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cultural shift brought about by the fall of the empire. He
utilized the term “Greek” to distinguish all works pro-
duced in the Greek-speaking world after 1453.> Both
terms, “post-Byzantine” and “Greek,” are problematic
when discussing art because neither term properly ac-
knowledges aspects of cultural continuity from the Byz-
antine period.* I reference the term “post-Byzantine” to
indicate the chronological position of works produced
after 1453. Furthermore, I distinguish between the terms
“Byzantine” and “post-Byzantine” when referring to as-
pects of culture and tradition; the former indicates cor-
respondence with the Byzantine convention, and the
latter indicates a possible break with the Byzantine con-
vention. Thus, a work of art belonging chronologically to
the post-Byzantine period may also be culturally Byzan-
tine. Context will serve to clarify these points. Concern-
ing works of art, I reserve the term “Greek” to indicate
generally art produced after the Greek War of Indepen-
dence (1821-1829).

I use the term “visual rhetoric” to encompass signifi-
cant aspects of image making in Dionysius’s works. This
term applies to both graphical and literary works, and it
does not distinguish between visual devices such as com-
position, color, physiological features, or the symbolic
and conventionalized usage of such elements. Instead,
the term “visual rhetoric” emphasizes Dionysius’s use of
distinct visual devices to establish or to maintain an ideo-
logical position. These visual devices are found in visible

3 David Talbot-Rice, E~—afil —e+1 PDNobdstdck: The
Overlook Press, 1974), 58.

4John]. Yiannias, Z1 ¢£S—e’'—71 >Se’e’"—1See751e'7Z1 Se.
* ' — " (@haflottesville: University Press of Virginia, 1991), ix—x.
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and extant works, such as frescoes and panel-paintings,
and they are also found in linguistic descriptions when
these descriptions represent envisioned end-products.
‘Z1eZ>-1 Y'®@2Se1>'Z+">'E® 1See™1>Z7Z>e1
and the treatment of visual devices when they indicate
S—1'eZ7« "« ESeetle's—' ES—1ETEZL"
ing this term I wish to emphasize the ideological position
that Dionysius expressed through his painted and writ-
ten works.
071 Y'e72Se1>' 2>’ E loeeS—emle>1e
Y EZoele'Sel™ @ el eZ e e’ ESel ™ g ¢~ —
is a term used here to describe the collective standpoint
of these ideological positions. yFor example, instances
where Dionysius claims to have followed the tradi-
tions of an artist from the past are forms of visual rhet-
oric; these are then complicated by instances where Di-
onysius apparently breaks with his original claim and
E ""eZele Tl e 1E T —Z-™">5>¢1-"2Zece.
ingly contradictory forms of visual rhetoric contribute
to Dionysius’s larger artistic identity. In this way, the

yl\&ry D. Garrard, Artemisia Gentileschi Around 1622: The Shap-
ing and Reshaping of Artistic Identity (Berkeley: University of Cali-
*>—'S1 >72e@edlljjkidlimil ‘Z1eZ>-1 S>e’@e’'E1l'Z
the work at hand is used similarly to Mary Garrard’s use of the
term. In her publication on Artemisia Gentileschi, Garrard uses the
©Z5—1 S>e’ e’ E1'eZ—e'eC 1 1eSe”"1Sc " zele'Z1e¢ 58
as it is seen through the artist’s work. Furthermore, this term en-
compasses a contradiction between two forms of self-presentation
found in two paintings of Gentileschi that Garrard then explains.
1e"7—e1e'@1YZ>¢1™>SEe" ESe1700Z217¢1e'Z175-1
my needs well. Like Garrard, I focus on Dionysius’s identity as it is
seen through his work, and I also make use of the term to encom-
pass apparent contradictions in his work.
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Introduction
The Hermeneia of the Art of Painting

The 4eec'% R ..1"U—-1Sete... o) ZHeihes
neial~ele‘Z1 >¢1~ ),he&hﬁerfe{erred toasthe 27,
— Z —,4vaS completed by Dionysius of Fourna between
the years 1729 and 1732.! Dionysius, a hieromonk (priest-
monk) who lived and operated on Mount Athos and in
his native village of Fourna, was both a painter and an
author. The Z>—Z —iZa Sompilation of post-Byzan-
tine artistic traditions and practices structured as a se-
ries of instructions for painters and students. It contains
three prologues and six sections. The first section pro-
vides the reader or student with technical instructions;
these include recipes for colors, steps on how to prepare
materials for painting, some descriptions of the stylis-
tic treatment of visual elements, and the proportions of
the human body. The following four sections deal with
the iconographical treatment of religious subjects. Sec-
tion two describes how to illustrate scenes from the Old
Testament. Section three covers the principal events from

! Emmanuel Moutafov, “Post-Byzantine hermeneiai zographi-
kes in the eighteenth century and their dissemination in the Bal-
kans during the nineteenth century,” in ¢ £S—e¢’'—71S—«1

7+’ ANad.&o, No 1 (2006), 69—70. Moutafov explains that the term
‘Z>—7Z —(@t&rpretation) is borrowed from liturgical language;
*Z > — 7 —are' fadre than just instructions on painting. Rather, they
are renderings of themes and personalities into a sacred pictorial
language.

& ( _
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the New Testament. Section four continues with illustra!
tions from the New Testament, starting with the Passion
"H#P%&'()*$+,-$*&.$/+'+01.)2$*&.,$(*$-.)3'(0.)$*&.$4(5(,.$
6(*7'89:%+,-$*&.$;)+1<):$+,-$(*$.,-)$=(*&$.)3&+*"1"8(3+1$
themes—the Apocalypse, the Second Coming, and the
Last Judgment. The fifth section describes how to illus!
trate different feast-days of the Z~ ¢~ " $m8&.$2"*&."$"#$
@"-A:$*&.$*=. ¥ #"7'$)*+ B+)$"#$*&.$" S« * ' 3>&9<,A$
dedicated to her, and groups of holy figures, includ!
(,8%+/")*1.)$+,-$.5+,8.1()*):$&"19$0()&"/)$+,-$.331.)( !
+)*(3):$&"19$<+*9")$+,-$)+(,*):$+,-$*&.$C.5.,$D37<,,( !
cal Councils. The final section contains such miscellanea
+)$()*F73*(")$" P& =$*"$-./(3*P* & . SL(#.$"#$*&.$*'7 .$<" E:$
(3","8'+/&(3+1%,"<.,.31+*7".:$./(*&.*):$ ./(8'+<):$ +,-$
&S+ (+*.$+11"3+*(",$"#9)3.,.)$=(*&(,$*&.$3&7'3&F
G&.$)"7'3.)3"#$*&.$ Z>— 7 -$Z+ S =(-.19% +,-:$)"$
far, only a few instructions have been linked to definite
)"7'3.)F EB4(",9)(7)$="71-$&+5.$&+-$+33.))$*"$"1-.'$<+, |
7+1):$*"$.10)*(,8%/+(,*(,8)$(,$3&7'3&.)$",$7"7,*$J*&"):$
*SL(*7'8(3+1$0™'E):$+)$=.11$+)F*"$"+15*'+-(*(",:$+,-$*"$*&.$

2 Paul Hetherington, ““The Poets’ in the Eounveia of Dionysius
of Fourna,” 7z—<S>¢”"—1 S’ E&\olSMiHysk 317—322. The sec!
*(" 8" $*&.$(L17)F+*(", $"#S$/". *)$&+)$0..,$1(,E.-$09$;+71$K . *&.'(,8 !
* $*'$+$ > ' 7o " (aditurgical book) published in Venice in 1600.

67-=(8 ¥,K.(,'(3&$K.9-.,".(3&:$L4.'$J/"E+19/)., IMOE17)$(<$
J*&")8.0(.*$7,-$).(,.$N.B(.&7,8.,$B7'$4.7*)3&.,.$N(0.1(117)*+*(",$
der Reformation,” Z’'ece >’sele(>1 Z— 3/0F 81439} 1—40.
G&.$).3*("$",$*&.$(117)*+*(",$"#$*&.$J/"3+19/).$%931.$&+)$0..,$
1(,E.-$*"$=""-37*)$"#$K+,)$K"10.(,$*&.$0"7,8.'F$

George Kakavas, '"—¢oe’'"@®1”+1 "2>—S10Eilkpqgj.kgnoin
Se'"—1S—e1 'e7>5S Léideho\(Bxantres Press, 2008), 56—
60. Kakavas discusses a number of major subjects in the Z>-7Z-—$7'S 8

+,-$&.$1(,E)$*&.<$*"$/"))(01.$)"7'3.)$#"7,-$",$?"7,*$I*&")F$
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VSH(=$)'-#,/'8&*3(*%" # >SH/* U T 2*#0$ 1*#&+',-'&.$'(1,%, 4
>S™M U ESeleZE"—0el Z>Z1«'"Ze¢US™ ™,
Z>—1e"72>EZe1S0el Zee0le'Z1SceZ—EZ1"
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“7el e —@dloe"—Z1"ele'Z-1 ZeeZ>—1S—-
31 ™ @RS —¢'—701'¢1<ZS>ele"-Z1>7ZeZ—<-
&3$!.%(1*3'0"()$+B" (&+' 0$%$#*3'+&#"1&"#$<'- # $6*/13$4 1 *#
*33$3+'C$%%(%, C$%Yh(D'dell’ Arte7

"et1>7¢S>e1 ™ 1 E"~ et R$3PA0+'&,'&.$'
= #($&:" - 1*(%&S$HD+' *%"*3+' & *&' 5$#$' *3#$*):' 5()$3:"
7@Ze1¢¢1S>e'eeel —1e¢Z1 4°=S—1 S+"S—¢
- &$!.%(1*3'/*%"*3+<"*3+,'1*33%)" hermeneiai, S—1 ™ S47>—
2, 9+7'E,5$=$#<'&.$'+&#"1&"#$',-":(,%:+("+D+ Hermeneia'
(+"%(F"$7'G.$'+(6'+$!&(, %+ &.*& & rmeneia'l, % &*(Yo+'
ES—1<Z1-">Z1<>"Seetle>"7™Zel —e"1e "10
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"#$%E&' ()*+), *+-"."*+#/#0'1+$"2+')*&-345'6)#,7&)$&8&'
Hermeneia' [#-&' #*' 9%%-9"" *#':-'9,' 922$&9*#" 7' &*9*-;
<-,*'919),&*'#%%#&),!'9"*)&*)2")-#3#!)-&=")," # %9"*'#4'
*+-' Hermeneia' [#-&' 6)#,7&)$&'$"!-'+)&'"-9/-"*#'9:9, ;
[#,'#*+-"%"92%)2-&>'?,&*-9/5'+-'9//"-&&-"*+#&-'9"*) &* &'
9,/'&*$/-*&' (+#'93"-9/7'<9),*9),-/'&)<)39""-3))#$&'
O,/'<#"93'2#,@)2*)#,&"*#'+)&'#(,":$*'(-"-"),,--'#4"]) ;
"-2%)#,>'?, HR 4" (#"1&5'6)#,7&)$&' &--< & H'+I@-'9)<-/'

at the artists or students caught in-between differing ar;
*)&*)2")[-#3#1)-&5'9,/'+-'2933&'$%#,*+-)""-3) N #S&'2#,@)2
tions for like-mindedness in matters of art making.

Since its appearance in Western scholarship in the
39*%z,),-*--*+'2-*$"75'*+-'  Hermeneia'+9&5'$,*)3'"-39
N@-37"-2-,*375"--,""-19"-[' Q& * +-' A-T'-3-<- F*H*+-!
I-,-"93'2#,4#"<)*7'#4'B7C9,*),-'9"*>'B7C9,*),-' 9" &*&'
(-"-5*7%)293375'@-"7"2#,&2)#$&'#A*+-)"*"O/)*)#,&5" $**+-'
%0-"2-%0%)#, *+9* *+-&-'9"*) &* &' (#"A-I'$,/-"' ' &*") 2% 2#-'
9,'"\NI""$3-&")&' # 3#,1-"'922-%*-/>'DI@),!":--,""- ;
19"/-/'9&*+-'<)&&),!"-0%39,9%)#,'4#"B7C9,*),-'9"*)&*)2'
Q) *)#, 5 +-1"-9¥-02)*-<- *'*+9*'*+-'  Hermeneia'l-,-" |
9%-/),"*+-'39%- ;,),-*--,*+'2-*$"7'(9&'<) &%392-/>'D#( ;
-@-"5%+-'<9,$&2")%* 2#,%),$-& " H#'4-9*$"-'%"#<),-,*37"),’
<$2+'#4'*+-'&2+#39"&+)%' 2#,2-",),!' @9")#$&' 9&%-2* &' #4'
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