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L’attività di traduzione, redazione,
gestione testi, consulenze editoriali e
progettazione grafica inizia – senza
essersi mai interrotta – nel 1976 e
tutt’ora è l’attività principale del
nostro studio.
Nel corso di questi anni abbiamo
sviluppato e incrementato le nostre
conoscenze e abbiamo privilegiato
l’aggiornamento professionale e di
quegli strumenti operativi che ci
hanno sempre consentito di
soddisfare puntualmente e con le
tecnologie più avanzate le richieste
dei nostri committenti.
Questo ci ha consentito di poter
svolgere la nostra attività
rivolgendola principalmente a grossi
enti commerciali, a case editrici di
primaria importanza e ad agenzie di
pubblicità per i quali abbiamo
portato a termine con successo
grandi progetti a breve, medio e
lungo termine nel campo tecnico,
medico, commerciale, informatico
(SW e HW), e artistico. E queste
ultime due branche sono la nostra
specializzazione primaria.
La maggior parte delle nostre
commesse prevede lavorazioni
“chiavi in mano”, anche se ciò non
imedisce tuttavia di accettare e
operare anche singolarmente su
ciascuna singola fase di lavorazione
e, pertanto, vengono qui di seguito
elencate le nostre specfiche e
particolari competenze.

Traduzioni
Partendo dal presupposto che siamo
di madre lingua italiana, siamo in
grado di potervi garantire traduzioni
verso l’italiano dalle seguenti lingue:
inglese, portoghese, spagnolo,
francese. I supporti elettronici finali vi
potranno essere consegnati in
formato .DOC, .RTF., .XLS (MS Excel),
.PS, .EPS, .PDF generati da Microsoft
Office e da Acrobat Distiller e pronti
per essere importati in un sistema di
videoimpaginazione (per esempio,
Quark XPress). Pur riconoscendo
l’utilità di alcuni strumenti CAT questa
è un’attività che richiede un’altissima
e insostituibile percentuale di
intervento umano e professionale.

Redazione e correzione bozze
Prima di essere pubblicato (sul Web o

a stampa) un qualsiasi testo deve
esssere sottoposto a una lettura
redazionale per verificarne la
correttezza e congruità con la
traduzione (se si tratta di un testo
tradotto) e l’attendibilità delle
informazioni contenute nel testo
stesso (previo accordo con il
committente/autore). A questo si
associa la correzione delle bozze per
eliminare i possibili refusi, sempre
fastidiosi per chi legge un testo.
Anche in questo caso la nostra
esperienza più che ventennale gioca
un ruolo particolarmente importante.
Sebbene anche in questo caso ci si
possa servire di strumenti informatici,
questa è un’attività che richiede
ancora una larga percentuale di
intervento umano e professionale.

Progettazione grafica e
impaginazione
Dal 1980 in avanti l’informatica
applicata all’impaginazione e alla
grafica ha fatto passi da gigante e,
come abbiamo già detto, ci siamo
sempre adattati alle innovazioni che
via via ci venivano presentate e
messe a disposizione, fino ad
arrivare a uno standard
operativo che oggi ci
permette di proporre
soluzioni e servizi che
soddisfano ampiamente le
richieste di questo tipo.

Integrazione testo-immagini
Sempre adottando i
software adeguati siamo in
grado di integrare
correttamente la
componente testuale con gli
elementi grafici, siano esse
immagini o altri elementi a
corredo del testo.

Quanto sopra ci ha sempre
consentito di soddisfare
completamente le richieste e le
esigenze dei nostri committenti
editoriali, commerciali e agenzie di
pubblicità molti dei quali, per ragioni
contrattuali, non possiamo citare
singolarmente in una lettera di
presentazione come questa, ma che
saremo sempre in grado di
confermare in sede di proposta di
collaborazione.

Vi preghiamo di sentirvi
assolutamente liberi di contattarci
nel caso in cui riteniate necessarie
ulteriori delucidazioni sulla nostra
attività e disponibilità alla
collaborazione.

Distinti saluti
Claudio Nasso
claudio.nasso@angolografico.it

Since 1976 we have offered a high
quality service in translation, copy-
editing, text management, publishing
consultancy and graphic design.
Throughout this period we have
developed and broadened our
expertise, updating our skills and
operational tools and using the latest
technology to meet the requirements
of our clients. This has enabled us to
tailor our activity to the needs of

large commercial companies, major
publishing houses and advertising
agencies.
We have successfully completed
short-, middle- and long-term
projects in the fields of technical,
medical and commercial publishing,
computer publishing (SW and HW)
and art publishing. We specialize in
these last two.
Most of our orders are ‘turn-key’
products, i.e. we take charge of the
complete production process from
manuscript or electronic file through
to a product that is ready to be
published on the Web or sent to film
for printing purposes.

Translation
As native speakers of
Italian, we can
guarantee translation
into Italian from
English, Portuguese,
Spanish and French.
The final files can be
delivered
in.DOC,.RTF,.XLS (MS
Excel),.PS,.EPS,.PDF
formats produced by
Microsoft Office and
by Acrobat Distiller,
ready to be
transferred to a
desktop publishing
system, e.g. Quark
XPress. Whilst
recognizing the
usefulness of some
CAT tools, we strongly
believe that the skills
of professional
translators are

irreplaceable.

Copy-editing and proof-reading
Before being published on the Web
or in print, texts need to be read for
the reliability of the information they
contain (with the prior agreement of
the author), for faithfulness to the
original text, if a translation, and for
consistency of presentation and
style. There then follow various stages
of proofreading in order to eliminate
any typographical errors. This is
where our long editorial experience is
particularly important. Electronic tools
may be suitable for some purposes,

but there is no substitute for the
professional expertise of copy-editors
and proofreaders.

Graphic design and lay-out
Since 1980, computer science
applied to desktop publishing and
graphics has made giant leaps. As
previously mentioned, we have
always kept up with innovations, in
order to reach an operating
standard that, today, allows us to
offer our clients whatever solutions
and services they may need in this
field.

Text-image integration
By using appropriate software, we
can correctly integrate text and
graphics, whether they are images
or other elements that are part of the
text.

This brief introduction cannot give
a full picture of the complete
satisfaction we have given to our
publishing, commercial and
advertising agency clients, but, if
contractual obligations allow, we are
always ready to quote examples
to prospective clients.

Please do not hesitate to contact us
for further information on our services
and availability.

Yours sincerely
Claudio Nasso
claudio.nasso@angolografico.it
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Condition poor. The wooden support has suffered seriously
from woodworm. There is damage to the gold background,
the halos, the Virgin’s face and the chrysography. Exten-
sive scorch marks in the middle of the icon, probably caused
by a candle or a lamp.

This icon has a bevelled, integral frame, 4.5 cm wide,
with a cinnabar border. The paint surface has a gold
background made of inexpertly placed leaves of unequal
size. There is no trace of gold on the halos, which are
rendered in olive pigment and without ornamentation.
The reverse, covered with priming, contains a foliate
cross, now much damaged.

On the front is a half-length representation of the
Virgin in the Glykophilousa type, holding Christ in her
right arm1. She inclines her head to her right, pressing
her cheek against Christ’s face, and lifts her left hand
towards him in the standard gesture of the Hodegetria.
She wears a cherry red maphorion folded across the neck,
its drapery rendered with freely executed laminations.
The hem of the maphorion is decorated with an orange
band, which shows faint traces of the chrysography with
which it would originally have been entirely covered.
Her chiton and wimple are dark blue.

Christ sits comfortably in the crook of his mother’s
arm, stretching out his right arm to embrace her, while
his raised left arm is hidden behind her neck. In simi-
lar versions of the Glykophilousa, the hand by which
Christ clings to her neck emerges on the other side, as
in the most famous example, the Virgin of Vladimir2.
Here, however, no trace can be seen of the fingers of
his left hand, which seems to be concealed behind his
mother’s head.

Christ wears a short grey-blue chiton with sleeves and
blue bands, and is wrapped in an orange himation into
the folds of which the Virgin presses her fingers; this
was originally covered with chrysography of which only
a few traces now remain. Below the garments, in the cen-
tre of the representation, prominence is given to Christ’s
bare, crossed legs. The figures are flanked by two full-
length archangels in veneration, unusually large in size
for the proportions of the work and occupying nearly
all the space available. On the left is Michael wearing
brown shoes, a blue himation and an impressive pink
chiton with grey-blue shading on the drapery folds, and
directly opposite him Gabriel in a cherry-red himation
and a blue chiton, both extending their covered hands
to the Virgin and Child. All the figures are identified
by inscriptions in capital letters: O APX(¿)N
MI[XAH⁄], O APX(¿)N ¡ABPIH⁄, I(HCOY)C

X(PICTO)C, MH(TH)P £(EO)Y, and on either side of
the Virgin is the appellation: H ƒEPI B⁄EƒTOC (The
celebrated). The inscriptions are drawn freehand, with-
out the use of incised guidelines.

The representation is notable for its soft, painterly
modelling. The flesh underpaint is brown, and the skin
light ochre, with pale pink on the cheeks. The model-
ling is uniform, with a few white highlights painted freely
on the prominent areas. A thin red line follows the out-
line of the Virgin’s nose like a shadow and a similar line
accentuates the corners of her eyes. The upper lips of
the two central figures are bright red while the full lower
lips are a softer pink. Christ is depicted with chubby,
childish cheeks, a snub nose and large eyes fixed intent-
ly on his mother. His figure and gesture display vigour
and energy, while the elegant, meticulously drawn fea-
tures of the Virgin are marked by the sorrowful gaze she
turns towards the viewer and the somewhat bitter con-
traction of the mouth3; the contrasting expressions of
the two central characters – the vivacious and down-
to-earth Christ and the ethereal yet mournful Virgin –
are often found in representations of the Glykophilousa
from the 12th century onwards4. The gracious figures of
the two angels, of whom Gabriel on the right is better
preserved, are rendered more summarily, with rapid
brushstrokes.

Christ’s facial type recurs in a series of Palaiologan
icons, which includes a Hodegetria in the Vatopedi
monastery, dating from the last quarter of the 13th cen-
tury5, and the Virgin Psychosostria in Ohrid (early
14th century)6. His features also bear a close resemblance
to those of the Emmanuel in the scene of the Bathing
of Christ in the Milutin church, Studenica, which has
the same staring eyes and round face, and the same tou-
sled lock of hair prominent at the top of his forehead7.

The elegant figure of the Virgin, with her narrow
shoulders and her maphorion tightly wrapped around
her, has a very close parallel in the iconographically sim-
ilar Eleousa in the church of St Basil, Veroia, the area
from which the present work originates8 (fig. 1). That
icon, which has been dated c. 1310-1320, shows the
same refined facial type of the Virgin turned sorrowfully
towards the viewer, but without the contorted mouth
that is a feature here. The two works also have in com-
mon broad halos, rendered in pigment without the use
of gold9, though here the modelling of the pale faces is
more uniform, with extensive areas of bright pigment,
and the pink on the cheeks is barely visible. A similar
treatment of the flesh areas is found in the Hodegetria
in the church of Christ, Veroia (1314-1315), attributed

Egg tempera on wood
43.5 ✕ 36.5 ✕ 2.8 cm
From Veroia, first quarter of the 14th century
Donated to the Holy Foundation of the Evangelis-
tria, Tinos (formerly in the Andreadis collection)

1. The Virgin Eleousa. St Basil, Veroia.
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human figures only – a Magus, the servant girl and two
of the shepherds. More delicate shades of pink alternate
with deep azure, pale ochre and yellow, while a special
role is played by the luminous green which is used exten-
sively on the angels’ robes. The texture and variety of the
colours are set off by the exceptional quality of the fine-
ly worked pigments and the mastery with which the artist
plays with the drapery folds and with the chiaroscuro.
The classical proportions and relaxed gestures of the fig-
ures are rendered with unforced naturalism, while the
characters are incorporated into the scene in an unex-
aggerated manner and participate at a level commensu-
rate with the importance of their role in the miraculous
story. The limbs are meticulously indicated under the gar-
ments with the aid of highlights, and the faces are mod-
elled on the green underpaint using purely painterly tech-
niques, with a few brown lines to define the upper eye-
lids, the slightly curving eyebrows and the edges of the
mouth. Successive translucent shades of ochre are com-
bined with green and abundant red on the cheeks. Bright
red is used for the upper lip and the wavy line on the
lower side of the nose. The glazed overlay blurs the con-
tours and unifies the varied tones, allowing the highlights
on the prominent areas to stand out to their full extent.
The modelling of other parts of body is equally force-
ful, especially Salome’s bare arms and the legs of the young

shepherd talking to the angel. Here long free brushstrokes
give a mannered rendering of the powerful muscles of
people who work in the open air and pulsate with life –
a feature that in later works would degenerate into an
inert and even wooden depiction of limbs, such as can
be found in portrayals of Salome in subsequent Nativi-
ties11. But in addition to his notable artistic prowess, this
superb artist displays an understanding of human nature
which enables him to depict a variety of characters and
faces. The individualised features and expressions are best
revealed in the fourteen angels in the composition;
although they all belong to the same general facial type
of ideal youth, each shows some variation – a long or
broad face, rounded or thin cheeks, the shape of the nose
or the colour of hair – and in this way the artist depicts
an entire host of angels, each one of whom appears to
have a separate personality.

Apart from the artist’s personal contributions, the gen-
eral iconography of the representation is familiar in 14th-
century Byzantine art from models established in major
buildings of the first quarter of the century12. The clos-
est example is the mosaic Nativity in the church of Agioi
Apostoloi in Thessaloniki (1314) (fig. 14), where, with
slight variations, the basic composition and many of the
details are identical, including the pose of Salome and
the hat made of leaves worn by one of the shepherds13.
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ly, most of this overpainting was removed, as well as the
greater part of the Latin inscription, leaving just a small
section (“bonae volun[tatis]”) on the right side. In my
view correctly, this allowed the tonal gradations in the
sky to become visible, as well as traces of the original
inscription in gold on the edge of the sky7, which was
written in Greek capital letters without the aid of incised
guidelines. These neat letters, 6 mm. high, undoubted-
ly suit the aesthetic and the balance of the work much
better than the later obtrusive Latin script. The original
inscription begins above the group of angels on the left,
where it is barely legible: ¢O¥A EN Y IC[TOIC £E¿]
(Glory to God in the highest) and continues on the right
beyond the ray, above the other group of angels: K(AI)
EƒI ¡H[C] EIP[HNH] (and on earth peace, Luke ii.14).

In the execution of the icon the artist followed incised
and painted preliminary designs, which are visible in
infra-red photographs. The colours have an impressive

translucence best seen not only on the lustrous garments,
but also on the mountainous mass which forms the basic
field of the scene. Successive ochre and olive green tones,
together with dark green shadows and a limited use of
red, give shape to the rocks, which are rounded off with
grey and white highlights on the peaks. This gives the
surface a velvety sheen strongly reminiscent of the ground
depicted by Italian artists of the second half of the
14th century such as Jacopo di Cione8 and, even earlier,
Duccio and his Sienese circle9. The elegant plants on the
rocks have a clear decorative character, and provide a
rudimentary allusion to the natural environment. Here
the artist has assiduously reproduced plants found in other
Byzantine works, such as the famous manuscript of John
Kantakouzenos (1371-1375)10.

The olive green surface of the rock is interwoven with
a studied feast of colour. The bright red of the Virgin’s
bed is repeated elsewhere, but on the garments of the
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16. Icon no 4. Infra-red photograph
(detail).

15. Icon no 4. Infra-red photograph
(detail).


