
ExkAnola &naoca ocvvéotnke).’® In contrast, the older woman can be
identified as the Old Testament. A fine example of this rare representa-
tion full of symbolisms is seen in fresco at the old katholikon of the Holy
Monastery of Great Meteoron of the year 1483, while a few more frescos
also bear that depiction from the 16" century.’® We therefore observe
that the art of the Church has a symbolic and reducing character, as it
introduces and mystifies the Christian in the divine truths. The depic-
tion of the blood of the Godman on the cross for the sake of the people is
one such truth.

Depiction of the blood of Christ in Western art

The shed blood from the body of the crucified Christ could not be an
iconographic theme that would leave Western artists unmoved, espe-
cially from the beginning of the 15" century onwards. Clearly, we men-
tion two characteristic examples of images, in which Christ is depicted
crucified on the wood of the cross, while the blood that flows either
from His hands or from His feet is depicted in a brilliant way, making
clear references to the Holy Communion.

The first such example is the work of Raphael, one of the leading artists
of the Renaissance period'® (along with Leonardo da Vinci and Michelan-
gelo). This wood oil painting, preserved in the main collection of the Na-
tional Gallery in London'*! and known as the ‘Mond Crucifixion'!*? depicts
the crucified Christ having two angels, one on the right and one on the left,
holding a chalice and collecting the blood that flows from His hands.

The second example belongs to Domenikos Theotokopoulos, the so-
called El Greco, and to one of the many Crucifixions he painted, in
which the viewer sees a crucified Christ bleeding from everywhere. Two

138 PG 51, 229.

139 See AXEIMAZTOY-TTIOTAMIANOY (2006: 182; 254; im. 161).

140 MUNTZ (1989).

141 Exhibition number NG3943 (Room 61).

122 The painting was created between 1502 and 1503 by the then young Raphael for the
Gavari chapel of the church of San Domenico in Citta di Castello, Umbria.
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angels, one on each side of the painting, collect the blood with their bare
hands from the palms and sides of the Godman, while another — togeth-
er with Mary Magdalene — does exactly the same at His feet, but using
white cloths.> And in this case the correlation of the blood shed on the
cross of Christ with the divine Communion is strong and obvious.

Conclusions

After the study of the epigrams mentioned above, we observe that the
presence of the blood of Christ in the epigrams related to the cross and
the crucifixion is diachronic,'* since it is seen from the 4™ to the 15" cen-
tury. Still, the frequency of this pattern is not particularly great, given
the only sixteen epigrams found about it, most of which have been
composed during 10%-13t% centuries. In this time period, we see those
epigrams, whose writers make reference to the spilt blood in relation to
another object that was used for safekeeping this holy blood, or which is
somehow related to it.'> These are engraved on holy objects and their
composition was ordered by a prominent person in the Byzantine socie-
ty, one that had the financial means to pay for such a costly endeavor.

143 This work, the creation of which dates between 1597 and 1600, is housed in the Prado
Museum in Madrid with the exhibition number Poo0823 room 009B. See Ruiz GOMEZ
(2017); Museo Nacional del Prado (1985: 314); ALVAREZ LOPERA (1993: 186-188, n. 154).
144 The apotropaic character of the blood of Christ, which drives away every demon
and protects the faithful Christian, can be considered the continuation of the corre-
sponding apotropaic character of the blood of Isis, found in Ancient Egyptian magic
and especially in amulets of the Pharaonic period (FRANKFURTER [1990]). In other
words, there is a historical continuity of the apotropaic character, first of Isis and later
of Christ in the perception and consciousness of the faithful. For the importance of the
blood of Christ in Greek Magical Amulets see CHEPEL (2017).

145 In general, the blood of the crucified Christ is associated with a series of relevant
objects (engraved or not with an inscription) for the preservation of this sacred relic.
These are objects that today are found and kept in various churches in Europe and that
the authenticity many of which is disputed by some scholars. Indicatively, we mention
the lipsanothek-enkolpion of the Holy and Great Monastery of Vatopedi of Mount
Athos in Greece, the relevant reliquaries of Saint Mark of Venice, the vials in the abbey
of Fécamp (Abbaye de la Trinité de Fécamp) of Normandy in northern France, the two
drops of blood in the shape of two clotted tears in Neuvy-Saint-Sépulchre, France, the
relics of Christ’s blood in the church of St Waltrude in Mons, Belgium and the Byzan-
tine enkolpion at the Museum of Siena Santa Maria della Scala in Italy.
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We see two epigrams of the 10" century engraved on a chalice!#
which must have been used for Holy Communion.'¥” Another case is
about a two-line epigram!# (of 10'"-11* century) engraved on a small
cylindrical vessel with a cover used for keeping the blood of Christ,*
while we should also mention the also engraved epigram (11*"-12% cen-
tury) on a staurotheke with a (now lost) vessel containing droplets of the
blood of Christ,® according to that same epigram.’®! In this particular
epigram, the writer expresses his question whether precious stones and
pearls can glorify Him who has spilt His blood for humans.’® The last
example regards a lipsanothek-enkolpion that bears an engraved eight-
line epigram referring, among others, to the AVOgov of Christ.!

As for the possible readers and viewers of these lines, they have a
direct relation to either the object or the surface on which these lines ap-
pear. Specifically, the epigrams we see on church murals/frescos'™ were
visible by virtually all individuals depending on the position of the epi-
gram in the church and the educational level of individuals.’® Epigrams

146 See RHOBY (2010: 258-259, n. Me 84; 511 [im. 56-59]) and RHOBY (2010: 272-274, n.
Me 91; 517 [im. 75-77]).

147 Epigram n. 2 (XoLotog didwowv aipa 10 Cwrv @éoov) and epigram n. 3 (Exewg pe
XQLotov atpa cakog HOL PEQWV).

148 Epigram n. 5 (Tegmvov doxetov aipatog Cwrnedéoov /| mMAevoag QLEVTOS €€
axneatov AGyov).

149 See RHOBY (2010: 257-258, n. Me 83; 510 [im. 53-55]).

150 See RHOBY (2010: 266-268, n. Me89; 515 [im. 69-70]).

151 Epigram n. 7, line 1 ("Ov ot otaAaypol 100 ©e00 TV alpdtwv).

152 Epigram n. 7, lines 1-3 ("Ov ol otaAaypol tov Oeob twv alpdtwv / d0&av Oeiknv
€0TOALOAV KAl KQATOG, / g doEAagovat pagyagitat kat ABou).

153 Epigram n. 12, line 2.

154 Epigrams n. 8; 9; 15; 16.

155 Even if believers were not in a position to read and understand the engraved lines,
either due to distance (RHOBY [2012: 746]; BREDEHOFT [2006]: for the same iconographic
impact in medieval West), because of the position of the epigram high enough, or due
to their low academic level (MULLET [1990]: for the literacy level in early Byzantium;
BROWNING [1979]; JAMES [2007: 191]; LAUXTERMANN [2003a: 272-273]; CAMILLE [1985];
KONETANTINTAHE [2011]), in any case they were able to understand that something
important was featured in these lines. This weakness added an extra charm to them
(see RHOBY [2017: 275]; NELSON [2000: 148-149]). These words that had a knowledgea-
ble meaning were thought of as having magical powers, something that inspired awe
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that are engraved on objects such as ecclesiastical chalices!® or vessels
with a top cover,’” were primarily accessed by priests and the clergy
since they were the ones using them for liturgical reasons and second-
arily, by individuals who came into contact with them during Mass. In
the case of epigrams referring to the crucifixion,'® naming the donor
and/or the person who ordered them,'™ the audience is clearer since it
could be anyone who came into visual contact at the place of exhibition
(e.g., church, Monastery). The case of epigrams on staurothekes and rel-
iquaries is a bit different,'® because they were not on display for every-
one to see largely due to the value of the construction materials. These
would be kept in the ecclesiastical vault, and they would be exhibited in
special occasions.

The remaining epigrams refer to the blood of Christ as the necessary
AUTEO (= means of redemption and buy out)!*! for the salvation of hu-
mans and their original sin.'> This is the blood of His passion that
washes away all misfortunes and cleanses the human soul from all
sins, ' the life-giving blood,'** the Cwnedpov blood,'*> that which

and respect to the people regardless of them understanding it or not. For this magical
power of words (and consequently of the text) and the corresponding relationship and
interaction that they have with the viewer see JAMES [2007: 197-198]; HORANDNER
[1990]; BARBER [2002: 125-137]; RHOBY [2009b: 319; 325-326]; RHOBY [2017: 273-275];
HUNGER [1984]; KESSLER [2007: 142]; BERNARD [2014: 62-64].

15 Epigrams n. 2; 3.

157 Epigram n. 5.

158 Epigrams n. 10; 11; 14.

15 Epigram n. 11

160 Epigrams n. 7; 12; 13.

161 See MONTANARI (2013: 1290).

162 See 'TANNAPAY (1983': 168-172).

163 Epigram n. 1, lines 1-2 ([...], maBéwv éAatrolov aiua / mTADVOV Eung Puxng maxoav
ataoBaAiny). It is about Christ 1@ dyam@vit NHAS Kol AoVOAVTL TJUAS ATIO TV
AUAQTLOV AV €V T alpatt avtoL (Apoc. 1, 5).

164 Epigram n. 2 (Xototog didwov atpa 1o Cwnv @égov). In the Gospel of John, we read
the following words of Christ: dunv aprnv Aéyw Ouly, €éav un @aynte TV oAQKX TOL
Yio0 tov avOpdmov kat minte avToL 1O alua, ovk €xete Lwnv év EaVToic. O TEWYWV
HOVL TV 0AQka KAl vV Hov TO atpa €xel LotV aliviov, Kal €yw avaotiow avTtov
) éoxatn Nuéoa (John 6, 53-54).

165 Epigram n. 5, line 1 (Tepmvov doxelov aipatog Cwngogov).
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springs up life for humans,'® the blood that was spilt to buy off the sal-
vation of mortals.'” It is the blood that poured from the rib'® of
axnodtov Adyov (indestructible Logos), i.e. Christ, and His bloody
nailed feet,’® transforming His wound into healing element for all
wounds of humankind,'” since it was offered not only to His Father as
reward for those who died'” but also saves the souls of each believer!”
leading to forgiveness.!”? It is the blood (and body) that the believer re-
ceives during the Divine Liturgy in the form of wine (and bread), the
abominable and saving properties of which were emphasized by the
Fathers of the Church, such as Cyril of Jerusalem'” and John Chrysos-
tom.'”> Finally, it is the blood that soaked the wood of the cross!”® which
highlights, aside from its divine nature,'”” its human, mortal aspect.”

166 Epigram n. 13, line 3 (Cownv k& yw 0 BADOAV alpa T¢) KOOUW).

167 Epigram n. 16, line 3 (oU¢ npyopaoag aipatt o@ Tipiew). Let’s note that in the First
Letter of Apostle Peter (1 Peter 1, 19) the blood of Christ is characterized as fair.

168 Epigram n. 5, line 2 (mAevpac guévtog € axnpdtov AGyov).

169 Epigram n. 10, lines 5-6 (fJAwv d¢ Mg fjveykag dAyewvolg moOvVovg, / mAgvoay
EVOYTG, HATWOAG TOVG TTOdAG;).

170 Epigram n. 4, lines 3—4 (6pwg O T0A0UA PAQUAKOV KEQAVVVEL [ TV TQAVUATWY
oov Kal ta 0elfoa BAvoTdvet).

171 Epigram n. 15, line 5 (aipa dédwke matol AVTEOV amolxopévwv). See about
TPEMITEAAEL (1956: A' 356).

172 Epigram n. 6 (@€ov pév aipa, e 0’ éung Puxng Avteov).

173 Epigram n. 11, lines 11-12 (tl yoo mAéov Tig eic IAaoud oot pégeL / 1) T0 tpoxvOev
atpa [oov] otavpovpévou;). Let’s not forget that the capacity of forgiveness (tAaopiov)
for Christ is seen in the first letter of Evangelist John twice (kail avtog iAaouog ot
TEQL TWV AUAQTIOV T)HWV, OV TEQL TV NHETEQWYV OE LOVOV, AAAX Kal tegl GAOL TOD
koopov: 1 John 2, 2; AAA” 6t adTOg YATNOEV TUAS Kal ATMEOTELAEV TOV VIOV ADTOD
ooV mepl Twv apaetiov fpav: 1 John 4, 10).

174 gxcel atpor ApvoD 0A00QEVTOD NV ATOTEOTALOV, EvTaDOa TOD AUVOD TOU AUWOV
Tnoov Xowotob 10 aipa dalpudvwv kabéomke @uyadevtroov (Cyril of Jerusalem,
Myst. 1, 3; SC, 126 bis. 86).

175 Touto 10 atpa aflwg Aaupavopevov eAadvelpéy dalpovag kol mogewoev UV
TtoLeL, KaAel 0¢ AyyéAoug TEOC NHAG, kKal Tov Aeomtdtny twv dyyéAwv. ‘Omov yag av
dwot 10 alpa 1O AeOTOTIKOV, QEVYOLOL UEV DALLOVES, TLVTEEXOVOL D& AyyeAOL
Tovto 10 alpa éxxvOév maoav v otkovpévny €EémAvve. IToAAX mepl oD aipatog
ToUTOL Kal 0 pakagog ITavAog év ) mooc Efpaiovg éproodopnoe (John Chrysos-
tom, In Ioh. Hom., PG 59, 261).
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In conclusion, Christ with his blood which év 1@ E0A® TOL oTAALEOD
Emyaoe 1@ kOoUw TS Cwng tov YAvkaouov, according to Oktoe-
chos,'”” appears in the lines of Byzantine epigrams for the cross and the
crucifixion to highlight its soteriological symbolism.

Abbreviations
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WSt Wiener Studien

176 The image of Christ bloody on the cross is seen in hymnography, as in e.g., Roma-
nos the Melode, who while addressing the cross, he writes oU Pwpog éyévou
Bedtatog, KaAov Buownotriglov / To atpa deEapevov g Buaiag To dxoavtov (Rom.
Mel, 23 1').

177 Epigram n. 8 (EVAov otopwBO[év] aipaoty Beopgv[tow]); n. 9 (EVAov otopwbeév
alpaot Bewolac).

178 Epigram n. 14, lines 1-2 (AtmAovg 6 mabwv: Cov ya €0t kai VEKG, / wg alua
dnAot kai 10 cvuBAvoav HOWP).

179 TTagaxAntkry (Oktoechos): Tlegiodog Bapéoc "Hyov, Kvpwxkr) mowi, Ev 1
Aertovgyia, Ta Turued kat ot Maxkagiopot, tgomagov d'. On Oktoechos see about
GUILLAUME (1977-1979); TAFT (1982: 365-367).
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