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Preface

I still remember what an impression that first night in the church made
on my childish imagination. The faint light of the lamps in front of the
iconostasion, barely able to illumine it and the steps in front of it, rendered
the darkness around us even more dubious and frightening than if we had
been completely in the dark. Whenever the flame of a candle flickered, it
seemed to me that the Saint on the icon facing it had begun to come to
life and was stirring, trying to wrench free of the wood and come down
onto the pavement, dressed in his broad, red robes, with the halo around
his head, and with those staring eyes on his pale and impassive face.

1

—Georgios Vizyenos, “My Mother’s Sin”

N 1883 GEORGIOS VIzZYENOS drew upon his childhood experience in eastern Thrace
I to describe how the border between the worlds of the living and the dead was

dissolved in the church interior. The sensations evoked in “My Mother’s Sin” were
created by a program of church decoration and furnishing that was first developed and
refined in medieval Byzantium. Of all the parts of the church, the decoration of the
sanctuary, hidden behind the screen (the iconostasion), most eftectively blurs the division
between the two worlds. To the faithful, who see the sanctuary decoration from a distance
and only fleetingly, the painted bishops of centuries past appear to participate in an ongo-
ing rite that is momentarily interrupted by the entrance of the living celebrant.

In the twelfth and thirteenth century, the sanctuary was gradually divided from
the body of the church by a tall screen that delimited a sacred space that could only be
entered by men ordained by the Church. Stationed outside this space during the liturgy,
the congregants saw the priest and his attendants emerge from the sanctuary to reveal the
signs of the Faith. At the First Entrance into the nave, the priest displayed the Gospels. In
the second, the Great Entrance, the priest and his retinue left the sanctuary carrying the
offered bread and wine. The procession passed among the faithful and re-entered the
sanctuary. At other moments of the ceremony, the deacon or priest emerged to pray on
behalf of the faithful. The strictly prescribed interactions of priest and parishioner during
the course of the liturgy were limited to brief moments.

The withdrawal of the mysteries from the eyes of the faithful and the increasing
isolation of the clergy were bound up with the elaboration of the icon screen. Inside
this space a new program was developing. In the pages that follow we will approach the
Byzantine sanctuary through the rites that were carried out in that space and the texts that
were read within it in order to understand how a specific decorative program emerged in
the twelfth century. The new program, as we shall see, was intended primarily for the
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priest, whether an ordained monk or the spiritual guardian of a local parish. The cre-
ation of a program that was aimed at a clerical audience may point to a shift in devotional
practices in this period. Within the sanctuary, the new program was directly inspired by
texts read by the celebrant. From the twelfth century, the program fully illustrated the
words of the liturgy and the instructions that guided the priest and his assistant. The
understanding of liturgical texts is thus fundamental to our interpretation of the painted
program. We will also use contemporary manuals to reconstruct the movements of the
priest within the sacred space. Polemical treatises that defended the Orthodox rite will be
invoked to demonstrate how the sanctuary program responded to assaults on Orthodox
practice in the twelfth to fourteenth century, and commentaries written by medieval
clergymen will be introduced in order to allow the reader to hear the voice of the cele-
brant and those who surrounded him. Inscriptions and texts have been translated into
English; references to the original Greek are provided in the footnotes. Specific com-
ponents of the sanctuary program—the episcopal portraits, the image of the sacrificed
Christ, the apostolic communion, and a cloth relic with eucharistic associations—form
the subjects of individual chapters. These components comprise the core program of
numerous sanctuaries throughout Byzantium and continue to decorate the sanctuaries in
modern Orthodox churches. In discussing each scene, standard and unusual features will
be presented.

For their part, the faithful stood outside the sanctuary and were expected to avert
their eyes from the sacred rite. “When you enter the church,” an eleventh-century offi-
cial instructed his sons, “do not look over the beauty of women, but facing the sanctuary,
keep your eyes downcast.”? Stationed in the church nave and separated from the mysteries
by a barrier, Byzantine men and women focused their devotional fervor on their own
intercessors, whose portraits lined the walls of the church, within direct physical and
visual access. Only secondarily, and then on a limited basis, was the sanctuary decora-
tion intended for a lay audience. As I will demonstrate in the first chapter, the recon-
ceptualization of the sanctuary decoration forced the creation of an independent program
in the church nave that was intended to satisty the devotional needs of the lay viewer.

The dichotomy between the inner world of the clergy and the outer world of the
laity is what first drew me to explore the Byzantine sanctuary. My research on the
medieval sanctuary was occasionally hampered by the same rules that prohibited women
entrance to this space in the Middle Ages. In more than one church, I was required to
pass my camera across the threshold of the sanctuary to a priest waiting on the other
side. I depended on his observations, his insights into his own place among the repre-
sented saints, and his skill with a camera. The access I had to the sanctuary in a number of
churches was prohibited to lay people, both male and female, in medieval Byzantium.
This study reveals to the modern reader what was and is manifest to the clergy.

Although the artistic construction of the medieval sanctuary introduced a num-
ber of new elements into the church interior, there were portions of the program that
expanded upon or modified older formulae.? The decoration of the medieval sanctuary,
for example, drew upon a long history of displaying authors and martyrs of the church on
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the walls surrounding the altar. In monumental decoration in the centuries following
the foundation of Christianity, repeated portraits of sainted men and women represent-
ed to the faithful the corporate Church and its universality. A frieze of portraits of apos-
tles, evangelists, and martyrs displayed historical figures who were the first converts and
teachers of the Faith. Above these portraits, in the conch of the apse, many early church-
es presented subjects concerned with Christ’s Incarnation. The representation of Christ’s
Transfiguration or Ascension instructed the congregants in dogma central to the faith
and taught the significance of witnessing such transformations. In the medieval period,
when the Church was well established, the decoration of the sanctuary was slowly trans-
formed to mirror rituals that united the faithful in common practice.* The change in
the decorative program indicates an alteration of its message and its audience.

In the past, scholars have analyzed developments in sanctuary decoration through
isolated scenes and limited monuments.’ In order to appreciate subtle changes in the
program, I will present monuments from a single region that range over a span of three
hundred years (1028-1328). This period encompasses the beginnings of the new pro-
gram, its establishment, and its expansion. In the absence of surviving monuments from
the Byzantine capital, this work finds its core evidence in the churches of Macedonia
and supporting material, where appropriate, in other parts of the Empire. The sanctuary
programs of the twenty-seven churches that form the basis of this study are catalogued at
the end of the book (see appendix), and essential references are provided for further
study. Macedonia, now divided among Greece, Bulgaria, and the former Yugoslavian
Republic that bears its name, contains an unbroken sequence of decorated churches.
This study is the first to present the region in its entirety. Although the borders of this
region fluctuated in the medieval period, its cities and towns were linked by trade, eccle-
siastical connections, and artistic exchange. Inscriptions in the churches are in Greek,
and the faithful owed their political allegiance to Byzantium. The superior quality of
ecclesiastical decoration in this region defies scholars who might label the churches as
“provincial”; their position within the development of monumental painting is demon-
strated by the high percentage of patrons from the court, the upper ranks of the clergy,
and the local aristocracy. This in-depth examination of a related group of monuments
demonstrates the sometimes popular and at other times restricted nature of certain sub-
Jjects and details of decoration. This study will also indicate how innovative approaches to
Christian iconography could be passed between painters and churches.

In writing this book I have benefited from the work, advice, and friendship of a number
of scholars, many of whom have generously shared their own research and photographs.
Colleagues in Greece created a second home for me and were always prepared to listen
to or challenge ideas. I am particularly grateful to Sappho Tambaki for her encourage-
ment and advice. In Greece, my research was facilitated by Tassos Andonaras, Aimilia
Bakourou, Paulos Kalogerides, Victoria Kepetzi, Barbara Papadopoulou, Myrtali
Acheimastou-Potamianou, Xanthe Savvopoulou, Anastasia Tourta, Eleni Tsafopoulou,
Despoina Tsiafaki, and Chryssanthi Mavropoulou-Tsioumi. Soteris Kissas, Doula
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Mouriki, and Thanasis Papazotos, who were all instrumental in shaping this study, have
not lived to see its completion. I acknowledge the help and inspiration of Thomas E
Mathews, whose work on the relationship of art and liturgy guided my initial study of
this subject. Research for my dissertation, completed in 1993, was generously supported
by the Gennadeion Library, the Kress Foundation, and Dumbarton Oaks. I thank the
Department of Art History and Archaeology of the University of Maryland for assis-
tance in reproducing illustrations in color in this book. For their comments on earlier
forms of this work and for their friendship, I warmly thank Annemarie Weyl Carr,
Nicholas P. Constas, Anthony Cutler, Stamatina McGrath, Thalia Gouma Peterson, Nancy
Seveéenko, and Robert Taft. Above all, I thank Jeffrey C. Anderson, who read and
commented on a draft of this book.
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The Creation
of Sacred Space

EGINNING IN THE FOURTH CENTURY, a small number of Greek churchmen
turned their attention to the interpretation of liturgical celebration.” Their intent
was to clarify the meaning of the service for a wide audience. In doing so, several

found the church building to be a point of reference sufficiently concrete to support
complex liturgical and theological interpretation. For the commentators writing about
the symbolism of the church, its architectural division corresponded to the parts of the
world. In the seventh century, Maximos the Confessor commented that “the sanctuary
reminds one of the sky, the dignity of the nave reflects the earth” Altering his metaphor,
he compared the church to man: “its soul is the sanctuary; the sacred altar, the mind; and
its body the nave.”? The analogy between the universe and the church was sharpened
in the seventh-century liturgical commentary of Sophronios, patriarch of Jerusalem. For
him, “the [earthly] sanctuary imitates the heavenly sanctuary; and just as the angels of
God performed the liturgy, thus the living priests are present in the holy sanctuary, stand-
ing by and adoring the Lord through every means.”* Much later, in the fifteenth centu-
ry, Symeon of Thessalonike continued the comparison between the church sanctuary
and the Holy of Holies, “which is above the firmament and the heavens. The holy altar
represents the throne of God, the Resurrection of Christ, and his venerable tomb. The
nave typifies the heavens and paradise, and the far end of the nave and the narthexes rep-
resent the creation of the earth for us and all the creatures upon earth.” Byzantine con-
gregants, judging from epigraphical evidence, were aware of these architectural divisions
and their mystagogical interpretations. An inscription revealed during excavation of the
ninth-century chapel of St. Gregory the Theologian in Thebes names the patron and
date of construction; the incised words call upon the priests to “honor the church of
God as the heavens, the sanctuary as the Holy of Holies.”

The reflections of the commentators express, in systematic language, a desire for
transcendence that was met by hymns, prayers, and liturgical acts performed on a daily or
weekly basis. Hymns such as the Cherubikon invited the congregation to join the angelic
choirs and elevated the faithful by their temporary inclusion in the ranks of the holy.” In
addition to spoken prayers and choreographed actions, a wide range of sensations directed
the faithful in their spiritual ascent. Carefully orchestrated lighting and the diffusion of
incense demarcated spaces and heightened impressions during the liturgy. According to
Symeon of Thessalonike, “By seeing the saints and their beauty and through the light of the
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divine lights our sight becomes bright and holy and we shine within.”® The painted candles
that flank the sanctuary opening at St. Panteleimon at Nerezi and the Virgin Peribleptos at
Ohrid refer to the flickering lights that illuminated the gold haloes of the saints (Fig. 42).2

As the church became a symbolic space, the actions of the clergy and laity took
on new meanings. For monks, passing from the narthex into the church nave symbolized
the transition from earth to paradise. At the conclusion of the midnight office, which began
in the narthex, “the doors of the nave open like the heavens and we enter as from earth.”*
For the laity, the procession from the western entrance of the church to the threshold of the
sanctuary, the site of the eucharistic sacrifice, represented both the symbolic ascent from
earth to heaven and the mystical ascent of the soul guided by the words of the liturgy.

Inscriptions interpreted the activities that unfolded within the sanctuary for the
faithful. Nearly identical verses in the tenth-century basilica of St. Achilleios in Prespa and
the eleventh-century church of Panagia ton Chalkeon in Thessalonike read: “Beholding
the sanctuary of the Lord’s altar, stand trembling, O man! For within, Christ is sacrificed
daily” (Fig. 1).™ Painted around the church sanctuary, these inscriptions sent a powerful
message about the divisions between the faithful stationed outside and the ceremony
enacted within.

The Threshold of Sanctity

As is well known, the Early Christian laity was separated from the sanctuary by a low
barrier.” This division between the clergy and laity was stipulated by the sixty-ninth
canon of the council in Trullo, which read: “Let it not be permitted to anyone among all
the laity to enter the sacred altar, with the exception that the imperial power and author-
ity is in no way or manner excluded therefrom whenever it wishes to offer gifts to the
creator, in accordance with a certain most ancient tradition.” Ecclesiastical law was
echoed in the mystagogical writings. According to Germanos, the eighth-century patri-
arch of Constantinople, “The chancel barriers indicate the place of prayer: the outside is
for the people, and the inside, the Holy of Holies, is accessible only to the priests.”*

These thoughts were not confined to churchmen of the Byzantine capital but
extended throughout the Empire. Words inscribed on an epistyle fragment from an
eleventh-century sanctuary screen built into the later belfry of the Panagia Protothrone
at Chalke, Naxos, distinguish between those permitted to enter the sanctuary and those
who must stand outside. In tone, the inscription recalls the language used in the painted
verses at Prespa and Thessalonike:

Lady Theotokos and Mother of the Lord, protect, guard, and preserve your
supplicants who have renovated your glorious church, the most reverend
Bishop Leo and the Protospatharios and Tourmarches of Naxia [Naxos],
Niketas, and the Count and Kamelares, Stephanos, and those entering in
faith and fear, bless them [...] indiction §, 6560 [= 1052].%
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The words incised on the marble barrier reaffirmed the division between clergy and
laity. Lay people were not only prohibited entrance, but were enjoined to guard their
eyes against viewing the mysteries.™

At some point in the medieval period, the chancel barrier was raised and an
effort was made to prevent the laity from viewing the ceremony within the sanctuary. The
first step in this process involved the decoration of the screen’s epistyle. By the tenth or
eleventh century, decorated epistyles were fairly common and often presented interces-
sory themes or portraits of apostles and saints. Surviving examples and literary sources
demonstrate that a wide variety of materials could be employed for the decoration:
carved and inlaid stone, painted wood or ceramic, and on rarer occasions, precious met-
als, ivory, or enamel.”7 By the twelfth century, the thick piers flanking the sanctuary were
commonly decorated with monumental portraits of Christ and the Virgin or the titular
saint of the church (Figs. 43, 84)." These portfaits, which scholars call the proskynetaria
icons, are generally framed by an elaborate painted or sculpted arch. Their name reflects
the practice of the faithful, who bow before the icons in reverence and supplication
(proskynesis). Macedonian examples include the portraits of Panteleimon and Kosmas
and Damianos on the south piers of their churches in Nerezi and Kastoria.” Most schol-
ars agree that by the middle Byzantine period the sanctuary was divided from the nave by
a barrier that was blocked to waist height by decorated panels and was covered by an
epistyle that was often inscribed and ornamented. In a number of cases, proskynetaria
icons were located on the adjacent piers.

| £Z B

&

1
S

St. Euphemia, Constantinople, Reconstruction of sanctuary furnishings (from Thomas E Mathews, The
Early Churches of Constantinople: Architecture and Liturgy [University Park: Pennsylvania State University
Press, 1971], fig. 32)
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There is, however, wide disagreement concerning when the openings of this bar-
rier were filled in. Suggestions have ranged from the eleventh century through the post-
Byzantine period. Several liturgical scholars maintain that the practice originated in
Russia and deny a Byzantine origin.*® This book will suggest that that answer lies in
medieval Byzantium and will find its documentation in monumental painting and litur-
gical practice. By the late thirteenth century, the practice of obscuring the sanctuary was
sufficiently widespread that the anti-Latin polemicist Meletios Galesiotes could com-
plain that among the Westerners “the place of the sacrifice is open, accessible to all.
Among them, sacred things are not distinct from profane.”*!

The decision to withdraw the mysteries into the closed sanctuary was not sud-
den. Surviving texts indicate that in the eleventh century, at least in monastic contexts,
curtains were being drawn to obscure the sanctuary during critical moments of the litur-
gy. An eleventh-century letter from Niketas, a Church official in Hagia Sophia, to Niketas

Stethatos, abbot of the Stoudios monastery in Constantinople, discusses such a practice:

In other places I have seen with my own eyes even a curtain hung around
the holy bema at the time of the mysteries. It is spread and conceals, so that
not even the priests themselves are seen by those outside. This is what Lord
Eustathios (1019 —1025), most blessed among the patriarchs, did.>

In his letter, Stethatos explains the reasons that the mysteries should be concealed from
the faithful, and in so doing, divides the church into discrete sections appropriate to cer-
tain populations:

Know that the place of the laity in the assembly of the faithful during the
anaphora is far from the divine altar. The interior of the sanctuary is reserved
to the priests, deacons and sub-deacons, the area outside near the sanctuary
to the monks and other ranks of our hierarchy, behind them and the plat-
form, to the laity. . . . How then from such a distance can the laymen, to
whom it is not allowed, contemplate the mysteries of God accomplished
with trembling by his priests?*?

Stethatos further advises that the faithful should not look upon the acts performed by the
priests in the sanctuary. In the late eleventh century, Nicholas of Andida, discussing the sym-
bolism of church furnishings and ceremony, refers to the closing of curtains after the Creed:

The shutting of the doors and the drawing of the curtains over them, as is
customary in monasteries, and the covering of the gifts with the so-called
aer signifies, I believe, the night on which the betrayal of the disciple took
place. ... But when the aer is removed and the curtain drawn back, and the
doors opened, this signifies the dawn when they led him away and handed
him over to Pontius Pilate the governor.*
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Both Niketas Stethatos and Nicholas of Andida refer to monastic practices. The texts
indicate that there was a growing movement in this community to obscure the myster-
ies from those who were not ordained. An inventory of March 1077, drawn up by
Michael Attaleiates for the monastery of Christ tou Panoiktirmonos, lists a number of
textiles used in liturgical service. These include “two curtains, one for the femplon” and “a
curtain for the femplon, similar to the altar cloth which also covers the columns of the
holy doors, both old.”* The evidence suggests that in the eleventh century, at least in
monastic contexts, the sanctuary was obscured by curtains.

Within a century it appears that icons were inserted into the screen in some
regions of the Empire. Guides to ritual celebration provide information about the prac-
tices of individual communities in praying before large-scale images flanking the entrance
to the sanctuary. Differences in the instructions indicate that monasteries conducted their
services in a manner that suited their congregations. Details about the icon screen may be
gathered from an analysis of penitential troparia, prayers that were recited by the cele-
brating priest before he entered the sanctuary. In the eleventh century liturgical instruc-
tions have little to say about the manner or location of these prayers. In the twelfth and
thirteenth centuries the instructions become more specific. Typical is the thirteenth-cen-
tury diataxis from the monastery of St. John the Theologian on Patmos (cod. 719), where,
according to the instructions, the celebrant “comes out to the holy gates and bows three
times and kisses the holy icons . . . then he comes into the holy bema and bows three
times and kisses the holy Gospels.”*° By the thirteenth century most liturgical instructions
direct the priest to bow in front of icons flanking the holy doors of the sanctuary in
penance (metanoia). By the fourteenth century the priest is provided with more specific
instructions for the service of Vespers, and we may take this as evidence that, from the
thirteenth century and into the fourteenth, icons were regularly installed within the icon
screen on either side of the sanctuary opening. The practice was codified in Philotheos’s
diataxis, a standardized guide to liturgical performance issued by the fourteenth-century
patriarch, and is repeated in a number of other sources:

The priest comes out with the deacon, and bows three times to the icon of
the Lord Christ while all the brothers are seated. In a similar fashion, he
bows three times to the icon of the Virgin, then to the center once
(towards the altar), and to the choirs once, then they enter the sanctuary.??

The icons are described as flanking the sanctuary opening, and there is reason to believe,
considering the surviving number of large-scale icons dated to this period, that the text
refers to images set into a solid icon screen (Fig. 43).

The insertion of icons into the sanctuary screen cannot have happened suddenly
and simultaneously throughout the Empire. Churches in some regions may have begun this
practice long before others. The writings of Niketas Stethatos refer to a use of curtains that
was already established by the eleventh century, and indicate that there was a receptivity, at
least in monastic circles, to obscuring the mysteries from the gaze of the unconsecrated.



Chapter 1

The best evidence for the adoption of solid icon screens outside of metropolitan
and monastic contexts is the large number of masonry barriers with icons represented on
plaster in imitation of panel paintings inserted into the intercolumniations of marble
screens.?® The Evangelistria church in Geraki, traditionally dated to the late twelfth or
early thirteenth century, contains a built masonry screen decorated with fresco icons of
the Virgin and Child and Christ Pantokrator.?® On the piers to either side of the screen
are full-length portraits of Sts. George and Panteleimon. In the same town, the church of
St. John Chrysostom, dated circa 1300, also contains a built screen. Inside the sanctuary,
the reverse side of the screen is decorated with wavy red and blue lines in imitation of the
veins on marble revetment.’® Painted panels from Cyprus, Mount Sinai, and Mount
Athos are decorated with imitation marble veining on their reverse sides, an indication
that the celebrant was meant to view a solid marble wall once the icons were installed
into the screen.’” The evidence suggests that the insertion of icons into a tall screen may
have begun in some areas of the Empire as early as the end of the twelfth century.

As we will see, the partitioning of the nave from the sanctuary by means of an
icon screen was accompanied by changes in the decorative program that surrounded the
altar. This program forms the focus of this study. But before proceeding, I would like to
offer some thoughts on how the church program, now transformed by spatial divisions,
accommodated the lay viewer during the holiest moments of the liturgy.

The Sanctuary and Lay Piety

The increased number of votive images outside of the sanctuary, such as the prominent
portrait of the titular saint Nicholas on the south wall of St. Nicholas tou Kasnitze in
Kastoria (Fig. 23), suggests that by the late twelfth century the devotional focus of the laity
had shifted from the eucharist to holy icons.?* Changes in the representation of the
Virgin in the conch of the apse fit into this pattern of providing intercessory images
who spoke directly to the faithful. Increasingly, the Virgin was represented in poses that
showed her tender relationship with her son. In Macedonia, from the twelfth century, the
Virgin Hodegetria was particularly popular in ecclesiastical decoration. Seated on a
throne, the Virgin’s maternal role is emphasized as she tries to control the restless motions
of the child in her arms (Figs. 20, 25, 46). A shift in the stance of the painted bishops
within the sanctuary also took place in the twelfth century, resulting in their withdraw-
al from the faithful. It would seem that fundamental changes in ritual might have deter-
mined both the reconfiguration of church furnishings as well as substantive changes in
church decoration.

As early as the seventh century, a set of votive images in the church of St.
Demetrios, Thessalonike, acted to define the boundary between the space inhabited by
the clergy and that of the laity. Six mosaic panels on the piers flanking the sanctuary
include intercessional figures, such as the titular saint and the Virgin Paraklesis. The con-
templation of these figures offered an alternative means for the lay worshipper to gain
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access to Christ. Even from this period, it is clear that a move was underway to provide
the lay audience with images that satisfied personal devotional requirements, ones that did
not demand the strict fasting and spiritual catharsis required for the rite of communion.
Widespread confusion over the significance of the antidoron is yet another indication that
the faithful were seeking other devotional outlets.’* The antidoron, the portion of the
offered loaf that remained after the bread for consecration was excised, was distributed to
the faithful at the conclusion of the service. It was never meant to be a substitute for the
eucharistic offering, but by the medieval period a number of lay people chose to receive
this gift in place of one whose reception required spiritual introspection and physical
abstinence. The establishment of a system of votive panels, placed into the icon screen or
painted onto the walls of the church, offered an additional or even alternative focus for lay
piety that had centered on the rite of communion in the early Church.

The monumental programs of Holy Anargyroi and St. Nicholas tou Kasnitze in
Kastoria offer evidence for the type of painted decoration that accompanied the transi-
tion in lay worship. Markings for a high screen that remain on the walls of Holy
Anargyroi demonstrate that in this late-twelfth-century church the lay viewer was pre-
vented from seeing the episcopal program in the lower registers of the apse. Directly
above this register, placed on either side of the Virgin, are portraits of the titular saints of
the church, Kosmas and Damianos (the Anargyroi). Although their hands are extended in
an intercessory gesture toward the Virgin, their eyes are directed toward the faithful stand-
ing in the nave (Fig. 20). On the south pier adjacent to the sanctuary screen is a second
portrait of the titular saints, crowned by Christ. The three figures are represented under a
painted molding that imitates a carved proskynetarion, the stand that held an icon repre-
senting the titular saint or the ecclesiastical feast day.® The decorative program of the
church focuses the lay viewer’s attention on the titular saints as intercessors. The lower
registers of the sanctuary interior were obscured and were perhaps irrelevant to the sup-
plicant seeking, as the donor’s inscription states, “the recovery of my ailing flesh and the
gift of bodily health.”3 The church of St. Nicholas tou Kasnitze, roughly contemporary
with the neighboring Holy Anargyroi, also demonstrates the emphasis placed on the
portrait of the titular saint as the sanctuary was closed by a high barrier. Traces of the
screen’s original attachment remain visible on the south wall and reveal that only the
Virgin Orant and the Annunciation would have been visible to the viewer standing in the
church nave (Fig. 23). On the south wall of the church, adjacent to the mark left by the
barrier, is a large portrait of Nicholas, the saint addressed in the metrical inscription
painted over the west door.?” In Macedonia, the practice of providing large-scale icons
adjacent to the sanctuary barrier continued into the late Byzantine period in churches
such as St. Nicholas Orphanos in Thessalonike, where the Virgin Paraklesis, as in the
neighboring church of St. Demetrios, played an intercessory role for those relegated to
the nave and side aisles.?*

The strict prohibition against laymen and women entering the sanctuary was
offset by the creation of an elaborate, alternative program aimed at satisfying their devo-
tional needs. Nonetheless, there were ways in which the faithful could enter the sanctu-
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ary without trespassing the barrier. Images and inscriptions could serve as surrogates for
men and women who sought to approach the main altar.?

Although laymen and laywomen were denied entrance to the sanctuary, they could
be represented in that most holy space by their name saints or by saints to whom they
had a special devotion.*° The identification of name saints can be traced in church deco-
ration through the comparison of names in inscriptions with the saints represented. In
the later medieval period, the votive inscriptions that were often painted directly on por-
traits of saints provide important clues about devotional practices of the laity, especially
those in the Byzantine provinces.#' For the most part, portraits of name saints are found in
the church nave or narthex, where supplicatory prayers could be oftered directly to the
saint. On rarer occasions, however, these holy surrogates entered the sanctuary, where the
proximity of the name saint to the central altar provided powerful intercession on behalf
of the living supplicant. In the church of the Virgin Peribleptos in Ohrid, for example,
Sts. Michael the Confessor and Eutychios are included among the episcopal saints repre-
sented in half-length in a band along the north wall of the sanctuary. These two saints
were not regularly included in the decoration of the sanctuary, but their advocacy of the
painters Michael Astrapas and Eutychios may explain their insertion into the program.

The introduction of intercessory figures into the Byzantine sanctuary becomes a
more freighted issue when it is female saints who cross the sacred barrier. The extraor-
dinary insertion of a monumental image of St. Kalliope into the sanctuary program of the
thirteenth-century church of the Transfiguration in Pyrgi, Euboia, can be directly linked
to the patronage of Kale Meledone, who is mentioned as the primary donor in an
inscription.** St. Glykeria’s representation in the diakonikon of Omorphe Ekklesia in
Athens may also have been dictated by a female patron who wished to gain access to
the sanctuary through the inclusion of her name saint.* These female saints stand in
places ordinarily reserved for holy bishops or sainted authors. The presence of painted sur-
rogates within the sanctuary precinct raises important questions regarding how the dec-
orative program of provincial churches was affected by the devotional requirements of
Byzantine women.** In moments of crisis, of course, women might seek refuge in the
sanctuary. The early-ninth-century Life of St. Stephen the Younger (d. 764) relates how
soldiers sent by the Iconoclast emperor Constantine V entered the nunnery of Trichinarea
on Mount Auxentios to seize Anna, Stephen’s disciple. The nuns, terrified by the military
intrusion during the prayers of the third hour, fled. According to the Life, . . . the
hymnody was silenced; one could observe the women of God greatly distressed. And
one fled inside the chancel into the sanctuary. Another, lifting up the holy altar cloth
hid under the holy altar.”’4 Such moments were presumably rare.

In an unusually bold fashion, donors in several churches inserted their own por-
traits into the sanctuary program and gazed directly at the altar. In the late-thirteenth-
century church of Panagia tou Moutoullas on Cyprus (1280), portraits of John
Moutoullas and his wife, Eirene, stand on the north wall of the sanctuary. An inscrip-
tion over the couple’s heads reads: “Entreaty of the servant of God John, son of
Moutoullas, the founder, and of his wife, Eirene.”#¢ As the couple extends a model of
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the church they had constructed, their supplication is heard by the Virgin, to whom the
building is dedicated. This phenomenon is not restricted to Cyprus. In the Maniate
church of St. Kyriake at Marathos, dated circa 1300, a man and a woman are represented
with their hands raised in entreaty on either side of the Virgin in the conch of the apse.
These lay donors clearly assumed that their painted portraits in the sanctuary offered
potent and perpetual supplications on their behalf.#”

In Byzantine churches, especially from the thirteenth century, supplicatory
inscriptions were often placed in the sanctuary. The inscriptions regularly included the
name of an individual or a family, and their inclusion in the sanctuary guaranteed the
recitation or remembrance of their names within that restricted space. The supplicant
often placed his name close to that of his name saint or a saint closely associated with his
family. In Panagia at'Yallou, a small church on Naxos dated 1288/89, the apse contains an
image of the Virgin and Child flanked by the archangel Michael and John the Baptist. To
the left of the archangel Michael is the inscription: “Entreaty of Michael in the year 6797
[= 1288/89], the second indiction.” On either side of the Virgin is inscribed: “Deesis of
the servant of God George Pediasemos and his wife, Maria, and their children.”#
Numerous supplicatory inscriptions are painted within the apses of Byzantine churches,
an indication that the laity considered the area surrounding the altar to be particularly
effective.#® Several preserved inscriptions directly address the chanters or clergy, asking
them to pray for the supplicant. The marble altar table from a church dedicated to Sts.
Nicholas and Barbara, now re-used in a post-Byzantine church in the Messenian Mani,
is inscribed with the following lines around a central cross: “The altar of St. Nicholas
and St. Barbara; chanters, pray for the servant[s] of God Staninas and Pothos, the son of
Sirakos.”’® An inscription once painted on the south wall of the sanctuary of the
Theotokos church at Apeiranthos, Naxos, speaks to the clergy: “Invocation of the ser-
vant of God Demetrios Maurikas and of his wife, Eirene, for salvation of the soul. If a
priest celebrates in this church remember us to the Lord. The year 6789 [= 1280/81].%

Word and image provided a means by which the laity could enter the sanctuary
without actually crossing the barrier that separated it from the nave. As in the early
church, the donation of ecclesiastical books and vessels also allowed the name and gift of
the lay donor to be placed on the central altar. Lay donations of liturgical silver have
been examined for the Early Christian period.’* The donation of property to the
Athonite monasteries in exchange for spiritual benefits has been studied by Alice-Mary
Talbot.5® Evidence shows that the donations were made by both men and women.

Less well known as a form of donation to the church sanctuary is a type of man-
uscript that was actually represented in the church program, the liturgical scroll. Hundreds
of such manuscripts survive, primarily in collections of large monasteries. Judging from
inscriptions placed in the scrolls, often adjacent to the prayers for the living and the
dead,’* these scrolls were occasionally donated to monasteries by lay people, both men
and women. Female names are generally found in the margins adjacent to the com-
memorations of the dead. For example, an inscription in Vatopedi 20, a liturgical scroll
containing the Liturgy of Basil and dated to the fourteenth century, reads: “Remember,
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Lord, the soul of your servant Nikodemos, the monk, and the soul of your servant,
Maria”% The headpiece of Patmos 707 depicts the interior of a Byzantine sanctuary.
Adjacent to this image, in the left margin of the roll, is a nonscribal inscription naming a
woman, Maria (Fig. 73). Such patterns of female donorship are not limited to liturgical
scrolls. In 1063 the empress Catherine Komnene donated a luxurious service book to a
male monastery on the island of Chalke. The dedicatory inscription, which provides the
name of the empress and the date of the gift, asks: “May you all pray for her through
the Lord in the Morning Lections and the Divine Liturgy.”s® In the opening of the lec-
tionary, as with the unrolling of the scroll, the name of the donor would have been
recalled during the service.

The exclusion of the lay population from the sanctuary demanded new ways in
which the Byzantine could enter that space without overstepping the sacred threshold.
This transition from an earthly location to a heavenly one could also be reversed. As in
earlier periods in the Christian Church, in the Middle Ages lay people could take home
items from the church that might serve as touchstones to the activities that unfolded out
of their sight. The faithful frequently carried home flasks of the blessed water in order to
profit from its curative powers.” The commissioning of an icon that resembled a panel or
monumental painting within a local or notable church might also be a way for the aver-
age worshipper to possess a small part of the church in a more intimate setting.

In the remaining chapters we will turn to the program of the sanctuary as one that
evolved to satisfy its principal audience, the clergy. As I will show, parts of the program
were intended to be seen by the laity; these are the upper registers visible from the nave
over the epistyle of the icon screen. The lower registers, the components of the program
that facilitated and mirrored the priestly liturgy, were hidden from the eyes of the faith-
tul throughout much of the service. In order to achieve this division between audiences,
patrons and painters devised a number of approaches that created a meaningful dynam-
ic between what was visible and what was invisible.
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Assembling the Company of Bishops

HE SANCTUARY of St. Nicholas Orphanos in Thessalonike contains portraits

of twenty-nine Church hierarchs (Fig. §8).Yet the faithful, standing in the nave of

the church, would have seen only four (Fig. 56). Painted on three walls of the
sanctuary, many of the bishops extend their right hand in a gesture of speech and raise
closed codices with their left hand. Others hold their books open and gesture as though
sermonizing. All look forward, engaging one another and the priest in an ongoing dia-
logue. In the apse and on the side walls of the sanctuary, full-length bishops holding litur-
gical scrolls are turned toward the east. They gaze at a small altar painted over the central
window of the apse (Color Plate II). A ceremony is underway; a painted paten contains the
infant Christ. Covered with an asterisk and liturgical veil, his sacrifice is imminent.

In the twelfth century painters and patrons began to conceive of the sanctuary in terms
of contemporary liturgical ceremony, its choreography, the costumes worn by celebrants,
and the distinctive objects that were used. Perhaps for the first time in the Byzantine
Church, the liturgy was celebrated in a painted setting that mirrored the actual ceremo-
ny. The twelfth-century program was, to be sure, created from elements that had long
been traditional. It will be necessary to acknowledge past approaches to church decora-
tion in order to understand fully the medieval achievement. One striking aspect of this
achievement is the degree of flexibility that the program allowed. In the period under
examination, a group of patrons, sharing a common set of concerns, exerted a powerful
influence on church decoration. But the evidence demonstrates that painters worked
with a certain amount of freedom. What emerged were a handful of themes that gave the
paintings an apparent unity of appearance. In exploring the range of expression allowed
by the themes, I will necessarily cite a large number of sanctuary programs scattered
throughout the Byzantine world. But mainly I will concentrate on the region of
Macedonia. For a detailed discussion of the churches in this region, see the Catalogue of
Decorated Sanctuaries in Macedonia (appendix).

The part of the sanctuary at which we will begin is the lowest with figural dec-
oration. It is situated above the dado, a horizontal band above the pavement that gener-
ally was painted to resemble marble revetment or a series of hung curtains; on rare
occasions it was actually clad in marble (Fig. 25). The space above the dado was reserved
for portraits of bishops and ecclesiastical authors. As the priest moved around the altar, he
always had in view his painted concelebrants, whose presence was in some cases nearly
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tangible. The illusion that painted figures could step out from the wall surface was not
employed first in the sanctuary, but it worked particularly well in this space. As in other
sections of the church, painters exploited the curved shape of the wall to enliven two-
dimensional portraits.” By rendering the bishops in three-quarter stance and by giving
them light-colored vestments, gold nimbi, and flowing liturgical scrolls, Byzantine painters
were able to create a liturgical environment in which painted celebrants appeared to
emerge from the receding blue of the wall surface to surround the celebrant.> When
illuminated by flickering candles, the painted bishops began to move within a space that
was a middle ground between earth and heaven.

The Episcopal Pose

In a number of Early Christian churches and chapels, the lower register of the central apse
was decorated with frontal portraits of apostles, martyrs, and local bishops carrying closed
codices.’ In the medieval period, the removal of apostles and martyrs from this space
gave rise to an exclusively episcopal program. For the pre-Iconoclastic period, the mosa-
ic decoration of Sant’Apollinare in Classe, which contains portraits of four bishops of
Ravenna, is a classic example.* Less well known are the sixth- or seventh-century paint-
ings of Panagia Protothrone at Chalke on Naxos (Fig. 60).> The sanctuary program pre-
sents two groups of apostles who flanked an episcopal throne. Outside of Greece, the
chapels of Bawit present evidence for early programs containing portraits of local repre-
sentatives of the ecclesiastical hierarchy.® It is impossible to know, considering the small
number of painted churches that survive from the seventh to ninth centuries, to what
extent Constantinopolitan churches had similar programs.

Preserved evidence indicates that in the period following Iconoclasm portraits
of bishops were included in decorative programs as representatives of Orthodoxy and
ecclesiastical authority. As didactic images or intercessory figures, episcopal portraits could
be located anywhere in the church, depending on the shape of the building and the
needs of the patron or congregation. In Hagia Sophia in Constantinople, for example,
portraits of fourteen Church fathers were installed at the base of the north and south
tympana. Cyril Mango and Ernest Hawkins, who date the mosaics in the last decades
of the ninth century, suggest two reasons for their placement: the sanctuary of the church
was revetted in marble and could not afford room for the insertion of episcopal por-
traits, and the rarity at the time of locating portraits of bishops in the apse and the flank-
ing walls of the sanctuary.”

From the limited beginnings that can be traced, the portrayal of episcopal saints,
the pillars of Orthodoxy, spread in the tenth and eleventh centuries. In the monastery of
Hosios Loukas, far from the capital, half-length portraits of Basil, John Chrysostom,
Gregory Thaumatourgos, and Nicholas decorate the four high niches that ring the cen-
tral nave of the eleventh-century katholikon.® In Chapel 1 (El Nazar) in Goreme, episco-
pal portraits are located overhead, in medallions painted in the four pendentives of the
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dome.® On the Greek island of Kerkyra (Corfu), a portrait of St. Arsenios, dated by
Panagiotes Vocotopoulos to the end of the tenth or beginning of the eleventh century, is
located on the east wall of the narthex of the church of Sts. Jason and Sosipater.” The
portrait of this local saint, the tenth-century metropolitan of Kerkyra, must have had
special significance for the parishioners, who would have greeted Arsenios upon entering
the church.” The small church dedicated to the Holy Anargyroi in Kastoria contains
full-length representations of Basil and Nicholas on the supporting arches of the narthex
vault (Fig. 19). These two episcopal portraits belong to the first layer of painted decoration
and have generally been dated to the eleventh century.” The portrayal of bishops in dif-
ferent locations within the church demonstrates that episcopal portraits had not yet been
linked to a sanctuary program but may have been dictated by the patron or congregation.
In the case of Hagia Sophia in Constantinople, the portraits, possibly chosen by the patri-
arch Photios, illustrated the unity of the Church in the period immediately following
the end of Iconoclasm." In the monastic context of Hosios Loukas, the prominent dis-
play of bishops who were also authors was intended for a cloistered population engaged
in the celebration of hourly prayers and the reading of sacred texts.

In 1959 Manolis Chatzidakis published a study in which he classified the episco-
pal types found in the Byzantine sanctuary.™ Chatzidakis proposed three stages of epis-
copal portraiture in Byzantine monumental decoration. In the first, which ended in the
eleventh century, images of bishops could be found throughout the church. In the sec-
ond, beginning in the eleventh century, bishops, depicted in frontal poses and carrying
closed codices, were collected in the sanctuary. The third phase began at the turn of the
eleventh to the twelfth century; at this time the pose of the bishops within the sanctuary
was transformed from frontal to three-quarter. In his study, Chatzidakis acknowledges
that the three stages of development were not strictly sequential and that monumental
decoration could evolve at different rates in different regions of the Empire. Nevertheless,
the structure imposed by Chatzidakis’s typology has affected the manner in which schol-
ars view the subject matter. Frontal bishops executed in the thirteenth century, well past
the theoretical transition date, are termed “archaizing” by many scholars, even when
there is regional continuity in their representation. With the recent publication of new
monumental cycles, it appears that Chatzidakis’s chronology needs to be reevaluated. Let
us examine separately the two types of episcopal portraits, frontal and three-quarter.

The Iconic Bishop

There is a uniformity in the depiction of frontal bishops that signals the unity and stability
of the Church across time and space. In general, the episcopal figures hold the same
attribute (a closed codex), raise their right hands in a common benedictional gesture,
and are dressed in similar vestments. The manner of depicting frontal bishops in Byzantine
wall painting followed a format popular in other artistic media. The frontal bishop car-
rying a closed codex was widely depicted, for example, in medieval Byzantine manu-
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scripts. In the ninth-century Homilies of Gregory of Nazianzos at Paris, Basil, Gregory of
Nyssa, and Gregory the Theologian (Nazianzos) are represented in frontal pose, each
under a separate arch and holding a Gospel book.™ The figures wear omophoria, the epis-
copal stole, decorated with crosses. The late-tenth-century Menologion of Basil II con-
tains scores of frontal bishops.” Their omophoria and the jewel-encrusted Gospel books
signify their inclusion in the uppermost ranks of the ecclesiastical hierarchy.

Thorough analysis of preserved ecclesiastical decoration suggests that the con-
centration of Church hierarchs in the lower register of the apse and the side walls of the
sanctuary was an innovation of the late tenth century, though one based on earlier prece-
dents. The double-apsed church of St. Panteleimon in Upper Boularioi is dated by an
inscription in the south apse to 991/92 (Fig. 61)."7 Frontal portraits of Nicholas and
Chrysostom decorate the southern apse; Basil and Gregory are located in the northern
apse. The church’s location in the Mani, a fairly isolated region of Greece, suggests that
such representations were common by the time the church was decorated.

By the eleventh century, the number of churches containing a sanctuary pro-
gram that included frontal bishops had increased.”™ Although the presentation of popular
bishops clearly symbolized the Church to the faithful, the selection of local episcopal
figures appears to fulfill more personal devotional needs.” In Panagia ton Chalkeon in
Thessalonike, dated 1028, the intermediate register of the church’s central apse contains
portraits of Sts. Gregory of Armenia, Gregory of Nyssa, Gregory Thaumatourgos, and
Gregory of Akragas (Fig. 1). Each bishop is rendered frontally, supports a closed codex on
his covered left arm, and extends his right hand in a benedictional gesture.>® The inclu-
sion of four medallions with medical saints depicted in the lower register of the sanctu-
ary suggests that the program was designed with therapeutic assistance in mind. The
sanctuary of St. Eutychios near Rethymnon on the island of Crete, painted in the
eleventh century, also displays certain unusual features.” In this instance, each frontal
bishop is individually framed to create the effect of a double frieze of icons suspended on
the east wall of the church. Included among them is the rare depiction of Titos, a local
bishop. The selection of bishops proves to be quite varied and often depended on the
location of the church or the intentions of its founder.

In addition to honoring figures of regional import, the selection and combination
of specific bishops may have met broader religious or political requirements. In the basil-
ica of St. Achilleios, isolated on an island in Lake Prespa, the wide apse of the sanctuary is
painted with a series of arches in which are inscribed the names of the fourteen metro-
politan seats subject to the archbishop of that region. The painted record of the districts
falling under Prespa’s ecclesiastical jurisdiction was intended to demonstrate the auto-
cephalous status of the archbishopric.?* Bishops chosen for the eleventh-century pro-
gram of Hagia Sophia in Ohrid are grouped by patriarchal seat and thus embody an
ecclesiastical hierarchy (Fig. 4). An emphasis on prelates honored in the Constantino-
politan calendar may reflect the patron’s desire to connect Ohrid with the imperial
strength and patriarchal authority of the distant Byzantine capital.??

In his typology, Chatzidakis sees frontal bishops as common in churches of the
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eleventh and twelfth centuries. They are then replaced by their counterparts turned in
three-quarter pose. The persistence of frontal representations well beyond the twelfth
century, however, reveals regional preferences and specific functional considerations lost
when they are labeled as archaizing. The term implies, with clear stylistic overtones, an
artificial form of representation. Moreover, if a representation were “archaizing,” one
might expect a break followed by a nostalgic return to an earlier mode of representa-
tion. As we shall see, the depiction of frontal bishops in the church sanctuary generally
represents a continuity in regional patterns of apsidal decoration.

At some point the representation of frontal bishops provided painters with an
alternative to the depiction of bishops in near profile. Painters changed the style of rep-
resenting the frontal bishops in accordance with the artistic trends, demonstrating that
they were not slavishly copying older models. In the eleventh and early twelfth cen-
turies, the frontal bishops and other painted figures often appear thick and stunted in
height (Fig. 2). The solidity of the figures results from the use of heavy line for the defi-
nition of facial features and details of costume, a stylistic trait of eleventh- and early-
twelfth-century painting. In the thirteenth century, the bishops are often rendered in a
style different from that of their earlier counterparts. In Porta Panagia in Thessaly, for
example, the curve of the sanctuary wall is filled with frontal bishops whose elegantly
tall proportions reflect the church’s late date (1283—89) (Fig. 63).%¢

The rendering of episcopal figures in a frontal pose on the curved wall of the
apse seems to be a regional phenomenon and may reflect traditional workshop prac-
tices. As noted, the Maniate church of St. Panteleimon in Upper Boularioi houses some
of the earliest representations of frontal bishops (991/92) (Fig. 61). The twelfth-century
sanctuary of Hagios Strategos, located in the same village, also displays frontal bishops
in the apse (Fig. 62).> The use of a common artistic formula demonstrates the influence
of the older program on its later medieval neighbor or argues for a continuity in work-
shop habits that served to give a distinct character to the art of this region. The nearby
twelfth-century church of the Episkopi, which shares a number of traits with Hagios
Strategos, also presents images of frontal hierarchs in the central apse and flanking cham-
bers.>S In both churches, John Chrysostom is differentiated from the other bishops by
his holding a slender cross in his right hand in addition to his supporting the closed
codex in his left arm.The similarity in the depiction of this figure in several churches in
Lakonia suggests that painters were looking at local prototypes for the decoration of
regional churches.?” The same is true of the sanctuary of Zoodochos Pege (Samari), a
late-twelfth-century church in neighboring Messenia, where four frontal bishops flank
the central window of the apse.The bishops are slightly differentiated by the items they
hold: closed codices rest on the left arms of the two outermost bishops, Basil grasps the
Gospel book in his bare hands, and Chrysostom cradles a Gospel book in his left arm and
holds a cross in his right hand (Fig. 64).>® At Samari, the episcopal types follow a pat-
tern popular in this region; however, the combination of these figures with a unique
representation of the epitaphios (Fig. 90) in the intermediate register of the apse indicates
that the program was inventive rather than “archaizing.”

19



Chapter 11

In the south of Greece, frontal bishops are depicted in the central apse well into
the thirteenth century.?® Outside of this region the decision to decorate the central apse
with frontal hierarchs seems less common, although the apparent decline may only reflect
the small number of preserved churches.?® By the thirteenth century most churches in
the north of Greece already demonstrate a preference for painted bishops in a three-
quarter pose. Two exceptions are either located in Epiros or belong to the jurisdiction of
the Epirote despotate. In the late-twelfth-century decoration of St. Demetrios tou
Katsoure near Arta, Sts. Blasios, Modestos, and Polykarp are rendered in frontal pose.” The
church of Porta Panagia near Trikkala, built by John Komnenos Doukas, also displays
frontal hierarchs in its sanctuary (Fig. 63).

We might understand the frontal portrayal of bishops as a regional preference, as
in the south of Greece. Another explanation has been offered for the choice of frontal
bishops in the apsidal decoration of two fourteenth-century Constantinopolitan chapels
with a funerary function. The parekklesion of the monastery of Chora (Kariye Camii) is
decorated with frontal figures of hierarchs in the lower register of the apse, a selection
viewed by Sirarpie Der Nersessian as “an indication that the regular liturgy, including
the communion service, was not celebrated in the parekklesion.”3* The parekklesion of St.
Mary Pammakaristos, Constantinople, built as a funerary chapel for the protostrator
Michael Glavas, was also decorated with frontal bishops, although the representations in
the lower register of the apse are no longer preserved. In a hypothetical reconstruction of
that church’s apse, frontal representations of John Chrysostom and Basil were proposed for
the two spaces flanking the central window of the apse.®® Doula Mouriki, who studied
the chapel’s program, concluded that “the frontal posture of the bishops, as well as the
closed Gospel books which they hold, clearly indicates that their presence is not related
to the celebration of the Mass, a feature which may be explained by the special func-
tion of the chapel.’3 In these two cases, therefore, the selection of the frontal rather than
celebrating episcopal type has been attributed to the use of these spaces for functions
other than the celebration of the eucharistic liturgy.

To the two churches of the Byzantine capital may be added a Lakonian example
dated to the early thirteenth century. The church of St. John the Baptist on the outskirts
of Vasilaki contains frontal representations of Sts. Blasios, Basil, Nicholas, and John
Chrysostom placed under a representation of the Deesis. Kalliope Diamante, who pub-
lished the church, notes that the Deesis is often tied to churches serving some funerary
function.?’ Indeed, a tomb was discovered in excavations on the north side of the
church.’® Were the frontal hierarchs intentionally placed in the central nave as figures
suitable for a burial context? It would seem that images of frontal hierarchs might, like the
intercessory scene of the Deesis, have been selected to reflect the commemorative func-
tion of certain churches that housed burials.

Scholars have often viewed portraits of frontal bishops as iconic representations of
Church hierarchs. As such, they served a devotional function unrelated to the liturgy. If the
bishops decorated burial churches, then their pose, prominently displaying the codex, might
be linked to funerary rites and the attendance of priests at the vigil over the deceased
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placed in their midst. Priests, when they were laid out before burial, had the Gospels placed
on their chests. According to Symeon, archbishop of Thessalonike: “Upon the hands (of a
cleric) they shall set the Gospel, which should first be read over him as he is dying, if time
permits, or after death. This is done because he lived according to the Bible, and also to
secure his atonement and blessing by the most holy words.”3” The resemblance between the
image of the hierarchs and the preparatory rites before burial is compelling.

Many of the churches with frontal bishops, however, do not have a clear funerary
function. As such, another reason for the preference for frontally represented bishops
may be proposed. It is possible that their depiction recalled a specific moment of regular
liturgical celebration. During the veneration (aspasmos) of the Gospels, the priest held
the codex to his chest in the manner depicted in the episcopal portraits. As described in
the fourteenth-century guide for celebrants (diataxis) of Philotheos, patriarch of
Constantinople (1353—54/55):

The priest, having let down his phelonion and holding the holy Gospels in
front of his chest, comes out (of the sanctuary) and stands in the center of
the naos, and the reader or the church silentiarios stands to his right, holding
a candlestick with a candle set into it and the aspasmos of the holy Gospels
by the brothers takes place as is usual.?®

The aspasmos of the brothers symbolizes their greeting of Christ. An analogous ceremo-
ny was performed before the faithful in the church nave. We might link the representa-
tion of the frontal bishops to the veneration of the Gospels by the monks and laity. The
painted evidence demonstrates that the selection of frontal bishops is not archaizing but,
in a number of cases, may reflect certain ceremonial practices.

The Reflection of the Celebrant

During the twelfth century, the episcopal portraits were given a form that was to prevail in
Byzantine and post-Byzantine monumental decoration. The bishops stand in a nearly pro-
file position facing the center of the apse and they exchange their closed codices for open
scrolls inscribed with the text of the liturgy.3? By virtue of the curved wall that held their
images, they surrounded the main altar in their midst and, within their own space, con-
verged on a painted facsimile placed at the center of the apse. Bishops carrying inscription-
bearing scrolls were not new to Byzantine art of the time. Before their appearance in
monumental decoration, portraits of bishops with open scrolls were found in manuscripts.
As early as the ninth-century edition of the Homilies of Gregory of Nazianzos in Milan,
illuminators portrayed figures holding inscribed scrolls.* Inscriptions provided the fac-
ulty of speech. But the scroll also served to prompt the viewer when reading the homilies.
In a similar manner, the opening words of specific prayers spoken by the painted bishops
led the viewer to reflect on specific moments, actions, or implications of the liturgy.
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In monumental decoration prior to the end of the eleventh century, scrolls were
generally associated with Old Testament prophets and patriarchs. The decoration of the
double-apsed church of St. Merkourios on Kerkyra illustrates the distinction between
the adherents of the Old Law and those of the New (Fig. 65).#' In the north apse, the
prophets Elijah and Elisha are engaged in a conversation from the Second Book of Kings
(IT Kings 2:9~10).The inscriptions begin on the right scroll, held by Elisha, and contin-
ue with Elijah’s. The texts serve to foreshadow the ultimate incarnational message of the
sanctuary program. The south apse contains two figures: Basil, who extends a closed
codex above the central window, and Merkourios, the titular saint of the church. The
contrast between the Old Testament prophets and the paradigms of the New Law was
thus made clear. The scroll is contrasted with the codex just as the message of the Old
Law is contrasted with the liturgy that carries Basil’s name.

The apse program in medieval Byzantium created a new meaning for the
unfurled roll. Bishops carrying scrolls and converging on the center of the apse first
entered Byzantine monumental decoration at the end of the eleventh century with the
decoration of Panagia Eleousa at Veljusa (Fig. 7).#* In this church, dated circa 1080, two
frontal bishops and two in three-quarter pose share the central apse. Within twenty years
the north church of St. John Chrysostom in Koutsovendis, Cyprus, was decorated with
two portraits of bishops in three-quarter manner.43 The adoption of a three-quarter
stance is significant in view of the Byzantine tradition of painting holy figures in a frontal
pose. In earlier monumental painting, it was mainly the Virgin (Paraklesis) who, as inter-
cessor, stood in three-quarter pose, holding an inscribed scroll and addressing Christ.
The transformation in the bishops’ stance resulted in their withdrawal from direct com-
munication with the viewer. By avoiding the contemplative gaze of the faithful, the bish-
ops no longer served as private devotional images for the laity. The painted bishops
visually communicate among themselves and with the celebrant, the living priest who is
enfolded among their portraits on the curved wall of the sanctuary.

The rendering of the bishops in a three-quarter stance gained in popularity dur-
ing the twelfth century. In St. Panteleimon at Nerezi, dated 1164, John Chrysostom and
Basil are located in the center of the apse (Fig. 13). The placement of these two figures in
closest proximity to the altar signifies their importance as authors of the two liturgies
most frequently used in the Byzantine Church. Chrysostom and Basil appear on either
side of the hetoimasia and are framed by representations of large candles, painted imitations
of the church furnishings. Gregory the Theologian (north) and Athanasios of Alexandria
(south) are depicted on the side walls of the sanctuary.** These four bishops—
Chrysostom, Basil, Gregory the Theologian, and Athanasios of Alexandria—comprise
the core of the concelebrating figures in most later churches. In some instances,
Athanasios is replaced by Nicholas, as in, for example, the Holy Anargyroi in Kastoria,
decorated at the end of the twelfth century (Fig. 22).

Despite the popularity of bishops in three-quarter stance, a number of programs
combined the celebrating bishops with others in frontal pose. In Panagia Eleousa at
Veljusa, two frontal bishops join two episcopal concelebrants to create a rare program.4s
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Within the apse, Basil and John Chrysostom are turned toward the central hetoimasia,
the image of the throne prepared for the Second Coming, while Gregory and Athanasios
(?) stand frontally on either side (Fig. 7). Many churches combine the two types by plac-
ing bishops in three-quarter pose within the curve of the apse and frontal bishops on
the sanctuary’s side walls or on the east wall flanking the apsidal opening. This way of
using the two distinct types is common in Macedonian churches. In the twelfth century,
we find this synthesis in Holy Anargyroi and St. Nicholas tou Kasnitze in Kastoria (Fig.
23), St. Demetrios at Servia (Fig. 27), and St. George at Kurbinovo. At Kurbinovo, for
example, eight concelebrating bishops are depicted within the apse (Fig. 25); five oth-
ers, rendered in frontal pose, wearing episcopal stoles and carrying decorated Gospel
books, were placed at the eastern ends of the north and south walls.# In the same region,
the trend to combine episcopal types continued in churches of the thirteenth and four-
teenth centuries.#” Rendering a bishop in frontal pose by no means signaled his dimin-
ished importance. In the Protaton on Mount Athos, James, the brother of the Lord, is
depicted on the north wall of the sanctuary holding a Gospel book in both hands (Fig.
44). His vestments, and those of the other frontal bishops, are identical to those worn by
the bishops turned in concelebration. In the church of Christ in Veroia, Sts. Cyril, John
Eleemon, and Silvester, bishops who often carry scrolls, are depicted in frontal pose on the
south and east walls (Fig. 49).4%

Another means of combining the two types of episcopal portraits was to depict a
second register of half-length bishops above the lower register. This formula was extreme-
ly popular in Macedonia, especially in churches painted in the late Byzantine period. We see
examples of this type of program in churches in Ohrid and Thessalonike (Figs. 41, 42, 46,
58). The stiff frontality of these bishops forms a stark contrast to the movements of their
turned counterparts immediately below. A variation on this theme is the individually framed
portrait used within an intermediate register of decoration. Scholars have observed that
the insertion of such “fictive icons” into the sanctuary program serves to create an ideal
liturgical space, complete with panel paintings depicting appropriate saints.#® Friezes of
icons within the sanctuary, either as framed, rectangular portraits or interconnected medal-
lions, were common in late Byzantine churches.* In the church of Christ in Veroia, portraits
of Clement and Hierotheos flank the conch of the apse; Polykarp and Metrophanes are
located on the eastern section of the north and south walls (Fig. 49)." In the church of
the Taxiarchs, in Kastoria, half-length portraits of bishops are framed and hung by painted
hooks that are suspended from the fresco molding that divides the two registers of the
sanctuary.>® Byzantine painters never abandoned the depiction of frontal bishops but, in
many cases, used these figures as counterparts to the concelebrating hierarchs.

The Identity of Painted Bishops

The number of bishops within the central apse varies from church to church, depending
on its size. Although four seems to have been the most popular number, several church-
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es preserve programs that include two, six, eight, or ten bishops converging on a central
point. The selection of bishops also varied widely. Basil and Chrysostom were included in
all programs to recognize their authorship of the two major liturgies used in the
Byzantine Church. Gregory the Theologian, as the reputed author of the Presanctified
liturgy, was also commonly represented. From the eleventh century, these three saints
shared January 30 as a common feast day.®® Anthony Cutler has demonstrated that the
three saints were already grouped together in certain eleventh-century marginal psalters,
soon after the establishment of their commemorative celebration.’* The fourth place
generally alternated between Athanasios of Alexandria and Nicholas. Athanasios’s inclu-
sion can be explained by his staunch opposition to Arianism, but Nicholas of Myra was
a little-known saint until after Iconoclasm. The immense popularity of his cult in
medieval Byzantium explains his presence among the scroll-bearing bishops.’

As Christopher Walter has argued, the selection of bishops for the sanctuary dec-
oration may be related to the episcopal figures named during the Prothesis rite.’® From
the eleventh and twelfth centuries this rite included the excision of particles from the
bread offered in commemoration of the Virgin, saints, the living, and the dead.s”
Refinements in the ceremony can be traced in Orthodox service books (euchologia). In
the twelfth century individual saints are not listed, but a common oftering is made in
commemoration of categories of saints: the prophets, apostles, hierarchs, martyrs, etc.®
Thirteenth-century service books prescribe offerings to be made in honor of individu-
ally named saints. The commemorated saints varied widely; their selection was deter-
mined by the founder of the church, the celebrant, and the congregation. A
thirteenth-century service book from the monastery of St. John the Theologian (cod.
Patmos 719) stipulates commemorations for Basil, John Chrysostom, Athanasios, Cyril,
Nicholas, Spyridon, Amphilochios of Tkonion, Ambrose of Milan, Epiphanios, Averkios,
Gregory Thaumatourgos, Gregory the Illuminator, Gregory of Akragas, and Gregory of
Nyssa.® An early-fourteenth-century service book (cod. 34) from the Esphigmenou
monastery on Mount Athos includes the names of John Chrysostom, Basil, Gregory the
Theologian, Gregory of Nyssa, Gregory of Dekapolis, Gregory of Akragas, Gregory the
[Muminator, Gregory Thaumatourgos, Nicholas, Athanasios, Cyril, John Eleemon, Blasios,
Modestos, and Polykarp.5° The proliferation of variant local usages regarding the conse-
cration of the offerings, especially among the lower clergy, was a cause of some con-
cern.%” In the mid—fourteenth century, Philotheos Kokkinos, patriarch of Constantinople,
attempted to codify the diverse practices through the composition of a standard diataxis,
a book of liturgical instructions for the celebrant. His diataxis names Basil, Gregory the
Theologian, John Chrysostom, Nicholas, Athanasios, Cyril, James the Brother of the
Lord, Achilleios of Larissa, and Oikoumenios.® We might see the selection of bishops
in the apse as reflections, in paint, of the wide divergences in the Prothesis rite prior to
the mid-fourteenth-century codification of the rite in Philotheos’s diataxis.

The inclusion of less-familiar hierarchs among the ranks of the concelebrating
bishops may be explained by the popular veneration of local saints.? The cult of
Achilleios, the fourth-century bishop of Larissa, was centered in the church bearing his
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name in Lesser Prespa, to which his relics were translated in 985.% In Macedonia, St.
George at Kurbinovo presents St. Achilleios among the bishops turned in concelebra-
tion (Fig. 25).% He is also found in the episcopal church at Servia, where he stands among
the frontal bishops on the south wall of the sanctuary (Fig. 28). St. Panteleimon at Nerezi
and St. Paraskeve in Veroia also number Achilleios among the frontal hierarchs depicted in
close proximity to the altar.® The depiction of Karpos among the concelebrating bishops
on the south wall of St. Blasios in Veroia is explained by the popular (and mistaken)
notion that he was the first bishop of Veroia.% St. Clement of Ohrid is included among
the saints who constitute a narrow frieze of episcopal portraits in the apse of St. John
the Theologian (Kaneo) in Ohrid (Fig. 41).%

Vesting the Painted Celebrant

The depiction of the painted episcopal costume is precise in its detail and conforms to
written descriptions of bishops’ vestments in contemporary sources.” Prayers for vesting
entered the liturgy around the ninth century and thereafter increased in number and com-
plexity.” When the priest entered the sanctuary, he dressed in the prescribed vestments,
each accompanied by a specific prayer, usually taken from the Old Testament. The liturgi-
cal vestments distinguished the celebrant from the faithful. Once vested, the priest became
the image of Christ. The painted bishops in the sanctuary may ofter valuable information
about Byzantine costume that is not readily available from preserved textiles. Prayers out-
lining the order of vesting list the costume elements that we might expect in episcopal
portraiture. A liturgical diataxis of the twelfth or thirteenth century in Athens (National
Library, cod. 662) orders the bishop to put on his vestments in the following order: stichar-
ion (alb), epitrachelion (stole), belt, epimanikia (cuffs), and phelonion (chasuble).” This order
was ritually symbolic. For Symeon of Thessalonike, writing in the early fifteenth century,
the seven components of the vestments signify the seven energies of the Holy Spirit.”>
According to his writings, the archbishop puts on the sticharion, the epitrachelion, the belt, and
the epigonation. Following these he takes up the epimanikia, the phelonion, the sakkos (dal-
matic) or polystavrion, and finally, the omophorion (pallium).The celebrating bishops depict-
ed in the thirteenth century and after wear all of the vestments outlined above, except for
the sakkos, which is reserved for the depiction of Christ as high priest (Figs. 54, 55).7* For
ecclesiastical authors, such as Balsamon and Symeon of Thessalonike, each element of the
bishop’s costume was symbolically related to the life and Passion of Christ.”* Episcopal
portraits in medieval Macedonia provide pictorial representations of the costume compo-
nents mentioned by Symeon. I will give only a brief overview.

The omophorion was the most distinctive component of the bishop’s vestments and
was included in episcopal portraiture long before the introduction of the more character-
istic polystavrion.Wrapped around the neck and often decorated with crosses, the omophori-
on was, according to Germanos, patriarch of Constantinople, “like the stole of Aaron, which
the priests of the (Old) Law wore, placing long cloths on their left shoulders.”” Church
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rubrics instructed the celebrant to assume or remove the omophorion at specific moments of
the liturgy. A twelfth-century guide for the patriarchal service prescribes the omophorion’s
removal prior to the reading of the Gospels and its replacement following communion.”
According to Symeon of Thessalonike, the bishop removes the omophorion before the read-
ing of the Gospel and replaces it before the elevation and fraction.”

In monumental decoration, episcopal omophoria are generally decorated with
crosses that are elongated at the shoulder to emphasize the draping of the stole. The light
color of the omophorion matches that of the polystavrion or phelonion, but the crosses usu-
ally form a lively contrast to those painted on the episcopal robes. In St. Nicholas
Orphanos in Thessalonike and the church of Christ in Veroia, the crosses of the omopho-
ria are burgundy or blue in opposition to the cruciform ornamentation of the polystavri-
on. These crosses are occasionally ornamented with figural decoration. In the Virgin
Peribleptos in Ohrid, the crosses have jeweled borders; at the center of each cross is a
medallion containing a half-length figure (Fig. 42). As costume elements, the omophoria
either hang straight down or are draped over the bishop’s arm. In St. Nicholas Orphanos
and a number of other churches in Macedonia, as well as in churches outside the region,
such as St. John Chrysostom at Geraki, the omophorion is draped over the bishop’s arm and
forms a cloth cradle below the open scroll or codex (Figs. 56, 66, 67).

The omophorion is occasionally decorated with a design that is not strictly cruci-
form. Often the decoration on Basil’s and Chrysostom’s omophoria distinguishes them
from other bishops. In Panagia Eleousa in Veljusa (Fig. 9), St. Leontios in Vodoca (Fig.
10), Holy Anargyroi in Kastoria (Figs. 21, 22), and St. George at Kurbinovo (Fig. 26),
John Chrysostom’s omophorion is adorned with clover leaf crosses and Basil’s with “pin-
wheel” crosses. In St. Nicholas in Melnik, alternating bishops in the scene of the conse-
cration of St. James wear omophoria decorated with a clover leaf pattern (Figs. 33, 34).
This motif is not restricted to Macedonia: in St. Neophytos near Paphos (Cyprus), the
omophoria worn by Basil and Epiphanios are decorated with clover leaf crosses (Fig. 68).
In discussing episcopal costume in the paintings of Veljusa, Vojislav Djurié¢ suggests that
such motifs were found on omophoria worn by heretical bishops or by Latin prelates fol-
lowing the end of the twelfth century.”® His statement is based on representations of
bishops in church councils included in the thirteenth-century monastic churches of
Mileseva and Arilje in Serbia. Judging from the regular use of these motifs on episcopal
omophoria in Byzantine churches, it would seem that such decoration, when found in
the sanctuary, serves to distinguish rather than condemn specific Orthodox figures.

The term polystavrion, denoting a long phelonion marked by a distinctive cross
pattern, first appeared in the writings of the twelfth-century canonist Theodore Balsamon
in his commentary on the seventeenth canon of the council of Chalcedon.” In this text,
the right to wear the polystavrion is given the bishops of Caesarea, Ephesos, Thessalonike,
and Corinth. By the early fifteenth century, Symeon of Thessalonike notes that all met-
ropolitans wore polystavria.®® The increased popularity of this vestment in the late
Byzantine period is reflected in its increased representation in monumental painting. In
thirteenth~ and fourteenth-century painting, concelebrants commonly wear polystavria.
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The transition between the undecorated phelonia and one with cruciform decoration
may be seen in the two-layered representation of St. Basil in the narthex of Holy
Anargyroi in Kastoria (Fig. 19). The tenth-century layer reveals an austere bishop with a
plain phelonion and an omophorion decorated with squares transected by crossing diagonal
lines. The second, twelfth-century layer presents Basil in a polystavrion with an omophori-
on decorated with clover leaf crosses.

Painters often prepared the vestment for its distinctive cross decoration by scor-
ing a grid into the plaster, as is visible in the fourteenth-century church of St. Catherine
in Thessalonike (Fig. 59).*" By filling different boxes, the painter could achieve several
patterns. In many churches, the painted polystavria are adorned with squares formed by
four angled gammata, the Greek letter numerically equivalent to three and suggestive of
the Trinity.®* At its center the square was usually filled with a small cross. This pattern
was generally painted alternating between bishops in blue-black or red-burgundy. This
form of ornamentation was particularly popular in southern Greece and the Greek
islands. In the Lakonian church of St. John Chrysostom in Geraki, the gammata decoration
no longer decorates the polystavrion but is simply a pattern that fills the white space of the
vestment (Fig. 67).

The second type of polystavrion decoration consists of alternating crosses. It is
found often in Macedonian churches. The Protaton on Mount Athos (Fig. 45), the
churches of Christ (Fig. 49) and St. Blasios in Veroia (Fig. s1), and the churches of St.
Catherine (Fig. 59), St. Panteleimon, and St. Nicholas Orphanos in Thessalonike (Fig.
56) all present alternating crosses on episcopal polystavria. As is the case with the gamma-
ta decoration, painters often alternated the color of the crosses between figures. In the
decoration of the bishops’ vestments in the churches of Christ and St. Nicholas
Orphanos, blue-black crosses alternate with burgundy (Color Plate II).%

On rare occasions painters decorated the polystavrion with a checkered pattern
instead of crosses. In the church of the Taxiarchs in Kastoria, for example, John
Chrysostom’s polystavrion consists of a checkered pattern that bears little resemblance to
the usual cross design (Fig. 70). As with the selection of bishops, the decoration of the
episcopal vestments reflects regional practices. Although lacking conclusive evidence, we
may also see differences in the decoration of polystavria as possible references to vest-
ments worn in specific episcopal centers.

The polystavrion signaled the episcopal rank of the depicted figure. In the deco-
ration of a number of sanctuaries, the painter distinguished between figures wearing poly-
stavria and those who wore undecorated phelonia. In general, the difference in costume
appears between the bishops in the central apse and those on the side walls of the sanc-
tuary. In the late-twelfth-century decoration of Holy Anargyroi, the bishops in the cen-
tral apse wear polystavria, whereas the frontal bishops on the sanctuary’s side walls are
dressed in plain phelonia (Fig. 20). In churches with wide apses that could accommodate
a large number of episcopal portraits, certain bishops among the processing figures might
be vested in undecorated phelonia. These figures are found usually at the extreme ends of
the liturgical procession. At Kurbinovo, for example, Nicholas and Gregory of Nyssa
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carry open scrolls but are dressed in undecorated phelonia (Fig. 25).%4 In the Old
Metropolis in Veroia, the outermost four bishops in the procession of ten—Eleutherios,
Gregory Thaumatourgos, Nicholas, and Dionysios—are vested in phelonia (Fig. 30).% On
the south wall of St. Blasios in Veroia, Karpos wears a phelonion, whereas Polykarp, adja-
cent to him but farther from the apse, wears a polystavrion.®® Phelonia were often worn by
popular figures, such as Karpos, who were venerated as local saints but had not achieved
the status of the great Church hierarchs vested in polystavria.

Epitrachelia, epimanikia, encheiria, and epigonatia were all components that were
regularly included in representations of episcopal figures.’” Epitrachelia were thin stoles
wrapped around the bishops’ necks, which represented, according to Germanos, “the
cloth which was put on Christ at the hands of the high priest, and which was on his
neck as he was bound and dragged to his Passion.”®® According to Symeon of
Thessalonike, the priest was not required to wear this stole during the hourly liturgies. If
the celebrant did not possess an epitrachelion, he could make do with his belt or a piece of
rope.® The epitrachelion was regularly depicted by the end of the tenth century. In mon-
umental decoration, the epitrachelion can be represented by a thin gold band around the
collar (Fig. 57) or as a thick scarf bordered by pearls (Fig. 59). Episcopal representations
within the church seem to differentiate between the scroll-bearing hierarchs in the cen-
tral apse, who wear epitrachelia, and the frontal bishops on the side walls of the sanctuary,
who do not. In the church of Christ in Veroia, Nicholas, represented on the north wall
and carrying a scroll, wears an epitrachelion (Fig. 50). Opposite him, on the south wall,
John Eleemon and Silvester, represented in frontal pose and carrying closed codices, do
not. In other words, the vesting and the attributes are used in a way that the Byzantine
priest would have instinctively grasped. The presence or absence of the epitrachelion may
signal the difference between painted bishops in the process of liturgical celebration and
those who held closed codices and stood apart from the ceremony.

Epimanikia, cuffs that secured the wide sleeves of the priest’s robe, are first men-
tioned in a mid-eleventh-century source, although they appear earlier in the Panagia
ton Chalkeon of 1028 (Fig. 2).9° The epimanikia are often elaborately decorated in epis-
copal representations. In Holy Anargyroi (Fig. 22) and Nicholas tou Kasnitze, as well as in
the Old Metropolis in Veroia (Fig. 30), the epimanikia are marked with an elaborate
abstract motif, perhaps in imitation of embroidery. In several churches, including the
Virgin Peribleptos in Ohrid (Fig. 42) and the Protaton on Mount Athos (Fig. 45), the
gold epimanikia are bordered with pearls.

The encheirion, originally a cloth hung over the bishop’s belt, is often represented
in gold and decorated with jewels. In episcopal portraits this portion of the vestments
is often visible under the omophorion. In the Protaton on Mount Athos, St. Blasios in
Veroia, and St. Nicholas Orphanos, encheiria are doubled over the belt of the bishops’
costumes (Fig. $6). The epigonatia, a lozenge-shaped cloth panel, depicted in medieval
Byzantium are a far cry from the original towel tucked into the bishop’s belt that he
would use to wipe his hands during the liturgy. In the chapel of St. Euthymios and the
church of St. Catherine in Thessalonike, the epigonatia are gold and decorated with
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abstract or floral designs. The epigonatia occasionally carried figural decoration; outside of
Macedonia, in the church of the Virgin Hodegetria at Mystra, decorated in the early
fourteenth century, the bishops’ epigonatia are ornamented with representations of angels
or cherubim at their centers (Fig. 71). The patron of the church, the abbot Pachomios,
may have seen such lavish epigonatia when he visited the Byzantine capital. A later inven-
tory of 1396 records the contents of the treasury at Hagia Sophia in Constantinople.
Among the lavish vestments is “a gold epigonation [with a representation] of the
Anastasis.”®" Such vestments would have made an impression on visitors to the city.

The vestments worn by the painted celebrants demonstrate a concern for the
careful representation of contemporary ecclesiastical costume and reflect an increasing
trend to depict the church ceremony with accuracy. In most cases, the concelebrating
bishops of the central apse wear episcopal vestments identical to those described by
Symeon of Thessalonike in the fifteenth century. Moreover, the vestments depicted rep-
resent those listed in contemporary church inventories. According to monastic records
dated May 1375, the community of the Virgin Gavaliotissa at Vodena (Edessa) in
Macedonia possessed a number of silk and gold-embroidered vestments.> The testament
of Maximos for the monastery of the Mother of God of Koteine near Philadelphia in
Asia Minor is more specific. This inventory, dated November 1247, records: “Also a white
set of vestments. Another purple set. Two epitrachelia. Another one embroidered in gold.
Epimanikia embroidered in gold with [representations of] the Annunciation and the
Anastasis. Two other pairs.”3

Liturgical Readings for Painted Celebrants

The bishops’ shift in stance from frontal to three-quarter was accompanied by a change
in the form of the texts they held.®* As with the representation of costume, one should
view the rendering of a specific type of liturgical manuscript as a reflection of contem-
porary liturgical ceremony. Although scrolls had been used since antiquity, our earliest
published guide to their use in a liturgical context comes in a twelfth-century text that
describes the patriarchal service held in Hagia Sophia.®s According to this and other
sources, liturgical scrolls were unrolled and read by the celebrant at prescribed moments
of the service. An examination of the texts and their specific instructions will clarify the
explicit connection between the painted liturgy and contemporary liturgical practice.
Monastic inventories suggest that large foundations possessed at least one liturgical
scroll for each of the liturgies. The number of actual scrolls in a single monastery varied
according to the size of the community and the wealth of the establishment. The inven-
tory taken in September 1200 at the monastery of St. John the Theologian on Patmos list-
ed four scrolls for the Liturgy of St. Basil and four others for the Liturgy of Chrysostom.?
The inventory of Koteine lists three scrolls containing the Liturgy of Chrysostom and
three for that of Basil.®” In 1396 the treasury of Hagia Sophia in Constantinople con-
tained five scrolls.®® Large churches or monasteries must have had a collection of scrolls
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containing liturgies and prayers appropriate for use at different celebrations and com-
memorations. More than one hundred scrolls survive on Mount Athos alone.* In most
cases the preserved scrolls contain the liturgies of Basil or John Chrysostom as well as
briefer instructions for liturgical celebration. In rarer cases the text may also contain or be
limited to the Liturgy of James, the Liturgy of the Presanctified, or the communion
prayers. These liturgical texts are written on parchment, usually several meters in length
and eleven to twenty-six centimeters in width, and are then attached to a wooden roller.

Two decorated liturgical scrolls demonstrate that their illuminators were well
aware of the manuscript’s place in the Byzantine sanctuary. The headpiece of a liturgical
scroll in the National Library in Athens (cod. 2759), attributed to the twelfth century,
depicts Basil and John Chrysostom celebrating the liturgy in a setting intended to evoke
a church sanctuary (Fig. 72). Dressed in polystavria, the liturgical authors stand in the
three-quarter pose assumed by bishops in apsidal decoration.”® The headpiece of the
Patmos liturgical roll, cod. 707, dated to the mid—twelfth century, also depicts the central
sanctuary of a church (Fig. 73).™" Basil, the author of the liturgical text contained in the
roll, stands behind an altar holding an open scroll between his two hands. The decoration
of these scrolls thus refers to their use within the sanctuary, just as the sanctuary decora-
tion makes reference to the celebrant’s reading from such manuscripts.

Having seen liturgical scrolls used in the liturgy, Byzantine painters endeavored to
bring fresco decoration into closer alignment with ceremonial practice. The manner in
which the painted bishops unroll their manuscripts to reveal specific liturgical prayers
suggests that the scrolls are more than a mere attribute that denoted the bishops’ status as
authors. The accurate rendering of the draping of the unwound manuscript and the
inclusion of wooden rollers at the ends of the scrolls indicate that monumental painters
must have been familiar with their use. The scroll held by St. Basil in the sanctuary pro-
gram of Holy Anargyroi in Kastoria, for instance, is twisted and sags realistically from
the weight of the parchment (Fig. 21). In the sanctuary decoration of St. John
Chrysostom at Geraki (circa 1300), thin rollers extend from the ends of the depicted
scroll (Figs. 66, 67). The exactitude of such painted reproductions suggests that these
manuscripts were sufficiently widespread to have influenced the artistic vocabulary of
Byzantine painters.

For painters to have depicted scrolls in so accurate a manner, they must have
been familiar with liturgical practice. Preserved guides to ceremonial practices direct the
exact moments when the celebrant took up the liturgical roll and read. The twelfth-cen-
tury guide for the patriarchal liturgy of Hagia Sophia specifies three occasions when the
Church dignitary in charge of episcopal vesting extended an open scroll to the cele-
brant. The first time followed the Trisagion, the second followed the Gospel reading, and
the third time came during the inaudible prayer of the Cherubikon.’®

A narrative scene on the north wall of the early-fourteenth-century chapel of
St. Euthymios in Thessalonike corroborates the ecclesiastical source. In a scene of
Euthymios officiating, the saint holds an unwound scroll over the altar. His eyes are
focused intensely on the text inscribed with the “No one is worthy” prayer, the inaudi-
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ble prayer of the Cherubikon mentioned in the twelfth-century guide.™ Similarly, St.
Basil holds an open scroll over the altar in a representation of him officiating in Hagia
Sophia, Ohrid (Fig. 6). Three priests stand behind him. The laity is relegated to a sub-
sidiary space sectioned off by columns. Painted evidence for the linking of texts inscribed
on scrolls with the use of such manuscripts in the liturgy is also found in the illustra-
tions of an eleventh-century scroll in Jerusalem (Stavrou 109).™* An anonymous bish-
op, whom André Grabar identifies as the manuscript’s patron, is depicted next to the
text of the inaudible prayers of the Ekfene and the Cherubikon, the prayers for which,
according to textual sources, liturgical scrolls would have been unwound.

The three prayers read from a scroll during the patriarchal liturgy are regularly
inscribed on the scrolls of the painted bishops in the Byzantine sanctuary. With few
exceptions, the “No one is worthy” prayer is held by Basil, its reputed author.” The
Trisagion may be held by John Chrysostom or Gregory the Theologian. The text of the
Ektene cannot be associated with a single author. A number of other prayers are com-
monly found on the painted scrolls, and these may correspond to practices outside the
capital. For example, a later service book orders the patriarch to read from a scroll during
the three antiphons.”® As is the case with the prayers described above, the three silent
prayers accompanying the antiphons are often inscribed on scrolls held by the painted
bishops. For example, in St. George at Kurbinovo, Athanasios displays the first antiphon,
Achilleios the second, and Nicholas the third (Fig. 25). Therefore, the same prayers were
read from the scrolls by the actual celebrant as by his painted concelebrants all identical-
ly dressed and posed. ,

In rare cases painted bishops hold scrolls inscribed with the words of consecration
rather than the silent prayers of the liturgy. Usually scrolls with these inscriptions are
only partially unrolled, held in a single hand, and their words inscribed along the roll’s
main axis rather than perpendicular to it. In the fourteenth-century church of the
Taxiarchs in Kastoria, Gregory the Theologian, Basil, John Chrysostom, and Athanasios
hold prayers directly tied to the eucharistic sacrifice (Figs. 69, 70)."7 The two outer fig-
ures, Gregory and Athanasios, hold scrolls inscribed with the epiklesis, the prayer invoking
the Holy Spirit, and the prayer following it in the service. Basil and Chrysostom, the
two central figures in the composition, extend partially closed scrolls containing the
prayers for the consecration of the bread and wine. The consecratory scrolls placed in
the hands of the painted bishops correspond to a moment related in the twelfth-centu-
ry guide to the patriarchal liturgy, which describes the bishop as holding an unrolled
scroll in his left hand as he recites the Our Father and declares “Holy things for the
Holy’"8 These two prayers fall directly before the epiklesis and the distribution of com-
munion. Preserved scrolls containing only the prayers for the communion may be relat-
ed to such ceremony and representations.” Byzantine painters acknowledged these
separate scrolls as distinct by representing them partially rolled and by inscribing them in
a different manner.

The vast majority of surviving scrolls were produced during the most prolific
period of Byzantine monumental painting, that is, the twelfth through fifteenth centuries.
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Catalogues for the manuscripts today in monasteries on Mount Athos, Mount Sinai,
Meteora, Mega Spelaion, and Patmos list one hundred and forty-one liturgical scrolls,
most of them undecorated.” Their chronological breakdown (based on the dates given
them by the catalogues) is as follows: two scrolls for the tenth century (1 percent), four
scrolls for the eleventh century (3 percent), twenty-eight scrolls for the twelfth century
(20 percent), thirty-four scrolls for the thirteenth century (24 percent), and seventy-three
scrolls for the fourteenth century (52 percent). Considering the existing evidence, it
seems clear that the increased production of scrolls for use during the celebration of the
liturgy in the period following Iconoclasm corresponds with significant changes in the
manner of depicting bishops in the sanctuary. One can thus point to a case where actu-
al liturgical practice inspired a substantive development in church decoration.

In early art, bishops and apostles were given books as an attribute that symbolized
apostolic succession and the responsibility of the priest to interpret the Gospels. When
these figures were incorporated into the monumental program, they brought this attribute
with them. In the eleventh and twelfth centuries, when the sanctuary program was altered
to directly reflect liturgical celebration, the attribute in the bishops” hands changed. The
Gospel was read outside of the sanctuary screen to the laity, but the silent prayers of the
liturgy were read in close proximity to the altar. It was these prayers that were held by the
painted bishops, who inspired the priest through active concelebration. The change in
attribute must be seen as a mirror of the developing rite and reinforces the idea of inte-
rior and exterior space in which the sanctuary barrier figures so prominently.

Reading the Painted Texts

The texts inscribed on the painted liturgical scrolls held by bishops vary from church
to church. The scrolls endow the bishops with the faculty of speech and are a means by
which they could participate in and comment on the service. The idea that the painted
figures actually were capable of speech was familiar to Byzantine rhetoric. The patriarch
Photios, in a description of the Nea Ekklesia in Constantinople, envisions the words
inscribed on the prophets’ scrolls as part of a continuous conversation:

A choir of apostles and martyrs, yea, of prophets, too, and patriarchs fill and
beautify the whole church with their images. Of these, one, though silent,
cries out his sayings of yore, “How amiable are thy tabernacles, O Lord of
hosts! My soul longeth, yea even fainteth in the courts of the Lord”; anoth-
er, “How wonderful is this place; this is none other but the house of God.”™

We should look at the bishops’ scrolls in the same manner.

Gordana Babi¢ and Christopher Walter laid the foundation for a study of the
prayers inscribed on episcopal scrolls in monumental decoration.”? In their examina-
tion of forty-two churches, the authors identified the opening words of thirty prayers
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from the liturgies of Basil and Chrysostom, ranging from the offertory prayer to the
concluding prayer of the service. The order of their inscription may be divided into three
systems. In the first, each scroll bears the opening line of a different prayer. As one reads
from left to right, the order of the prayers does not follow the succession of readings in
the liturgy. In the second system, all of the bishops carry lines from a single prayer, which
extends from scroll to scroll. The priest reads from left to right as he looks over the altar.
In the third system, the two central bishops, Basil and Chrysostom, carry partially rolled
scrolls inscribed with the prayers of consecration. This category, as noted above, represents
a separate type of apse program.

The most common way of inscribing scrolls in Macedonia, if not throughout
Byzantium, is with individual prayers. Basil usually carries the prayer of the Cherubikon,
which he reportedly wrote.™ Chrysostom usually displays the prayer of the Prothesis, but
he may also hold the Trisagion, or the third antiphon. We cannot generalize about the
prayers held by Gregory the Theologian, since his scroll is inscribed with prayers ranging
from the first antiphon to the epiklesis. Athanasios and Nicholas often carry scrolls
inscribed with one of the antiphons.

In medieval Byzantine churches, the prayers are rarely read from left to right
according to liturgical order. In St. George at Kurbinovo and Holy Anargyroi in Kastoria,
the inscribed prayers begin with Chrysostom on the right side of the central window and
then start again with the bishop on the extreme left of the apse (Figs. 20, 25).™# In these
two churches, the prayers begin on the scroll held by John Chrysostom and end with
Basil’s. When John Chrysostom is moved to the left side of the apse, a programmatic
change in four Macedonian churches, the prayers begin with Chrysostom’s scroll and
end on the opposite side of the apse.’

Few churches contain episcopal programs where a continuous prayer is inscribed
on the bishops’ scrolls. A rare example is the hermitage of St. Neophytos at Paphos on
Cyprus, where the Prothesis prayer continues from one bishop’s scroll to another (Fig.
68)." In churches belonging to the third category, the scrolls are inscribed with the
prayers of consecration. In St. Blasios in Veroia, Basil holds the Cherubikon prayer but
Chrysostom holds the prayer for the consecration of the bread (Fig. s1). The lower reg-
ister of the apse of the church of the Taxiarchs in Kastoria is fully dedicated to the con-
secration (Figs. 69, 70)."7 The scene of the communion of the apostles is absent from
most churches employing this system, a pattern suggesting that the inscription of conse-
cratory prayers obviated the need for the painted communion.

The inscribed passages derive almost exclusively from the silent prayers that pre-
cede the entrance of the liturgical offerings into the sanctuary for deposit on the altar;
rather, they focus on the spiritual preparedness of the celebrant and his petition to the
Lord to accept the sacrifice on behalf of the faithful. By reading the scrolls, the celebrant
is led to a more complete state of spiritual preparedness for the role that he must play in
the eucharistic sacrifice. In his liturgical writings, the fourteenth-century theologian
Nicholas Cabasilas emphasized the need for the priest to approach the divine mysteries
in a state of grace:
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All these things, which make the souls of both priest and people better and
more divine, make them fit for the reception and preservation of the holy
mysteries, which is the aim of the liturgy. Especially, they put the priest in a
proper frame of mind for the accomplishment of the sacrifice, which is, as has
been said, the essential part of the mystagogy. This intention can be seen in
many parts of the prayers: the priest prays that he be not judged unworthy to
perform so great an act, but that he may devote himself to the sacrifice with
pure hands, a pure heart, and a pure tongue. Thus it is that we are aided in
the celebration by the very virtue of the words themselves, said or sung.™

The inscribed prayers assisted the priest to pray with the Church fathers depicted in front
of him. In his text, Cabasilas refers to the Cherubikon, one of the most cathartic prayers in
the liturgy, which is held by Basil in nearly every church. Written in the first-person sin-
gular, this prayer reminds the priest that “no one is worthy among them that are enslaved
by carnal desires and pleasures to approach or come near or minister before Thee, the
King of Glory”” The prayer is a confession by the celebrant, asking God to “look at me, a
sinner . .. and cleanse my soul and heart from any thought of evil.” Recited at the begin-
ning of the Liturgy of the Faithful, the prayer asks: “Since I am endowed with the grace of
priesthood, make me worthy by the power of the Holy Spirit to stand before this your
holy table and to perform the sacrifice of your sacred and immaculate body and precious
blood.” The secret (silent) prayer following the Trisagion also stresses the spiritual pre-
paredness of the celebrant. In invoking these prayers, the celebrant may have been aware of
the writings of John Chrysostom, who was represented directly across the altar. Writing on
the sacraments, Chrysostom refers to the purity of the priest:

When the priest calls upon the Holy Spirit and offers the tremendous sacri-
fice, tell me in what rank should we place him? What purity shall we require
of him, what reverence? Then reflect how those hands should be constituted
which perform such services! What should that tongue be which pronounces
such words . .. ? At this moment the very angels encompass the priest, and
the whole choir of heavenly powers lend their presence and take up the
entire space around the altar, to honor him who lies thereon in sacrifice.™

It is to the priest that the message of the sanctuary is directed.

Conclusion

From the twelfth century, the sanctuary program represented liturgical ceremony with
ever increasing exactitude. Dressed in similar costume and rendered life size, painted
bishops were the image of the priest. They, too, converged on an altar holding in their
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hands the words of the silent prayers invoked by the celebrant during liturgical celebra-
tion. The liturgical verisimilitude of the representations suggests that the composition
was directed primarily toward a clerical audience. Physically segregated within the church
sanctuary by an increasingly opaque chancel barrier, the bishops inhabited a space that
was not only used exclusively by the celebrant and his assistants but was also viewed pri-
marily by them. The laity stood outside the barrier and its members were guided in their
personal devotions by a set of holy figures: icons inserted into the sanctuary screen or
placed on smaller stands and frescoes of intercessory figures painted on adjacent walls.
Within the sanctuary, the episcopal figures became the priest’s liturgical concelebrants, and
the texts inscribed on the bishops’ scrolls demonstrate that the hierarchs were intended to
assist the actual celebrant in the difficult process of introspection that preceded the com-
mencement of the eucharistic liturgy. The painted bishops thus served as personal guides
for the priest and as accompanying concelebrants who shared in the all-holy ceremony.

Historically, concelebration played an important ceremonial role in the Byzantine
liturgy.™>® On feast days and episcopal celebrations that required an increased number of
attendants, the movements of the priests were liturgically choreographed and their func-
tions were preassigned. This was especially the case during the patriarchal or episcopal
liturgy, when positions within the central sanctuary were strictly assigned according to
clerical rank.™" In medieval Byzantium, however, internal developments in the manner of
celebration might have resulted in a decrease in the frequency of these elaborate cele-
brations. In the thirteenth and fourteenth centuries the liturgy was influenced by the
popular rule of St. Sabas, a synthesis of Palestinian monastic practices and Constantinop-
olitan regulations codified by the Stoudite monks. This “neo-Sabaitic” material was incor-
porated into mainstream Byzantine practice.”* The assumption of an essentially monastic
pattern of worship into the corporate liturgy may have caused a diminution in the num-
ber of priests required for the ceremony. Trends in church building are relevant here. A
large number of concelebrants was easily accommodated in the great basilicas of the
Early Christian period. Changes in liturgical patterns and the concomitant rise in private
devotional practices resulted in the architectural contraction of the church."? In small
parishes and family churches, where priests would celebrate the liturgy in solitude or
with the assistance of a deacon, the proximity of painted bishops of equal size to the
priest and dressed in appropriate liturgical vestments must have had a powerful effect.
The representation of these figures in churches of the distant provinces, separated from
the Byzantine patriarchate or episcopal centers through geographical isolation or through
foreign overlordship, visually encouraged the adherence to Orthodoxy through com-
munal celebration of a traditional ritual.

In the repetition of episcopal figures in the church sanctuary, the modern-day
viewer sees an inflexible uniformity. The sense of majestic order is surely part of the con-
tent of the sanctuary. It should not, however, distract our attention from the diversity of
possible choices. The different selections reflect the pietistic requirements of individual
communities or the artistic and regional traditions followed by specific painters. Indeed,
variations among sanctuary programs demonstrate that Byzantine painters combined
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scenes and figures to create new configurations appropriate to particular congregations. In
addition to meeting the needs of individual celebrants and congregations, the powerful
representation of episcopal portraits may have offered a response to several conditions
within the Empire. The inclusion of venerable authors and orators such as John
Chrysostom, Basil, and Gregory the Theologian linked the priest and congregation to an
ancient tradition of episcopal writing and teaching. These associations may have been
essential in a period when the Empire was concerned with internal theological debates
and was confronted by religious traditions that challenged accepted notions of orthodoxy.
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HE SANCTUARY of St. George at Kurbinovo contains a startling image at the

center of the lower register (Color Plate III). Situated above a masonry throne

is a painted altar on which is represented an image of the deceased Christ. His
midsection is covered by a liturgical cloth. At his head is a chalice. Above his pelvis is a
footed paten containing the eucharistic offering, a circular piece of risen bread. The
paten is covered by an asterisk, the crossed metal strips that protected the oftered bread
from its cloth covering. Although stiffened, Christ’s right hand makes a benedictional
gesture toward the paten. Painted bishops stand to either side; their eyes are directed to
the holy sacrifice on the altar, their scrolls are unrolled in prayer.

In the late eleventh and early twelfth centuries, the lowest register of the sanctuary under-
went a radical transformation. The frontally depicted authors of the liturgy and bishops of
the Orthodox Church turned in a three-quarter pose, unrolled liturgical scrolls, and
began to concelebrate mystically with the living priest. The transformation in stance was
accompanied by the creation of a central image to which the celebrants turned. Painters
were required to balance illusion with reality; the full-length portraits on the concave
wall seem to step from the surface and surround the actual altar. By placing a represen-
tation at the focal point of the apse, the painted figures were anchored within their two-
dimensional space.

The center of the apse usually contained one or more windows, the sole source
of natural light for the sanctuary. In the morning, the light that illuminated the liturgy
shone in a beam directly over the central image and touched the surface of the altar,
thereby heightening the mystery of the ceremony. The painters of the Virgin Peribleptos
in Ohrid acknowledged this use of light by inserting the liturgical formula, ® X @ 11,
above the sanctuary window (Fig. 42). The Greek abbreviation for “The Light of Christ
Appears to All” is a coded reference to the incoming light.” But dramatic lighting came
at some cost. Many of the painted representations have been damaged or even destroyed
by rain water entering the windows.

Patrons and painters of this period found a variety of subjects suitable for the
center of the episcopal zone.” In Byzantine Macedonia three subjects stand out.? In
Panagia Eleousa in Veljusa and St. Panteleimon in Nerezi, two churches associated with
members of the Komnenian ruling family, the central element is the hetoimasia, the pre-
pared throne. In Kastoria, in the Holy Anargyroi, an altar table is depicted at the center of
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the apse wall. In the church of St. George in Kurbinovo, the painter represented Christ as
the eucharistic sacrifice, a subject later called the melismos. These three images, the het-
oimasia, the altar, and the melismos, and the reasons governing their selection for the cen-
ter of the lowest register of the sanctuary, form the focus of this discussion.

The Prepared Throne

In his treatise on the liturgy, Germanos, the eighth-century patriarch of Constantinople,
interprets the entire sanctuary as the throne that Christ will assume on the day of judg-
ment. The passage may explain the representation of the hetoimasia, the throne prepared
for the Second Coming of Christ, on the east wall of the sanctuary:

The bema is a concave place, a throne on which Christ, the king of all, pre-
sides with his apostles, as he says to them:“You shall sit on thrones judging
the twelve tribes of Israel.” It points to the second coming, when he will
come sitting on the throne of glory to judge the world, as the prophet says:
“Thrones were set for judgment over the house of David.”+

The hetoimasia is represented at the center of the lowest register of the apse in several
medieval churches, a position that in many earlier churches had been occupied by the
bishop’s throne, the symbol of episcopal jurisdiction (Fig. 60).5 But instead of the cus-
tomary high-backed episcopal throne, the hetoimasia in monumental painting of the
medieval period was generally represented as a backless throne, a type of seat found in
ancient representations of both deities and emperors. The hetoimasia 1s well known from
artistic programs of the Early Christian period when it was used as a sign of the author-
ity the depicted Christ bestowed on his followers and of his promised return.® The
Byzantine association of the hetoimasia and the Second Coming led to its inclusion in
representations of the Last Judgment.” The prominent inclusion of the dove in the com-
position suggests that the hefoimasia also served as a symbol of the Trinity, a point to
which I will return.® The image was introduced into the lower register of the sanctuary
decoration in the eleventh and twelfth centuries. One of the earliest representations of the
hetoimasia in a medieval sanctuary is that found in Panagia Eleousa in Veljusa near
Stroumitsa, a church established by the monk Manuel around the year 1080. Here the het-
oimasia was rendered as a backless throne with a broad cushion. Resting on the cushion
is a closed Gospel book (Fig. 8). A nimbed dove stands in front of the codex, which, in
turn, obscures the lower arm of a cross that supports the crown of thorns. To either side
are the instruments of the Passion, the lance and the sponge.® A slightly later representa-
tion of the hetoimasia in Nerezi (1164) is flanked by two half-length angels dressed as
deacons, who hold liturgical fans (rhipidia) over an ornately decorated throne (Fig. 15).
Upon it rest the closed Gospels, a dove, and a double-barred crucifix holding the crown
of thorns. The throne is flanked by the lance and the sponge.™
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In placing the hetoimasia at the easternmost point of the apse, Byzantine painters
established a link between Christ’s sacrifice on the cross and the eucharistic sacrifice on
the adjacent altar. The prominent display of the instruments of the Passion at Veljusa and
Nerezi makes the liturgical connection manifest.”™ At Nerezi, the eucharistic connec-
tions were strengthened by the inclusion of two angels, who extend liturgical fans over
the throne like the deacons who “hold [rhipidia] in their hands and which move back
and forth, as though trembling, over the sacred gifts.””* Dressed in deacons’ ceremonial
vestments and flanked by large painted candles, the angels led the viewer to associate the
painted image with the ceremony taking place before it. Like the painted bishops, the het-
oimasia served as a continuing reminder of the eucharistic offering, even when the church
was silent.

In addition to its connection with the eucharistic sacrifice generally, the hetoima-
sia also was related to a specific liturgical moment. Once the hetoimasia was represented
between the painted bishops and behind the altar, the dove with outstretched wings
denoted the epiklesis of the Holy Spirit, a liturgical prayer invoking divine assistance in the
transformation of the eucharistic offerings. The text of the prayer, whose opening line is
inscribed on scrolls held by the painted bishops, is as follows:

Again we offer to thee this reasonable and unbloody worship, and we
entreat, and pray, and humbly beseech thee, send down thy Holy Spirit
upon us, and upon these presented gifts. And make this bread the precious
body of thy Christ. And that which is in this chalice, the precious blood
of thy Christ. Changing them by thy Holy Spirit. That to those who
partake thereof they may be unto soberness of soul, unto the remission

of sins, unto the communion of thy Holy Spirit, unto the fulfilling of the
kingdom of heaven, unto confidence towards thee; not unto judgment,
nor unto condemnation.” ‘

The hetoimasia, by virtue of its placement in the bema, its position in relation to the sur-
rounding bishops, and its conspicuous display of the dove of the Holy Spirit, must be
interpreted as a eucharistic image as well as one related to the Second Coming.™

The Painted Altar

Approximately twenty years following the decoration of the sanctuary of St. Panteleimon
at Nerezi, the apsidal wall of Holy Anargyroi in Kastoria was painted. In this church, an
elaborate altar table holding two liturgical vessels is depicted directly behind and slight-
ly higher than the actual altar. The upper section of the wall has been destroyed by water
damage, but one can still distinguish a chalice on the left side of the central window and
a paten covered by an asterisk on the right side.” The altar is represented on a marble
base and is covered by an ornate altar cloth painted as if woven in a rinceau design and
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edged by a black vermiculated pattern on a gold ground. Four bishops flank the altar. Two
of them, Basil and Chrysostom, carry liturgical texts that refer to the imminent sacri-
fice.™ Gregory and Nicholas, who stand at the outer edges, invoke the mercy of God
and pray on behalf of the faithful and the corporate Church.”” The eyes of the hierarchs
are not directed toward the painted altar, but toward the viewer, the priest who joins
them in reciting the mystical prayers (Figs. 21, 22).

The representation of an altar on the east wall of the apse is not restricted to
Macedonia. Painted altars are depicted, for example, in churches located in Cyprus,
Bulgaria, and the Greek islands.™ They continue to be represented during the thirteenth
century, although with less frequency. In the early-thirteenth-century church of Bezirana
kilisesi in Cappadocia, the altar is flanked by two small angels holding rhipidia.”™ A dove
hovers above the altar. Exceptionally, the concelebrating bishops on either side do not
hold liturgical scrolls but bend slightly forward, holding one hand to the chest and the
other toward the altar in benediction. The words of transubstantiation are inscribed in the
intercolumniations between the colonettes that support the altar’s ciborium: “And make
this bread the precious body of thy Christ, and that which is in this cup, the precious
blood of thy Christ.”?° The inscription acknowledges the importance of the physical
altar as the site of the offerings’ transformation. Like the hetoimasia, the painted altar was
also tied to the eucharistic sacrifice, specifically, the moment at which the offered gifts
were mystically transfigured into Christ’s body and blood. Formal connections also link
this painted altar with the standing altar as well as with the painted altar found at the
center of the communion of the apostles, a topic that we will take up in chapter IV.

The Sacrificed Christ

Although representations of the hefoimasia and the painted altar are found with some
frequency in the eleventh and twelfth centuries, a new image, the melismos, was intro-
duced at the end of the twelfth century. Unlike the hefoimasia and the altar, the melismos
had no artistic antecedents in Byzantium and no parallels in the West. The composition
consists of a diminutive figure of Christ, who reclines directly on the painted altar or
within a bowl-shaped paten. This image of the sacrificed Christ became widespread in
Byzantine sanctuary decoration at the beginning of the thirteenth century and continues
to be popular in contemporary church painting.

The church of St. George at Kurbinovo contains the earliest securely dated image
of Christ as the eucharistic offering.”” Viewed from the west end of the church interior,
Christ appears to recline directly on the stone altar, although the composition is painted
above a masonry throne (Fig. 25). In fact, Christ lies directly on a painted altar whose
base descends to the seat of the built throne (Fig. 26). In order to strengthen the link
between the recumbent Christ and the eucharistic offering, the painter has depicted
liturgical vessels above his body. In the center of the composition, between the two halves
of the eastern window, is a footed paten covered by an asterisk.>> The offered bread is
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depicted at the center of the paten. A liturgical cloth is draped over Christ’s midsection
instead of the asterisk, presenting an unambiguous analogy between the crucified Christ
and the eucharistic sacrifice. The depiction of liturgical furnishings further associates the
painted image with actual ritual. At Kurbinovo, three knotted columns are painted around
the window. These, in turn, support a shallow ciborium, an imitation of the liturgical
canopy that was frequently erected over the altar.

Although Christ is most often represented as an infant in the representation of the
melismos, the figure at Kurbinovo is clearly an adult. The decoration of several later
Byzantine churches depicts Christ in the same manner. In the sanctuary of St. John
Chrysostom in Geraki (circa 1300), for example, the stiffened body of the dead Christ is
balanced on the rim of a bowl-shaped paten (Fig. 74).?* Two angels, dressed as deacons,
wave rhipidia over the recumbent figure. Above the altar is an elaborate ciborium, which
covers the offered Christ as well as a chalice and a paten. The paten, which is covered by
an asterisk, contains a small offering. The century between the painting of Kurbinovo
and the church at Geraki may account for an added detail in the later scene. A double
stream of blood and water, separated artistically through the use of white and red paint,
flows into a chalice from the open wound on Christ’s right side. When Christ’s side was
pierced at the Crucifixion, blood and water poured from the wound (John 19:34). This
passage is generally illustrated in Byzantine art through the scene of the Crucifixion,
where the blood and water flow freely from Christ’s wound. In several twelfth-century
churches, an image of Ekklesia collects the blood and water in a chalice,** an action that
might be seen as visual exegesis of the Orthodox rite of mixing warm water into the
eucharistic wine. In the Orthodox Church, the celebrant adds warm water, the “zeon of
the holy,” to the eucharistic wine as a reminder of the life blood that flowed from
Christ.* In the fourteenth century, Nicholas Cabasilas interpreted the rite as follows:
“The blood and water which flowed from his holy side are also recalled by the priest,
who symbolizes them by pouring wine and water into the chalice—another commem-
oration of the Lord—and saying the words: ‘And forthwith came there out blood and
water. 72 The increasing focus on liturgical realism is demonstrated by the Geraki image,
for in this church the traditional emphasis on the blood and water in the Crucifixion
of the historical Christ has been transferred to the eucharistic Christ. The composition
refers simultaneously to the historical basis of the liturgical rite and the living ceremony
enacted by the priest.?”

The most common manner of depicting Christ as the sacrificed offering, how-
ever, is as a child placed within a paten. The decision to represent Christ as a child reflects
the manner in which mystagogical commentators viewed the preparation of the bread in
the prothesis chamber. For Nicholas Cabasilas, writing in the fourteenth century:

The words and actions performed over the bread which signify the death
of the Lord are only a description and a symbol. The bread therefore
remains bread and has received no more than the capacity to be offered to
God. This is why it typifies the Lord’s body in his early years, for, as we
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have already pointed out, he himself was an offering from his birth
onwards. This is why the priest relates, and represents over the bread,
the miracles accomplished in him when he was but new-born and still
lying in the manger. Placing what is known as the asterisk over it, he

says: “And lo, the star stood over where the child was.”*®

To Cabasilas, the bread offered in the prothesis chamber represented the infant Christ.
Germanos of Constantinople, at a much earlier date, interpreted the apse as the cave in
Bethlehem where Christ was born.? Thus it is entirely appropriate that Christ, who is
symbolically carried to the central altar during the Great Entrance, would be represent-
ed as a child.

That the Byzantines equated the infant Christ with the eucharistic offering may
be confirmed by visual and documentary sources. One is the tenth-century account of
the life of Niphon, bishop of Konstantiane in Egypt (died after 328). Based on factors
internal to the text, the Life was probably composed in Constantinople, and in it we may
see some reflection of theological concerns in the Byzantine capital. In this account, the
saint reveals a vision of angels sacrificing the Child in place of the blessed bread: “And
again the just one saw that one of the angels, taking the knife, slaughtered the Child and
drained his blood into the chalice. And dividing (ueMoag) mystically the holy body,
offered it instead of the gifts on the holy paten.”3° The composition of the text may echo
concerns in the city about the nature of the eucharistic sacrifice. An eleventh-century
Constantinopolitan manuscript containing the homilies of Gregory of Nazianzos illus-
trates the idea set forth in the earlier texts.? An initial rho is formed by a deacon holding
a chalice in his extended right hand. In his raised left hand he holds the legs of the Christ
child, who dives into the chalice.

The symbolism of Christ’s sacrifice on the altar is set forth by the prayers held by
the concelebrating priests. The first lines inscribed on the scrolls remind the celebrant
to strive for spiritual purity before approaching the altar. The remaining lines of the
inaudible prayers, which do not fit the limited space of the painted scroll, refer to the
imminent sacrifice. The Cherubikon, for example, held by St. Basil in nearly every
medieval Byzantine church, asks:

Look down upon me, thy sinful and worthless servant, and cleanse my soul
and heart from an evil conscience; and by the power of the Holy Spirit
enable me, embued with the grace of the priesthood, to stand before this
thy holy table and to consecrate thy holy and most pure body and precious
blood. . .. For thou dost offer and art offered, and dost receive and art
received, O Christ our God.3?

Similarly, the prayer of the Prothesis held by John Chrysostom in the central sanctuary of

most late Byzantine churches (even though the prayer is read in the prothesis chamber or
at the prothesis niche) addresses the eucharistic sacrifice:
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O God, our God, who didst send the heavenly bread, the nourishment of
the whole world, our Lord and God Jesus Christ, our Savior and Redeemer
and Benefactor, blessing and sanctifying us: Thyself bless this oblation, and
accept it on thy most heavenly altar. Remember as a Good One and Lover
of men those who have offered and those for whom they have offered; and
preserve us blameless in the sacerdotal ministry of thy divine mysteries.?

The inscriptions held by the flanking hierarchs further clarify the meaning of the central
image and the celebrant’s role in the ceremony.

Although the composition appears from the end of the twelfth century in the
south of Greece, in Byzantine Macedonia the earliest instance of the infant Christ as the
melismos is preserved in St. Nicholas in Manastir, dated 1271 (Fig. 40).3* So far as I know,
the Manastir representation is the first securely dated example in Byzantine painting to
bear the inscription “melismos.”* Here, the infant Christ holds his right hand up in a
gesture of benediction. He is placed in a paten that rests on an elaborate altar cloth. Two
angels, dressed as deacons, extend liturgical fans over the child. This central representation
1s immediately flanked by concelebrating hierarchs. The representation is reminiscent of
the instructions for the deacon during the eucharistic liturgy. Medieval diataxeis instruct
the deacon to stand to the right of the priest and wave the rhipidion over the blessed gifts
in order to protect them from flies.?* The melismos in St. John Kaneo in Ohrid is similar
in its inclusion of two angels flanking the child (Fig. 41). The representation, which has
been displaced by the enlarged central window to a lower position in the apse, is
extremely damaged. The bishops flanking the child hold identical prayers to those at
Manastir, and this similarity, among others, may indicate that the painters of the two
churches were from the same workshop or were using common patterns.

The Macedonian representations display the same characteristics as numerous
examples throughout Byzantium. Changes in the composition may reveal the preferences
of a painter or patron and they often assist in detecting regional trends, as is the case in the
churches in Manastir and Ohrid. As to the name “melismos,” there is no universal manner
in which the composition is labeled. Although the word “melismos” is inscribed above
the image in Manastir (and has become the common term for the composition in mod-
ern scholarship), other images are labeled simply with the abbreviations for Christ’s name.
This is the case, for example, in St. Nicholas Orphanos in Thessalonike, where a diminu-
tive figure of the sacrificed Christ is flanked by Basil and Chrysostom (Fig. 57). In a num-
ber of churches outside of Macedonia, particularly in the Peloponnesos and on the island
of Naxos, the term used to describe the image is “thyomenos,” the Sacrificed One.?’

Because the melismos is the only image in the sanctuary that has no antecedents in
Byzantine art, one must question the context of its creation. When painters depicted the
infant Christ in a liturgical paten covered by an asterisk and labeled “melismos” or “thy-
omenos,” they were graphically expressing certain developments in Orthodox dogma and
liturgical practice. Among the many factors that may have guided the development of this
new composition are organic changes in the liturgy that needed to be clarified. From
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the tenth century, the Church had made additions to the rite of the preparation of the
offerings, and these developments may have contributed to the invention of this image for
the sanctuary.?* An eleventh-century response of the patriarch Nicholas III Grammatikos
to a monk indicates that the preparatory rite has been changed by the addition of new
ceremonies, such as the cutting of the amnos (the lamb), a section of the offered bread.3?
The rite became far more elaborate through the addition of commemorations for specific
saints, the living and the dead. The emphasis on the correct and relatively uniform prepa-
ration of the eucharistic offering, its proper placement on the paten, and its covering by
the asterisk and liturgical cloth may have shaped the composition of the melismos, which
regularly includes many of these elements.

The Depiction of Theological Debate

The introduction, refinement, and proliferation of the melismos may have been inspired by
theological discussion within Byzantium. As Gordana Babi¢ and others have demon-
strated, the creation of the melismos and its placement at the center of the apse coincided
with a period of intense Christological dispute.4® At the center of these debates was the
question of whether Christ could receive the sacrifice and simultaneously be sacrificed.
Numerous church officials and theologians were condemned for their views on this issue
and the related subject of Christ’s place within the Trinity. John Italos, for example, was
censured in 1082 for heresy and paganism.# Eustratios of Nicaea, a pupil of Italos, was
anathematized in 1117 for claiming that the Son was not equal to the Father. Soterichos
Panteugenos, Nikephoros Vassilakes, and Michael Rhetor (Michael of Thessalonike) were
condemned by synods, held in 1156 and 1157, for calling into question the last phrase of
the Cherubikon, “for thou art the offerer and the offered.”+* In the words of the
Byzantine historian John Kinnamos:

Meanwhile [1156—57] the following events happened in Byzantion. There
was one of the Levites [clergy] whom we call deacons, whose name was
Basil. As he had been entrusted to unfold the Holy Scriptures to the multi-
tude at religious services anywhere, he desired openly and covertly to abuse
in these sermons some of those who had lately quarreled with him, especially
Michael [of Thessalonike] and Nikephoros, by surname Vasilakios [Vassilakes].
... when Basil was celebrating his usual liturgy at the church of the apostle
John the Theologian outside the city, they went to listen, yet with treacherous
attention, filled with malice. For as he [Basil] was going through a Gospel
passage someplace, I think, he declared the Son of God and the Spirit were
one and the same and received the Sacrifice [of the eucharist] along with the
Father; they forthwith seized on the expression and going up and down,
mocked at it, saying that Basil thereby introduced two hypostases [forms of
Christ’s being], if one was sacrificed, the other received the sacrifice.*?
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The persistent use of the text of the Cherubikon on the liturgical roll held by Basil
served to emphasize within the sanctuary program that the sacrifice of Christ was
offered to the Father alone and not to the entire Trinity.4* The close proximity of the
prayer to the altar may have also functioned as a warning against falling into heretical
thought.

The introduction of the hetoimasia into the sanctuary decoration roughly corre-
sponds to the period in which the theological debates raged inside the Byzantine capital
and in related theological centers. The discussions in and outside Church councils con-
tinued through the decades in which the sanctuary program was developing and may
account for changes and additions to it. The involvement of prominent
Constantinopolitan patrons in church construction, decoration, and maintenance may
locate the source of iconographic innovations in the capital. The renovation and deco-
ration of St. Panteleimon at Nerezi, for example, was sponsored by Alexios Angelos
Komnenos, grandson of the emperor Alexios I Komnenos. Along with a number of his
relatives, the younger Alexios attended a Church council held in Constantinople on
March 6, 1166.45 As a witness to the sessions held at the council, he would have followed
the discussions over the nature of Christ, which included a review of earlier theological
findings. It is possible that the theological disputations that Alexios heard in
Constantinople influenced the painting of his church on property in Macedonia.*® The
representation of the hetoimasia may provide evidence for such an influence. As a trini-
tarian symbol, the image of the hefoimasia renders in paint certain abstract notions that
were discussed at the council, specifically, whether the eucharistic gifts were offered to a
single person or to all of the Trinity.#” The fact that this debate was carried on within
intellectual circles that included members of the aristocracy along with members of the
clergy may account for the limited dissemination of the hetoimasia as a central motif in the
sanctuary. Its short-lived and geographically limited representation may reflect an atten-
tion given to theological issues that were resolved within this period. In Macedonia, the
hetoimasia is found in two churches that were built within eighty years of one another.
Both were associated with members of the Komnenian family.4®

The rare inclusion of a painted facsimile of the church altar indicates that this,
too, was not a satisfactory image for the center of the apse. Both the hefoimasia and the
painted altar were quickly supplanted by the image of the sacrificed Christ, a replacement
that may be explained by its twelfth-century cultural and religious context.

As with the hetoimasia, the melismos, the graphic representation of Christ as the
eucharistic offering, reflected the need to clarify visually the results of contemporary
theological debate. The substance of the eucharistic offering, whether it was the trans-
formed bread (a “type” of Christ) or the actual body of Christ, was an issue widely dis-
cussed in theological circles throughout Byzantine history. Confusion over the oftering’s
transformation arose at an early point in Orthodox theology. The fifth- or sixth-century
Egyptian Apophthegmata patrum relates the story of two men who convinced their com-
panion, a monk who believed that the eucharist was simply a symbol, to pray for enlight-
enment over the nature of the offering:

45



Chapter 111

God heard both the prayers. At the end of the week they came to the church on
Sunday and sat all three on the same mat, the old man in the middle. Then their
eyes were opened and when the bread was placed on the holy table, there
appeared as it were a little child to these three alone. And when the priest put out
his hand to break the bread, behold an angel descended from heaven with a sword
and poured the child’s blood into the chalice. When the priest cut the bread

into small pieces, the angel also cut the child in pieces. When they drew near to
receive the sacred elements the old man alone received a morsel of bloody flesh.4

A similar miracle is found in a fifth-century text attributed to John Rufus (Beith-Rufin)
concerning a eucharistic miracle. Contained in an eleventh-century manuscript, the text
describes a man who, during the first week of Lent, came into the church of St. Menas:

When the holy offering of the eucharist had taken place and everyone had
received the terrifying mysteries, he, too, came forward, with tears, to partake.
And when he opened his hand he saw, instead of bread, flesh soaked in blood,
and his entire hand became blood-red. And trembling from the incredible
wonder that had taken place, he said, “Woe is me, how is it possible that I have
been found receiving meat when everyone else has received bread? How is it
possible that I am partaking in flesh when this is a time of fasting?”’*°

Discussions concerning the eucharistic offering continued in the period following the
end of Iconoclasm. Their persistence demonstrates the difficulty in finding a resolution to
this issue. The writings of John of Damascus, instrumental in the disputes over religious
images, were used in the debate over the eucharistic sacrifice.’" In the eleventh century,
the Church attempted to understand the link between the eucharistic offering and the
body of Christ by resorting to the relationship between image and prototype. Those
who believed that the bread merely symbolized the body of Christ were condemned. The
synod of 1082, which sentenced John Italos, also anathematized “those who say that the
communion of the body and precious blood of our Lord and Savior Jesus Christ is a
communion of ordinary bread and wine.”$ The confusion between symbol (bread) and
prototype (body) was widespread. Nicholas of Andida, writing in the late eleventh cen-
tury, refers to the general bewilderment over the exact nature of the offerings.”* Even
in the early fourteenth century, Nicholas Cabasilas felt compelled to define the ques-
tion in his liturgical commentary:

Since we are not concerned with a mere figurative sacrifice or symbolic shed-
ding of blood, but with a true holocaust and sacrifice, we must ask ourselves
what it is that is sacrificed: is it bread or the Body of Christ? Or, to put it

another way, are the offerings sacrificed before consecration or afterwards?5+

His solution is that the transformation is a double one:
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... the bread, from being unsacrificed, has become a thing sacrificed, and it has
also been changed from simple bread into the Body of Christ. It follows therefore
that this immolation, regarded not as that of the bread but as that of the Body of
Christ, which is the substance which lies beneath the appearance of bread, is truly
the sacrifice not of the bread but of the Lamb of God, and is rightly so called.ss

The depiction of the melismos as the Christ Child responded to the widespread confusion
over the transformation of the offered bread into the body of Christ and assisted the
viewer to properly understand that the sacrifice is not simply symbolic.

While the introduction of the melismos into the sanctuary program may be seen
as a response to changes in the text and performance of the liturgy as well as a reflection
of internal debates within the Orthodox Church, its prominent placement at the center
of the apse may demonstrate a reaction to certain questions that divided the Latin and
Orthodox churches. At the same time at which Orthodox Christians questioned the
essence of the eucharistic sacrifice, Byzantium was involved in heated discussions with its
neighbors over the nature of the offered bread. The Orthodox took communion in the
form of leavened or “living” bread, whereas the Latins used azymes, unrisen bread. That
this debate was raging between the churches is evident in the writings of the patriarch
Michael I Keroularios in the mid—eleventh century and in polemical treatises written
by numerous others who followed him.* The depiction of the melismos as a living child
is an implicit defense of the Byzantine practice of using a leavened host.

There were many potential catalysts for the insertion of the melismos into the pro-
gram of the medieval Byzantine sanctuary. Changes in the liturgy, such as new develop-
ments in the preparation of the offering, focused attention on the manner of preparing the
offerings. The absence of standardized rubrics for this portion of the liturgy shows that
celebrants were not held to a single manner of ritual performance. Changes in the liturgy
in the very period in which the hetoimasia and melismos entered the painted program
sought to bring all celebrants to uniform practice. Aside from liturgical developments,
theological debates conducted within intellectual, ecclesiastical, and aristocratic circles
centered on the nature of Christ and the eucharistic sacrifice. The substance of these
debates must have remained obscure to the lower clergy and common laity and surely
would have benefited from the artistic rendering of the essence of the discussion in the
form of the melismos. Moreover, the addition of an acceptable subject to the sanctuary of
numerous Byzantine churches would have helped to shelter Orthodox belief from heresy.

The use of painting to defend Orthodoxy from Latin practice, especially in bor-
der areas or in regions inhabited by members of two churches, certainly explains the
popularity of an image that is found exclusively in Byzantine painting. It seems unlikely
that the Byzantine painter had a single reason for depicting the hetoimasia, the altar, or the
sacrificed Christ in the center of the apse. As with many subjects represented in the
Byzantine church, the invention of these images responded to a wide variety of demands.
The images elucidate changes in the liturgy, represent in paint debates over theology and
liturgical practice, and refute criticism over performing the eucharistic sacrifice.
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The Sacred Communion

IRECTLY BEHIND THE ALTAR in the church of St. John the Theologian in

Veroia, a painted communion is underway (Color Plate [V). Christ, represent-

ed twice, stands under a ciborium. On the left side, apostles approach Christ
to take bread from his hand. Peter, at the head of his companions, leans over and kisses
Christ’s right hand as he accepts the offering. Opposite him, on the other side of the
apse, Paul leans over to sip from a cup extended by Christ. In the background, painted
buildings are located on the extreme ends of the composition. The movement from the
outer world to the world of Christ brings the apostles closer to the central altar. An
angel, standing behind the group at the right, gazes out at the priest. In front of him,
two apostles embrace and momentarily stop the procession.

As patrons and painters turned to the performance of the eucharistic liturgy as a source
of inspiration, significant changes in the composition of the Byzantine church program
followed, especially in the eleventh and twelfth centuries. Innovations are most apparent
in the sanctuary, where the shift from Gospel texts to liturgical sources gave rise to images
that mirrored clerical action and guided communal worship. The bishops, apostles, and
angels represented in the sanctuary participated in a perpetual eucharistic sacrifice.
Occasionally they were joined by the bishop or parish priest, but more often they sanc-
tified the solitude of the empty church. Their permanent supplication on behalf of the
Orthodox congregation was a symbolic comfort in a period of unrest. As we have seen,
the development and dissemination of scenes such as the melismos corresponded to a
period of theological activity in the Byzantine Church, a period during which the
Empire was immersed in not only heated discussions with her neighbors but also ongo-
ing debates with dissenters within her borders.” We might see changes in iconography as
a reaction to attacks on the Empire’s Orthodoxy. Dissent and disagreement struck at the
most basic rite of the Church, communion. The scene that most directly represented this
rite, the apostolic communion, was often included in church decoration of the medieval
period. The subject’s rapid proliferation may be seen as the painted assertion of the antig-
uity of the service in the face of ecclesiastical and political uncertainty. And, as with
other scenes painted in the sanctuary, the Communion of the Apostles is related to litur-
gical practices of the medieval period.

The Communion of the Apostles appears as early as two sixth-century manu-
scripts and two liturgical patens (Fig. 75).> In manuscript painting the subject is found
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among works, primarily psalters, from the ninth to twelfth centuries.? The earliest pre-
served representations of the scene in church decoration date to the tenth century and are
found in subsidiary spaces: the side chambers of the sanctuary or secondary apses.* In
the church of the Nativity near Sagri, on the island of Naxos, the communion is located
in the prothesis niche, a small shelf used for the preparation of the eucharistic offerings.’
Despite considerable damage, the outlines of the composition are clear: Christ stands at
the center and offers a chalice to the apostles on the left and bread to those on the right.
Later in the tenth century, the north apse of Kili¢lar kilise (Goreme 29) in Cappadocia
was decorated with the Communion of the Apostles.® Even after the subject came to
be associated with the sanctuary and altar, it still might be represented in secondary
spaces. In the thirteenth century, for example, the scene is painted in the vaulted north-
east chamber of St. Nicholas in Myra (Fig. 76).7

The appearance of the communion in the central sanctuary, on the side walls, or in
the central register of the apse marks the subject’s acceptance as a vital part of the church pro-
gram.® Once placed in the sanctuary, it would remain there, in much the same composi-
tion. Preserved cycles fix the movement of the Communion of the Apostles from the side
chambers to the central sanctuary in the eleventh century. At least six churches attest to the
new location.? By the thirteenth century the number had quadrupled. The sharp increase
illustrates the central place that the Communion of the Apostles had attained within the
sanctuary, where its role was to broaden the meaning of the program.The Communion of
the Apostles emphasized the liturgical manifestation of Christ through the eucharist, just as
his mystical Incarnation was expressed by the Virgin and Child in the conch of the apse
and the Annunciation on the piers guarding the opening to the sanctuary.

The medieval rendering of the apostolic communion follows a formula established
in the Early Christian period. In representations such as that found on the sixth-century
Riha Paten (Fig. 75), Christ, dressed in a mantle and nimbed, is depicted twice. He dis-
tributes the blessed bread and wine to sets of apostles who approach from either side, their
hands extended in reverence. The two sets are usually led to the altar by Peter and Paul.
Peter receives the bread from Christ’s hand. Paul generally approaches to drink the wine, but
occasionally he is replaced by John. In painted representations the scene is often inscribed
with the words recited by the priest before the distribution of communion: “Take, eat, this
is my body which is broken for you, for the remission of sins,” and “Drink all of it: this is my
blood of the New Testament, which is shed for you and for many for the remission of
sins” (Figs. 37, 38, 55).°° The use of what are both Christ’s words at the Last Supper and
the priestly invocations during the eucharistic service forges a close connection between
word, action, and image. But the labeling of the two halves of the composition as metadosis
(the distribution) and metalepsis (the partaking) indicates that Byzantine painters conceived
of these scenes as another moment in a sequence of events (Fig. 42).

Although the Communion of the Apostles was repeated from church to church
according to the same basic formula, subtle changes demonstrate differences in liturgical
choreography, hint at theological nuances, and reveal artistic preferences. Whether the mon-
umental representation is fresco or mosaic, as in the metropolitan church at Serres (Fig.
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12), the composition reveals similar patterns. The number of the apostles may vary from
six to twelve, and the identity of the leading apostle may differ. The shape of the altar, its
decoration, and the liturgical vessels utilized assume various forms, sometimes reflecting
contemporary realities and at other times following a more historicizing approach to the
event’s representation. The wine may be distributed from a variety of vessels, from elaborate
tablewares to simple stemmed cups. The altar is generally crowned by a canopy supported
by columns and is covered by an ornately decorated altar cloth. These small variations cor-
respond to and enrich specific actions and prayers of the liturgy and thus conflate the
Communion of the Apostles, the Last Supper, and the actual eucharistic rite.

The Selection of Apostles

In most representations of the communion, the apostles are divided into two groups of six.
One apostle leads each procession and directly receives the bread or wine from Christ. In
most cases Peter, Paul, or John lead their apostolic colleagues, but in a few, such as in the
church of St. Catherine in Thessalonike, Peter is depicted at the head of both groups.™
When Peter is depicted twice, the apostles are usually divided into groups of twelve rather
than six. Yet no matter how the apostles are arranged, Peter always receives the bread. The
recipient of the wine may be either Paul or John, although Paul seems to be the more
frequent choice in Byzantine ecclesiastical decoration. In Macedonia, however, from the
end of the thirteenth century, John is represented as taking the wine in more than six
churches attributed to the painters Michael Astrapas and Eutychios or to closely related
workshops.™ John is also featured on the gold-embroidered epitaphios that is ascribed to a
Thessalonikan atelier (Fig. 89)." The substitution of John for Paul in a group of related
churches may reflect the working practices of painters in this region. The presence of this
unusual detail in churches in Ohrid, Thessalonike, and Mount Athos demonstrates the
common training of a group of itinerant painters, or, at the very least, the exchange of
patterns between them. The selection of John as the leading apostle was not, however,
unique to Macedonia. An emphasis on this apostle within the communion scene was first
noted in two twelfth-century churches, both on Cyprus: Holy Apostles at Perachorio and
Panagia Phorbiotissa at Asinou (Fig. 77). Arthur H. S. Megaw suggests that John’s replace-
ment of Paul reflects a local iconographic tradition.™ In light of the Macedonian evi-
dence, however, it would seem that John’s selection had wider implications. The theological
underpinnings of this painted decision need to be clarified.

Several scholars attribute John’s prominent role to an artistic choice between a
“liturgical” and a “historical” series of apostles.” The essence of this division is the replace-
ment of three disciples by three authors of the ecclesiastical texts that formed the basis of the
Church service. In the liturgical series, James the Less, Matthias, and Thaddeus are replaced
by Paul and the evangelists Mark and Luke. Although most apostolic communions pre-
sent the liturgical series, those in which John receives the wine represent the historical.
The choice of John over Paul seems to follow geographical and chronological patterns
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and may derive from an emphasis on John in the representation of the Last Supper in a
number of churches. Luke (22:8) writes that John, along with Peter, was sent by Christ to
make the Passover ready. He is identified as the “apostle whom Jesus loved,” and in John
13:23 he is described as leaning on the breast of Christ, a detail frequently depicted in
scenes of the Last Supper.™ In churches where John is the recipient of the wine, as in the
Protaton on Mount Athos, the Last Supper is often represented adjacent to the apostolic
communion (Fig. 45). It may be that the visual juxtaposition of the scenes suggested the
depiction of John as the apostle who receives the wine from Christ’s hand.

Representation and Liturgical Realism

The use of Byzantine sanctuary furnishings in representations of the Communion of the
Apostles directly linked the painted scene to liturgical practice and strengthened the con-
nections between the upper and lower registers of decoration. In order to emphasize the
parallel between biblical precedent and contemporary ritual, Christ was represented adjacent
to or behind an altar. The occasional representation of a chancel barrier around the altar
reinforced the topographical immediacy. In Hagia Sophia in Ohrid, the painters included a
sanctuary barrier in inverted perspective. It extends from the front of the altar in an attempt
to draw the actual sanctuary into the picture (Fig. 5). Two colonettes flank a short gate into
the enclosure and support the marble closure slabs. The communion scene in the late-
twelfth-century refectory of St. John Theologian on Patmos also includes a chancel screen.
Its closure slabs were painted in imitation of inlaid marble plaques decorated with a pattern
comprising five interconnected circles centered on a larger and darker roundel (Fig. 79)."
The painted chancel screens were occasionally interrupted by doors that imitate the gates
of actual sanctuary barriers. In some cases, like that of Ohrid, the leaves of the painted
doors are divided by a knotted post.”™ This painted post resembles the knotted columns of
Hagia Sophia’s templon screen, which were incorporated into its Turkish minbar.™ In other
cases, the representation carefully reproduced the carved medium of actual sanctuary doors.
The chancel doors depicted in the Patmos refectory, for example, are painted to resemble
carved wood, a medium frequently used for this purpose (Fig. 79).° The thirteenth-century
church of the Panagia in Merenta, Attika, offers a clear example of the painted imitation of
a chancel barrier and solea (Fig. 80).2" In the scene of the communion of the wine, Christ
and an angel stand behind an enclosure formed by an ornately decorated marble closure
slab. The closed doors of the chancel screen are segmented as if carved wood.

In many scenes of the communion, the altar is covered by a ciborium. This feature
of the sanctuary was interpreted by mystagogical writers in a number of ways. In the
eighth century, Germanos of Constantinople wrote that it represents the place of the
Crucifixion and similarly the Ark of the Covenant:

The ciborium represents here the place where Christ was crucified; for the
place where he was buried was nearby and raised on a base. It is placed in
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the church in order to represent concisely the crucifixion, burial, and resur-

rection of Christ. It similarly corresponds to the Ark of the Covenant of the

Lord in which, it is written, is his Holy of Holies and his holy place. Next to
it God commanded that two wrought Cherubim be placed on either side—
for k1B is the ark, and oURIN is the effulgence, or the light, of God.>

In the late eleventh century, Nicholas of Andida interpreted the ciborium as representing
the center of the earth.”® In St. Euthymios in Thessalonike (1303), the east wall above
the apse is decorated with the Ark of the Covenant, a painted reference to this mysta-
gogical interpretation. The inclusion of the ciborium, like the chancel barrier and gates,
places the specific furnishings of the sanctuary into the painted scene.

Ciboria represented in the Communion of the Apostles are divided into two
categories: domical and pyramidal. Far more prevalent is the domed roof such as that
found in the representations in Ohrid’s St. John the Theologian (Fig. 41) and the Virgin
Peribleptos (Fig. 42) or in Thessalonike’s St. Nicholas Orphanos, where the edges of the
ciborium are accentuated by a decorative border in imitation of a carved molding
(Fig. 55). The pyramidal ciborium is found in diverse locations: in Kiev’s Hagia Sophia, in
Hagia Sophia in Ohrid, in St. Demetrios tou Katsoure near Arta, and in Omorphe
Ekklesia in Athens, among others (Fig. 81).2S The upper portion of the ciboria in
Omorphe Ekklesia and in St. Demetrios tou Katsoure are both flat with a small pyramid
attached at the center. By contrast, the entire upper portion of the ciborium painted in
Ohrid is pyramidal (Fig. 5).The shapes chosen were likely influenced by actual furnish-
ings. Several written sources attest to the shape of the ciboria of Hagia Sophia and Holy
Apostles in Constantinople. Paul the Silentiary, for example, describes the silver ciborium
of Hagia Sophia in the sixth century as having an eight-sided base and terminating in a
sharp point.2® The ciborium of the Constantinopolitan church of Holy Apostles was of a
similar shape.>?

The insertion of these realistic elements suggests that for the Byzantine viewer the
Communion of the Apostles was not merely an exegesis of the historical account of the
Last Supper, but also, and perhaps more importantly, a pictorial exegesis of the liturgy
itself. In other words, the historical event of the Last Supper gave way to the metadosis and
metalepsis, which brought the moment at which Christ distributed the bread and wine to
his disciples a visual impact that mirrored medieval ceremonial.

The Chalice and Paten

Liturgical vessels represented in the apostolic communion occasionally copy those used in
the medieval service. Patens and chalices included in these paintings are often over-sized
and ornately decorated. Chalices assume several forms. Occasionally, they are represented
as cups on a long stem with a knop and flaring foot. Chalices like the one painted in St.
Panteleimon, Nerezi, resemble the large silver chalices of the Early Christian period (Fig.
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14). Other vessels, such as that depicted in St. John the Theologian in Veroia, resemble
goblets (Fig. 31). Stemmed ceramic goblets, some from ecclesiastical contexts, have been
found in excavations of medieval sites throughout the Byzantine Empire, and we may
take their representation in monumental painting to be a reflection of actual church ves-
sels. Two ceramic chalices from the thirteenth century are in the collections of the
Archaeological Museum of Iznik (Fig. 82) and the Archaeological Museum of Komotini
in Thrace.?® The Iznik chalice is inscribed with Christ’s invocation to his disciples at the
Last Supper to “Drink of this,” the same phrase that generally accompanies the painted
communion in monumental decoration.? The inventory of March 1077, composed by
Michael Attaleiates for his monastery, lists a silver-gilt chalice with an inscription on the
edge that reads “Drink of this,” an indication that the painted scene, often labeled with this
invocation, the communion vessels, and the rite, were intended to be integrative.3

Many of the chalices represented in the communion scene resemble larger stor-
age vessels or tablewares used to hold wine. Two types are common in monumental
painting. The first is a small amphora or stamnos, usually represented in gold and ornate-
ly decorated with jewels.?" An example of this common type, held aloft by its two han-
dles, is seen in St. Nicholas Orphanos (Fig. 55). The second type, a variation on the first,
has a wider body and its rim has a quatrefoil shape. Examples of this fairly common
shape are found in the decoration of the Virgin Peribleptos in Ohrid (Fig. 42) and St.
Euthymios in Thessalonike (Fig. 48). While such vessels bear little resemblance to the
traditional stemmed chalice, the type of container corresponds to pots used in metaphor-
ical descriptions of the human character found in numerous ecclesiastical and secular
texts. In an illustrated book of the sermons of Gregory of Nazianzos, dated circa 1080, a
poem written in silver letters calls the mind of Gregory the “stammnos of dogmas.”3* St.
Antony of Kauleas, in his Life, is described as serving the “krater (mixing bowl) of union
especially to the church and placing upon the table the goods of practical dogmas.”*
These descriptions call to mind the type of large vessels pictured in the scene of the
Communion of the Apostles, and the metaphorical association of such containers may
have encouraged their use in place of more realistic chalices.

Like the chalice, the liturgical paten is depicted at an enlarged scale. The concave
bowl is often supported by a raised foot and is unlike patens that survive from Byzantium.
It can be argued that Byzantine painters were unable to render a flat paten accurately. In the
representation of the celebrating St. Basil in Hagia Sophia, Ohrid, the paten stands on its
side in order to expose the stamped eucharistic offering at its center (Fig. 6). The depiction
of the liturgical plate as a high-walled bowl also created a visual parallel to the serving plate
represented in the scene of the Last Supper, a parallel that may have been intended to assist
the viewer in visual comparison. One explanation for the shape of the bowl may derive
from actual practice. The bowl-like paten recalls the large vessel that is used today to hold
the antidoron, the blessed bread that remained after the eucharistic offering had been extract-
ed. It is possible that such a vessel was used in the medieval period to distribute the gift “in
place of the gift”’ The antidoron was received by the faithful on the occasions when they did
not receive the eucharist. “This bread,” according to Symeon of Thessalonike,
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is given instead of the great gift of the terrifying communion, since not
everyone is worthy of taking the eucharist. The antidoron is a present of the
grace which God gives to the faithful. This bread is also blessed, pierced by
the lance, and has received the holy words in the same way as the bread of
Christ. This antidoron is only the transmittance of the blessing and the
words recited over it in the prothesis chamber.34

The faithful received the antidoron in their hands, in a manner similar to that represented
in the apostolic communion:

Then the bread which has been oftered up, and from which the sacred host
was taken, is broken into small pieces and given to the faithful as something
which has been hallowed by being dedicated and offered to God.The
faithtul receive this with all reverence, kissing the hand which has so
recently touched the all-holy body of the Savior Christ and which, thus
sanctified, can communicate this sanctification to those who touch it.3s

The representation of a large bowl, often containing several pieces of bread, may have
evoked, for the faithful, the more accessible offering, a quasi~-communion that did not
require a prolonged period of spiritual introspection before its reception.

The Gesture of the Communicant

The liturgical precision with which the communion scene was rendered is no better
demonstrated than in the manner in which the hands of the apostles were depicted as
they received communion from Christ. As with the liturgical furnishings included in the
painted representation, this reflection of contemporary religious practice removed the
scene from its roots in the Last Supper and tied it to the actual communion ceremony.
Sources directed the communicants to cup the right hand in the left, a position
that is reflected in the communion of the bread. Positioning the hands in this manner is
prescribed for the laity in the fourth-century catechesis of Cyril of Jerusalem:

In approaching, come not with your open hands stretched out or your
fingers spread open, but make your left hand a throne for the right which
shall receive the king. Then cup your hand and receive the body of
Christ, saying the “Amen.” When you have carefully sanctified your eyes
by touching (them with) the holy body, partake of it. But be careful that
no particles fall, for any such loss would be the same as losing some of
your own members. Tell me, if anyone gave you gold dust, would you not
hold it tightly and carefully, and protect against letting it fall and be lost?
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How much more cautious must you be that no particle be lost of that
which is more precious than gold and precious stones?

Then, after you have partaken of the body of Christ, approach the
chalice of his blood—not stretching out your hands—but bowing. In a
spirit of worship and reverence repeat the “Amen” and sanctify yourself
by partaking also of the blood of Christ. And while your lips are still full
of moisture, touch them with your hands and sanctify your eyes and your
brow and the other senses. Then wait for the prayer and give thanks to
God who has made you worthy of such great mysteries.3¢

A twelfth-century diataxis in the British Library directs the clergy in the proper manner
of holding the bread during the communion service:

[The patriarch] descends from the platform and bows three times to the
east. . .. With him bows the priest who is supposed to give him commu-
nion, and both mount the platform and kiss the holy altar. And first the
bishop, having stretched forth his hands, receives. Then holding the bread
in the last two fingers, with the other three he takes the other particle and
gives it to the one that gave communion to him.%

The description of the position of the hands in textual sources is represented with great
accuracy in Byzantine monumental decoration, miniature paintings, and the minor arts.

From the time of the Riha Paten, depictions of the apostles in the communion of
the bread have shown them with the right hand cupped in the left (Fig. 75). In the Stuma
Paten this simple posture is supplemented by the gesture of the leading apostle, who
kisses Christ’s hand as he receives communion.® The additional gesture of kissing is fair-
ly common in representations of the scene in churches of Byzantine Macedonia, as in the
church of St. John the Theologian in Veroia, where Peter holds Christ’s left hand to his
lips as he bends to take the bread (Fig. 31).%°

The manner of taking the communion of the wine demands a different posi-
tion of the hands. According to Cyril of Jerusalem, the hands are not raised and the
communicant is slightly bent over in a posture of proskynesis at the moment of commu-
nion.*° In the church of St. John the Theologian in Veroia, Paul’s hands are extended
toward the chalice as his lips touch the vessel’s rim (Fig. 31). The position of his hands and
his bent stance conform to Cyril’s instructions regarding the reverential approach that
was assumed by the faithful. In the depiction of John in the chapel of St. Euthymios,
Thessalonike, however, the apostle’s left hand is extended as his right hand crosses in
front of his chest; his mouth is open as Christ tips the silver chalice toward him (Fig.
48). A different manner in representing the apostle is seen in the church of the Virgin
Peribleptos in Ohrid; John’s two hands are covered by his mantle and his open mouth
extends toward the rim of the chalice (Fig. 42).

The depiction of the apostles in the precise stance recommended for communi-
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cants during the liturgy tied the representation directly to the most sacred proceedings in the
lite of the faithful. These details, which are not part of the Gospel account of the Last Supper,
were added to the scene from an early period as accurate reflections of religious practices.

Reading the Apostolic Communion

As with numerous scenes in the Byzantine church, the apostolic communion was subject to
interpretation on a number of levels. The image was rooted in a historical event, that is,
the Last Supper.*' In the reenactment of the Last Supper, the celebrant took on the role of
Christ; his concelebrants and congregants imitated the apostles. The parallel becomes
inescapable in those churches where the apostolic communion and the Last Supper were
placed next to one another.#* In the Protaton on Mount Athos, the Last Supper was omit-
ted from the narrative sequence in the nave so it could appear behind the icon screen on
the south wall of the sanctuary (Fig. 45). Divorced from its historical context and inserted
into the sanctuary, the scene also represented a liturgical event, one that was removed from
its narrative setting and placed among the ceremonies celebrated in the sanctuary.

When the faithful viewed the scene from the nave of the church, they saw the
apostolic communion as a visual prototype for their own communion and that of the cler-
gy. The liturgical vessels, the ciborium, the angels dressed as deacons carrying rhipidia, the
sakkos occasionally worn by Christ, the bent pose and cupped hands of the apostles, and the
cloth held by the angel-deacon under the chin of the communicant all reflected contem-
porary experience. The stately procession of figures who approached Christ at a painted
chancel screen mirrored the actions of the faithful, who lined up to receive the offerings at
the sanctuary opening from the hand of Christ’s surrogate, the officiating priest.

The centrality of the eucharist to the sacramental life was an article of faith to
Byzantine authors and theologians.*? Yet the rise to prominence of the Communion of
the Apostles coincided with the period when the laity communicated infrequently.
Scholars have suggested that by the medieval period most Byzantines no longer partici-
pated in weekly communion.** The method of administering the sacrament had also
changed. In Early Christian times, the clergy and laity took communion from separate
elements. By the eleventh century, as we may infer from accusations leveled by Humbert,
the Latin cardinal of Silva Candida, the Orthodox laity received the two elements from
a spoon after they had been mixed in the chalice. With great sarcasm, Humbert asked,
“Then, how do you defend the fact that you are accustomed to receive the bread of
eternal life intincted in the chalice? For the Lord himself did not intinct the bread in
the chalice of wine, giving it in that way to the apostles and saying: “Take and eat with a
spoon, this is my body. 7’4 By the fifteenth century the difference between lay and cler-
ical communion was sufficiently clear in church ceremony for Symeon, archbishop of
Thessalonike, to include a chapter in his liturgical commentary entitled “For what reason
do the priests take the mysteries inside the sanctuary with their hands and lips, whereas
the laity receive outside the sanctuary with a communion spoon?”46
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The clergy, unlike the laity, took the eucharistic elements separately; the trans-
formed bread was placed in their hands and they drank directly from the eucharistic
chalice. Writing in the late twelfth century, Leo Tuscus described the communion of the
clergy in his translation of the Liturgy of Chrysostom, a work intended to make the
Eastern liturgy more comprehensible to the Latins. One section describes the manner
in which Orthodox concelebrants receive communion in the sanctuary: “Bowing before
the holy altar simultaneously, each eats the flesh of the Lord. In like manner they extend
the chalice to one another in order to drink the blood of the Lord.”+

The representation of the apostolic communion appears to reflect, most closely,
the experience of the clergy. Considering the location of the scene within the confines
of the sanctuary, the link between the apostolic and clerical communion seems fitting.
On at least one occasion, however, a painting reflects a certain amount of confusion
over the manner of receiving communion. In the fourteenth-century decoration of the
church of the Archangels at Lesnovo, Peter is given the wine by means of a liturgical
spoon instead of drinking directly from the chalice (Fig. 83).#® The inclusion of the
spoon in the scene of the apostolic communion is rare; the apostles generally receive the
elements directly from Christ’s hand in the manner of the clergy. The scene at Lesnovo
may be an attempt to synthesize the actual experience of both lay and clerical com-
municant.

Another scene more accurately mirrored lay communion and, significantly, it was
most often represented outside the sanctuary. It shows Mary of Egypt receiving the ele-
ments from the abbot Zosimas by means of a long spoon.* At Panagia Phorbiotissa at
Asinou in Cyprus, Mary the Egyptian and Zosimas are depicted below the Annunciation
on either side of the apse.’° The spoon held by Zosimas curves around the wall and visu-
ally enters the space of the apse, a physical intrusion that places it directly below and
juxtaposes it with the scene of apostolic communion in the central register of the apse
(Figs. 77, 78).The two scenes of communion, both placed on the east wall of the church,
clearly contrasted the forms of lay and clerical communion. The depiction of the com-
munion of Mary of Egypt near the sanctuary is not unique to Cyprus. In the church of
Samari in Messenia, images of Mary and Zosimas are found on the piers flanking the
sanctuary below the framed images of Christ and the Virgin (Fig. 84).5" The images at
Asinou and Samari may have been intended for the faithful, who would view the com-
munion scene as they approached the sanctuary to receive the sacrament. A related mes-
sage was undoubtedly intended by the placement of St. Mary of Egypt and Zosimas
inside the masonry icon screen at St. Nicholas, Geraki, a small church dated to the late
thirteenth century.5* Separate portraits of the two figures flank the opening of the sanc-
tuary: Mary to the left and Zosimas to the right (Fig. 85). In his left hand Zosimas holds
a chalice in which fragments of the eucharistic offering are clearly visible. His right hand,
no longer preserved, is extended toward Mary and would have held a liturgical spoon.
These images were seen by the priest as he exited the sanctuary to give communion to
the laity. The priest was associated with the image of Zosimas just as the faithful were
represented by the emaciated saint.
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The Communion and Orthodox Politics

In certain regions the selection and representation of the Communion of the Apostles
may have expressed the political and theological views of Orthodox churchmen con-
cerning the proper (non-Latin) celebration of the sacrament vis-a-vis Latin practice. The
number of churches featuring the Communion of the Apostles rises sharply by the late
twelfth century and continues through the fourteenth century. This period begins with
the volatile theological discussions of the late Komnenian period and extends through the
Latin occupation of the Empire. Representations of the communion increase after the
reconquest of Constantinople, a period in which anti-Latin polemical writings also flour-
ished. Following the brief union of the churches affirmed by Michael VIII, Orthodox
Christians may have realized that their salvation was in the hands of Christ and his eccle-
siastical representatives rather than in those of the weakened emperors. As an image that
expressed clerical authority, the Communion of the Apostles responded to the senti-
ments of the period.

As noted in chapter III, one major point of disagreement between the Latin and
Orthodox churches was the issue of azymes, the unleavened bread used in the communion
rite by the Western Church. This difference in ritual practice should not be underesti-
mated, since bread was a symbol easily apprehended by the general populace. For the
Orthodox, the use of azymes in the eucharistic celebration was tantamount to heresy. The
controversy over azymes was heated in the eleventh century. At that time, Leo, archbishop
of Ohrid and the patron of Hagia Sophia, wrote that “to observe azymes and sabbaths
was ordered by Moses. But truly our Passover is Christ.”® The issue continued to be a
sticking point in the negotiations between the Byzantines and the Latins over Church
unity, and the dispute dominated exchanges between the two churches, especially in the
eleventh and twelfth centuries.’* John, the twelfth-century patriarch of Antioch, noted
that “the chief and primary cause of division between them and us is in the matter of
azymes’> For Niketas Stethatos, “to employ bread without leaven is to deny that Christ
was God as well as man, and thus to fall into the heresy of Apollinaris.”s® The adoption of
azymes for the eucharist was variously linked with a venerable succession of heretics:
Nestorios, Manes, Paul of Samosata, Eutyches, Dioscorus, Severos, Sergios, and Pyrrhos.s?
The controversy over azymes did not end in the early twelfth century, but remained an
important issue as the Orthodox reacted to the brutal behavior of the Latins, displayed
especially in the sack of Thessalonike in 1185 and the conquest of Constantinople in 1204.
Shortly after 1204, Constantine Stilbes, the metropolitan of Kyzikos, compiled a list of
grievances against the Latins.®® Among the complaints about the Western manner of tak-
ing communion were the following concerning the use of azymes: “They do not partake
of a specifically sized bread and they do not divide it in order to distribute it in the man-
ner in which the Lord gave it at the Last Supper. They partake of a type of unleavened
dough in the form of a coin which the celebrant consumes without breaking it.”*® For
Stilbes, the Latin rite was comparable to Jewish, Armenian, and heretical practices.® In
1283 the Byzantine patriarch Joseph I Galesiotis sentenced those who had taken com-
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munion according to the Latin rite in the period when Byzantium was in Western hands.
The patriarchal act recommended “suspending for three months bishops and clerics who
have received communion from the Latins, and then inflicting on the laity penalties in
accordance with their fault in the same affair.’®" In the fifteenth century, Symeon of
Thessalonike also compares the Latins to Jews in their use of unleavened bread for com-
munion, extending the metaphor that had been employed in earlier centuries.”® The argu-
ment over the leavened or unleavened offering was not restricted to the high clergy, and
this fact alone suggests that bread could be used as a ready symbol to incite the population.
A widely circulated Greek pamphlet of the late thirteenth century features a debate
between two characters, an Orthodox bishop named Constantine Panagiotes and a
Roman cardinal named Azymites (he of the unleavened bread). In the text a group of
twelve cardinals proclaims that it has been sent by the Pope “so that all Christians may
partake of the communion of the unleavened bread,” after which the pamphlet adds,
“which is of course a heresy”’® The text then lists a number of Orthodox who, to their
detriment, took the Latin form of the eucharist. The large number and variety of writings
that circulated in the thirteenth century and after prove that the issue of azymes was cen-
tral to theological and popular debate of the period. Although many have argued that
the dispute over azymes was minor in comparison to the controversy over the filiogue,5 the
offered bread constituted a symbol both tangible and easily understood.

Scholars have associated one of the earliest monumental representations of the
apostolic communion, that located at Hagia Sophia in Ohrid, with the controversy over
azymes (Fig. 5).% The patron of the church was the archbishop Leo, whose inflammato-
ry letter of 1053 helped spark the entire debate.?® In the scene at Hagia Sophia, Christ
holds a large, round, stamped bread in his left hand. This clearly risen bread could in no
way be interpreted as an unleavened host. In subsequent scenes of the Communion of the
Apostles, the bread contained in the paten is visibly leavened, and the portion handed
by Christ to the approaching apostle is clearly risen. The insertion of the melismos, most
often represented as a living child, below the Communion of the Apostles further
strengthened the idea that the offering was indeed living (risen).®” Finally, the
Communion of the Apostles displayed the proper method of communion as established
by Christ himself. The representation linked the faithful to the long tradition of
Orthodoxy that traced its roots to the very actions and teachings of Christ. At the same
time, the subject depicted the practice of the liturgy through the inclusion of recogniz-
able elements, so that each Christian could see the eucharistic incarnation carried out
before him in paint and performance.

Apostolic Embraces in Macedonia

One striking variation in the manner of depicting the communion is found in four
churches of Byzantine Macedonia. In a rare departure from the standard composition,
two apostles interrupt their procession to the altar in order to turn and embrace.®® This
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detail is found in St. Panteleimon at Nerezi, St. John the Theologian in Veroia, St.
Constantine in Sveéani, and St. Nicholas in Manastir; it does not appear again in
Macedonia after the end of the thirteenth century.® Its earliest appearance, in St.
Panteleimon, occurs in the communion of the bread, where the procession of apostles
continues from the central apse onto the north wall of the sanctuary. There the two apos-
tles Luke and Andrew move toward each other, clasp hands, and exchange a kiss (Fig. 16).
In St. John the Theologian in Veroia, the apostolic communion is located in the lower
register of the sanctuary and immediately surrounds the central altar of the church and the
celebrating priest (Fig. 31). The embracing figures, part of the communion of the wine, are
located directly behind Paul, the apostle who leads the procession toward Christ. As at
Nerezi, the apostles can be identified as Luke (on the basis of his curly reddish-brown
hair and tonsure) and Andrew (Fig. 32). In St. Nicholas, Manastir, and at St. Constantine,
Svedani, the embracing apostles are the last two figures in the communion of the bread.
The frescoes of St. Nicholas have been lightly overpainted, but enough of the original
Inscription survives to identify the embracing figures as Simon and Bartholomew (Fig. 37).
Bartholomew has dark hair and a beard, and Simon is slightly balding with white hair
and a beard. The scene in St. Constantine, Svecani, has been published only in a line draw-
ing (Fig. 35). Although it is clear that the last two apostles in the communion of the bread
embrace, the poor condition of the frescoes makes their identification impossible. The
four churches containing this representation were painted within a century and a half of
one another, and all are located within a limited geographic region.

The appearance of the embrace in churches of Byzantine Macedonia is difficult
to explain satisfactorily. Petar Miljkovi¢-Pepek proposes that as a gesture of peace the
embrace was especially suited to Macedonia because so many Christian sects resided in
the region.” In his analysis, however, he considers only churches located in the former
Yugoslavian Republic of Macedonia. The addition of the representation from St. John
the Theologian in Veroia suggests that churches containing this scene were found with-
in a unified region that was fully within the borders of Byzantium. The audience for the
scene was undoubtedly Orthodox and Byzantine.

The embracing apostles first appear in the communion scene at St. Panteleimon,
Nerezi, a church decorated through aristocratic patronage. Its inclusion may suggest an
iconographic tie to the Byzantine capital, but where in the capital it might have arisen is
difficult to say on the basis of the available clues. The emphasis on Andrew may be relat-
ed to his status as the apostolic founder of Constantinople’s bishopric.” Simon and
Bartholomew, the embracing apostles in Manastir, are often linked in the West, but rarely
in the East. A common element in all of the sets of embracing apostles is the pairing of
an elderly apostle with a more youthful follower of Christ. Such juxtapositions were
common in Byzantine art and thought.”” Formal connections between the embracing
apostles in monumental painting and scenes representing the meeting of Peter and Paul
are strong.”3 Close to the Nerezi figures in terms of style and location is the depiction of
Peter and Paul embracing in a fragmentary late-twelfth-century fresco from the Vatopedi
monastery on Mount Athos.”* In miniature painting, the meeting of Peter and Paul is
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found in a twelfth-century psalter in Athens.” In this book, Peter and Paul embrace in a
pose that is nearly identical to the contemporary monumental representation at Nerezi.
The borrowing of the formal elements from a scene generally associated with “spiritual
brotherhood” and ecumenical peace would have been entirely appropriate for the sanc-
tuary decoration of a monastic church.

Alteration of an important and fixed subject, the Communion of the Apostles, to
include the apostolic embrace was an innovation that was more likely grounded in litur-
gical ceremony than in political or theological movements. Indeed, the embrace visibly
mirrored two occasions on which concelebrants exchanged a kiss.” The first was the
kiss of peace, which preceded the anaphora.”? The exchange of this kiss is documented in
a twelfth-century guide for the patriarchal service in Constantinople’s Hagia Sophia. In
the course of the liturgy, the bishop chants aloud:

“Peace to all. Let us love one another.”” And when that is said the bishop
bows to the holy altar, and after mounting the platform, kisses it; then, after
descending and letting down his phelonion, he turns to the right side and
stands there. And the priests come up, kiss first the holy altar, then the bish-
op’s hand and right cheek, and one another in turn. And when the kiss is
tinished, [the bishop] turns again to the east, and when the deacon says,
“The doors .. .,” the archdeacon says, “In wisdom, let us be attentive.” 78

In the early Church the reconciliatory and preparatory embrace was exchanged by the
entire congregation. By the eleventh century, however, the practice had changed, and
the kiss of peace was given only by the clergy.”

In the Byzantine Church, a second kiss, the aspasmos of the clergy, was specifically
associated with the eucharistic sacrifice. According to Byzantine sources contemporary
with the wall paintings under examination, the aspasmos of the clergy was exchanged
when the priest received communion. The rubrics for concelebration in an eleventh-
century service book (Grottaferrata, Gb 11, f. 20r—v) direct priests as well as deacons to
exchange the aspasmos:

And the priest bows three times before the holy altar, and one of the concel-
ebrating priests gives him one piece of the particles. And he in turn gives
another piece to the priest. And they receive in like manner from the chalice,
giving it to each other, and they kiss each other. And the second communi-
cating priest stands to the right side of the holy altar holding the chalice, and
the rest of the priests come up and receive and kiss him. Likewise the dea-
cons, but the subdeacons and the rest of the clergy and the laity receive in the
mouth and do not give the kiss. Likewise from the chalice.*

The twelfth-century rules for liturgical celebration in Hagia Sophia also link the aspasmos
with the communion of the priests:
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And after having divided enough and wiped and shaken his hands lest per-
chance a pearl [particle of sacred bread] be left on them, he [the bishop]
descends from the platform and bows three times to the east, saying to
himself, “Your mystical supper. . . .” With him bows the priest who is sup-
posed to give him communion, and both mount the platform and kiss the
holy altar. And first the bishop, having stretched forth his hands, receives.
Then holding the bread in the last two fingers, with the other three he
takes the other particle and gives it to the one that gave communion to
him, who, after receiving it, kisses his hand and cheek. And both descend
from the platform and after bowing down, consume the divine bread. Then
they wipe the hands clean on the diskoi. And the archdeacon gives the
chalice to the priest, and the bishop, after turning to him and bowing,
communicates. Then he turns to the east and wipes the lips clean with the
edge of the eiliton [cloth spread under the eucharistic gifts], and makes
three bows in thanksgiving. And after kissing the holy altar, he turns, and
the chalice is taken from the priest, and [the bishop| communicates him.
The priest, after receiving, bows to the bishop and kisses his right hand and
takes the chalice. And thus the bishop goes to the platform and gives com-
munion to those in the sanctuary.*

The description resembles the action taking place in monumental decoration, as in the
church of St. John the Theologian, where a procession to receive communion from the
hand of Christ is punctuated by the apostolic embrace.

In the churches surveyed, the celebrant would see his own actions during two
moments of the liturgy reflected on the walls of the sanctuary. This addition to the scene
was undoubtedly intended for a clerical audience. Considering the nature of an embrace,
the kiss of peace and the priestly aspasmos both depend on the presence of concelebrants.
A decrease in concelebration, however, caused a shift in the practice of the kiss of peace
that is first documented in the celebratory regulations (diataxis) of Philotheos (before
1347). According to this diataxis, which was widely disseminated in fourteenth-century
Byzantium but which reflected earlier practices, the practice of kissing the eucharistic
gifts was substituted for the kiss of peace at a liturgy without concelebrants. According to
R obert Taft, “By this time the pax was no longer exchanged among the people, and since
the Byzantine custom was to exchange the pax among members of the same rank, a
priest celebrating alone had no one with whom to exchange it, so the rite was simply
omitted.”®* In the absence of concelebrants, the painted kiss between apostles thus pre-
served a rite that had fallen out of use and allowed the priest to participate in a priestly
aspasmos, albeit notionally. As we have seen, the painted allusion to concelebration is also
present in the depiction of the celebrating hierarchs in the lower register of the sanctu-
ary, who, by means of their unrolled liturgical scrolls, symbolically join the living priest in
eucharistic performance.®

The apostolic embrace illustrated liturgical instructions for the priest.Yet its pres-
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ence in Macedonian churches may have also reflected a subtle political agenda. Anti-
Latin polemic of the middle Byzantine period includes a striking complaint against the
Western Church that is relevant to the interpretation of the painted apostolic embrace. In
this genre of ecclesiastical writings, the Western Church was often accused of unorthodox
practice. As we have seen, charges were often leveled against the Latin manner of
eucharistic celebration, especially against the use of azymes, the unleavened host. Michael
Keroularios, the eleventh-century patriarch of Constantinople, expanded on this subject
in condemning Latin practices: “During holy eucharist, at the time for taking commu-
nion, one of the celebrants eats the unleavened bread, and he kisses the others.”® The
charge that a eucharistic kiss substituted for the sacrament took hold of the anti-Latin
polemicists. In the late twelfth century, Constantine Stilbes, metropolitan of Kyzikos,
states that if the

[Latin] celebrant should be bishop or priest, he alone takes communion from
the offered bread, and he gives to the others, clergy or laity, the sacrament of
communion by a kiss. What has happened in their church to the statement:
“He who eats my body and drinks my blood will have life eternal?”%

A similar accusation was made by Meletios Galesiotes in the late thirteenth century.
Among a long list of Latin heresies, Meletios charges that “They say, “Take, Eat. But their
celebrants present a kiss instead of communion.”® The Latin custom, as described in this
source, runs directly against the Byzantine practice of combining the aspasmos with com-
munion and may also reflect confusion over the different place held by the kiss of peace
in the Eastern and Western liturgies. These accusations suggest that it is quite possible
that the inclusion of the aspasmos in the wall paintings of Byzantine Macedonia was an
assertion of a correct Orthodox practice in a time of anti-Latin sentiment. In the
Macedonian scenes, the embrace is clearly related to the communion rite as described in
instructions for liturgical celebration. The creation of iconographic details inspired by
anti-Latin polemic was not new to this region. Already in the eleventh-century decora-
tion of Hagia Sophia in Ohrid, the writings of Archbishop Leo had inspired alterations in
the communion scene that have been interpreted as reflecting the rabidly anti-Latin
stance of that prelate (Fig. 5). The insertion of the apostolic embrace in Macedonian
painting may further reflect the artistic response to polemical literature in this region.

Eucharistic Betrayal and the Communion of Judas

The church of St. Athanasios tou Mouzake in Kastoria, painted in 1384/85, contains an
unusual feature. Judas, the last apostle to approach and receive the bread, turns away from
Christ as if to leave (Fig. 86).%7 This detail in the Communion of the Apostles recalls the
treatment of Judas in several other Byzantine churches, where he hides the bread in his
robe or secretly eats the offering.® In an earlier representation in Panagia Phorbiotissa at
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Asinou, Judas, represented in profile, departs from the communion of the wine (Fig. 77).%
Judas’s betrayal of the sacred elements is demonstrated by the way his uplifted knee
intrudes into the frame of the scene. His departure from the composition must have been
deliberate, since the painter had to elongate and round out the upper leg in order for the
knee to penetrate the frame. In this representation of the communion of the wine Judas
exits with a piece of the blessed bread between his mouth and hand. He is juxtaposed
through his bent pose with the apostle John, at the head of the procession, who leans
over to drink from the vessel extended to him by Christ. Christ’s eyes are focused on the
departing traitor, and the viewer’s attention is further directed to Judas by the gesture of the
fifth apostle, who points with his right hand toward the escaping betrayer. A similar com-
position, although considerably damaged, is found in the Holy Apostles at Perachorio,
Cyprus.®® In the Cypriot churches, Judas is included in the communion of the wine,
whereas in other regions, the communion of the bread is favored. In the communion of
the bread in the sanctuary of Panagia Chrysaphitissa in Lakonia, Judas 1s represented in
the foreground of the scene and painted in a smaller scale. While the remaining apostles
turn toward Christ, Judas walks toward the left with the particle in his cupped hands.”" The
departing Judas also appears in several Cretan churches of the late Byzantine period.®* In
Panagia Gouverniotissa, in Potamies, dated by style to the second half of the fourteenth
century, Judas, the last of the apostles in the communion of the bread, is depicted on the
east wall outside, but adjacent to, the apse. Physically segregated from the apostles depict-
ed within the apse, he turns his back in a pose that further isolates him.%
Judas’s betrayal of the oftered bread is based on John 13:21-30:

When Jesus had thus said, he was troubled in spirit, and testified and said,
Verily, verily I say unto you that one of you shall betray me. Then the disci-
ples looked one on another, doubting of whom he spake. Now there was
leaning on Jesus’ bosom one of his disciples, whom Jesus loved. Simon
Peter therefore beckoned to him, that he should ask who it should be of
whom he spake. He then lying on Jesus’ breast saith unto him, Lord, who is
it? Jesus answered, He it is, to whom I shall give a sop, when I have dripped
it. And when he had dipped the sop, he gave it to Judas Iscariot, the son of
Simon. And after the sop Satan entered into him.Then said Jesus unto him,
That thou doest, do quickly. Now no man at the table knew for what
intent he spake thus unto him. For some of them thought, because Judas
had the bag, that Jesus had said unto him, Buy those things that we have
need of against the feast; or, that he should give some to the poor. He then
having received the sop went immediately out: and it was night.

The separation of Judas from the other apostles in the Last Supper dates to a relatively
early period in medieval art in the West, that is, well before the twelfth-century examples
of the betrayal of the eucharist in the Byzantine communion scene. Ninth-, tenth-, and
eleventh-century Western manuscripts represent Judas in the foreground of the Last
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Supper, physically separated from the other apostles and distinguished as the sole figure
without a nimbus.? The added detail finds a place, too, in monumental decoration. The
depiction of the Last Supper in the Cathedral church of Monreale illustrates Judas flee-
ing from the Communion of the Apostles with the hidden offering. In this late-twelfth-
century depiction, Judas stands apart from the remaining apostles as he lunges toward
Christ to take the offered bread. A number of Western depictions of the Last Supper
represent Judas with a small devil emerging from his mouth. It is possible, then, that the
inclusion of the betraying Judas in the scene of the Communion of the Apostles may
have been influenced by Western scenes of the Last Supper, as Klaus Wessel has suggest-
ed.?® That Judas appears in communion scenes in areas where interaction with the Latins
flourished (Cyprus, Crete, Epiros) may support the transmission of this motif from the
West to the East.

Another explanation may be proposed for the artistic emphasis on Judas’s betray-
al in Byzantine church decoration, both in the communion scene and as part of the nar-
rative cycle illustrating the Passion. Judas’s actions occupy a central place within the
Orthodox readings for Holy Week. In the spiritual climax leading up to the Resurrection,
the focus of matins, begun on the evening of Holy Wednesday, is the deception of Judas

. through his taking of the blessed bread. The sentiment created by the readings and the

relationship between the bread and the betrayal are revealed by a prayer intoned at an
early point in the morning ceremony: “The traitor takes the bread in his hands, but
stretches them out secretly to receive the price of him who fashioned man with his own
hands. For Judas, slave and deceiver, still repented not.”” The prayer that follows stresses
the correct way in which to approach the mystical table, the altar: “with pure souls let us
receive the Bread.” In subsequent prayers, Judas’s betrayal of the eucharist is emphasized.
The intended contrast between the communion of the faithful and Judas’s corruption
of that sacrament 1s glaring:

O vye faithful, let none who is uninstructed in the mystery draw near to
the table of the Lord’s Supper; let none approach deceitfully as Judas. For
he received his portion, yet he betrayed the bread. In outward appearance
he was a disciple, yet in reality he was present as a murderer. He rejoiced
with the Jews, though he sat at supper with the apostles. He kissed in
hatred, and with his kiss he sold the God and Savior of our souls, who has
redeemed us from the curse.?®

Textual sources for the representation are revealed in a reading from the evening service
on Holy Thursday:

Truly is Judas to be numbered with the generations of vipers, who ate
manna in the wilderness, yet murmured against Him who fed them;

and while the food was yet in their mouth, in their ingratitude they spoke
against God. So Judas in his impiety, still carrying in his mouth
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the heavenly bread, went and betrayed the Savior. O ever-greedy heart!
O inhuman rashness!??

Nicholas of Andida also interprets the verse from the Gospel of John in his mystagogical
commentary and relates the Gospel passage to the sacrament and Judas’s betrayal. His
commentary echoes the passages read during Holy Week. For Nicholas, “whereas all of
the apostles received the divine bread in their hands from the hands of Christ our God,
and communicated with fear and with faith, only Judas hid (the bread) he had received,
showed it to the Jews, and betrayed the mystery (to them).”*°

The readings for Holy Week may have provided the impetus for the addition of
Judas to the communion scene, and this liturgical source, familiar to all who attended
services in the week before Easter, forms a plausible alternative to influence from the
West. Holy Thursday was and remains one of the most important days for the faithful to
partake in communion, and the prayers uttered against Judas were visualized in the fres-
co decoration of a number of churches.

Like the prayers held by the bishops in the lower register of the apse, the inclusion
of the fleeing Judas points to the need for the celebrant to be prepared for the sacrifice.
From the fourteenth century, according to Casimir Kucharek, a silent prayer was added to
those read by the priests during the liturgy: “Receive me this day as a partaker of your
mystical supper; for I will not kiss thee as did Judas, but as the thief I will confess thee:
Lord, remember me when thou comest in thy kingdom.”™" It would seem that the inclu-
sion of Judas in the painted communion would have been a potent reminder that the
eucharist could be abused when the celebrant was not amply prepared. In many church-
es the scene of the communion was also visible to the laity above the sanctuary screen,
and Judas’s betrayal of the eucharist may have been a direct warning to those improper-
ly prepared for the rite. The placement of Judas on the east wall adjacent to the sanctuary
opening in Panagia Gouverniotissa made him nearly invisible to the clergy but all too
obvious to those standing in the nave.

Conclusion

The Communion of the Apostles has one of the longest histories of any scene in
Byzantine art, yet its entrance into the fixed program of the Byzantine church was notice-
ably delayed from the time of its introduction in the Early Christian period. By the thir-
teenth century the Communion of the Apostles was widespread in ecclesiastical
decoration. In many cases, it was the scene viewed by the faithful immediately above
the sanctuary screen, often visible even when the curtains had been drawn to obscure the
mysteries of the eucharistic rite (Fig. 53). In representing the Communion of the Apostles
in this location, painters explained to the faithful the mysteries that went on inside the
sanctuary at the moment of the epiklesis and the communion of the clergy.
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The apostolic communion formed part of an increasing number of scenes with-
in the sanctuary that represented the actions of the clergy. By adding the apostolic
embrace to the communion, painters incorporated regular clerical action into the his-
torical scene. The appeal to the clergy was further demonstrated by the distribution of the
apostolic communion in separate elements. Forbidden entrance to the sanctuary, the
faithful saw themselves in the image of Mary of Egypt, a despised woman, relegated to the
nave and narthex and receiving communion from the priest Zosimas by means of a long
spoon. For them, the apostolic communion reflected an ancient type of ceremony that
had been superseded by the commingling of bread and wine in a single chalice. When the
faithful did take communion, often on Holy Thursday, it followed lengthy prayers relat-
ing Judas’s betrayal of the eucharist, a betrayal that was incorporated into the representa-
tion in a number of Byzantine churches and into the preparatory prayers of the priest.
The inscription in front of Panagia ton Chalkeon’s apse tells the viewer to tremble, for
within the sanctuary, “Christ is sacrificed daily and the powers of the incorporeal angels,
celebrating, circle around in fear””Viewed by the faithful standing in the nave, the words
of warning were illustrated in the program of the sanctuary, a space that was, in its increas-
ing remoteness, shrouded in mystery.
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V
Reviewing the Mandylion

N THE CHURCH OF CHRIST IN VEROIA a painted white cloth is suspended over the
apse by two golden hooks that take the form of snakes (Color Plate V). In front of the
cloth is represented the head of Christ entirely surrounded by a gold nimbus. The

image, illusionistically rendered, seems to hang over the opening of the apse. Its placement
before the sanctuary in an ancient monument would have been viewed as apotropaic.
Indeed, residents of Veroia might have connected such an image with the carved keystone
representing the head of a Gorgon that once adorned the entrance gate to their city.
Placed at the center of the sanctuary dedicated to Christ, the image labeled as the
Mandylion is but one of several Christological images aligned on a vertical axis that
begins at the floor and ends at the gable below the roof. The relic, initially known for its
healing powers, was associated with Christ’s Incarnation. Here, as in many churches in
Byzantium, its close proximity to the altar suggests new meanings.

The nature of church decoration is to translate sacred text, practice, and dogma into
images. In Byzantium artists and patrons created a powerful decorative scheme that
formed a significant core. By augmenting or reshaping this core, those responsible for
the decoration of individual churches could create a range of associations. As we have
seen in previous chapters, the location of the church, the composition of the congrega-
tion, the predilections of patron or painter, and the desire to express theological nuances
were all factors that might influence the final form of a decorative program. Even subtle
changes could alter long-established meanings and could elicit new readings from the
Orthodox viewer. Innovations could include the rearrangement of narrative sequences,
the insertion of new motifs into established compositions, and the addition of new saints
into the ranks of the venerable. This chapter focuses on the consequences of the reloca-
tion of one image, the Mandylion."

As one of Byzantium’s most famous relics, the Mandylion was represented fre-
quently in monumental decoration. In domed churches it was often depicted below
Christ Pantokrator, between the two eastern pendentives. As a relic that served as tangi-
ble evidence for the Incarnation of Christ, the Mandylion contributed to the dome’s
dogmatic message.> But many Byzantine churches were built without domes. They, too,
included the Mandylion in their decorative programs. In these churches the relic was
represented over the apse. André Grabar, writing on monumental depictions of the holy
relic, suggested that it was simply the absence of a dome that led to the image’s dis-
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placement to the east wall of the church.? Although its initial placement over the apse
may have resulted from architectural necessity, the continuing presence of the image in
that location suggests that it had been assimilated into a new visual complex. Its success
there is not surprising. As we have seen, the period in which the Mandylion was placed
on the eastern wall witnessed the development and dissemination of a program that elu-
cidated the ritual activities that unfolded around the altar. When the relic was placed
directly above the curve of the sanctuary’s apse, it was linked visually and compositionally
to a set of images collectively imbued with eucharistic significance. Furthermore, its
placement within this most holy section of the church associated the painted relic with
the rituals performed below, on the central altar. The Mandylion’s medieval location
within the sanctuary led to a subtle expansion of the relic’s initial message of Incarnation.
When located on the eastern wall of the church, the image obtained a second, comple-
mentary meaning related to the eucharistic sacrifice.

The Incarnation and the Mandylion

The history of the Mandylion has been studied at length.* Beginning with Eusebios of
Caesarea, sources relate how Abgar of Edessa sought Christ’s healing assistance.’ Instead
of appearing before the king, Christ sent him a cloth impressed with his likeness, the
Mandylion. The king was cured by the holy cloth, which came to be venerated as an
acheiropoietos, a miraculous image “not made by human hands.” The relic’s status was fur-
ther enhanced and its mystique augmented by its discovery, in 544, within the city gate of
Edessa. Found by a local bishop during a time of intense political and religious contro-
versy, the Mandylion was credited with saving Edessa from military threat. Even at that
early time reproductions were made of the holy relic. According to the Chronicle of
Michael the Syrian, the sixth-century prince Athanasios commissioned an exact copy:

Then, he came to a very skillful painter and asked him to paint a similar
image. This was thus accomplished, and there was another image with a
likeness as perfect as possible, since the painter had soiled the colors of the
image, in the manner of those ornamented in former times.®

The copy made for Athanasios was so faithful that he was temporarily able to exchange
the two representations. The miraculous cloth remained in Edessa until 944, when John
Kourkouas, a general under Emperor Romanos I Lekapenos, laid siege to the Arab-con-
trolled city. In the settlement made with the emir, the relic was restored to Orthodox
possession. With great ceremony the Mandylion was transported to Constantinople,
where it arrived on August 15, the feast of the Dormition of the Virgin. The relic was sub-
sequently installed in the Pharos chapel of the Great Palace, and it remained there until it
was taken to the West in the aftermath of the Fourth Crusade.”
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The translation of the Mandylion to Constantinople, in 944, was undoubtedly
the cause of its introduction as a subject in various artistic media. Soon after the transla-
tion, a reference to the Mandylion appeared in the Life of St. Paul of Latros.® Written
not long after the saint’s death in 955, the Life describes how Paul requested the emper-
or Constantine VII Porphyrogennetos to place a cloth over the relic and send it to him.
The saint was able to see the transfigured image while all other viewers beheld an
unmarked cloth. The establishment of a feast to honor the relic (August 16) and the
composition of a treatise on its translation, historically attributed to Constantine VII, led
to the proliferation of copies. Two triptych wings, now framed as a single icon in the
monastery of St. Catherine on Mount Sinai, present the earliest surviving representa-
tion of the relic, dated by Kurt Weitzmann to the tenth century.® The upper register of
the right-hand panel depicts King Abgar holding the healing cloth. Within a century
and a half, the Mandylion was represented in five manuscripts, including a sermon on the
translation, which was illustrated in the twelfth century with the head of Christ in front
of a fringed, patterned cloth.™

In the eleventh century, patrons and painters introduced the relic into the deco-
ration of the Byzantine church. Judging from the surviving evidence, the Mandylion
first entered the program of the diakonikon chamber or the prothesis niche. Three
Cappadocian churches of the eleventh century, Karanlik kilise, Chapel 21, and St. John
(Sakli kilise) in Goreme, display the image of the Mandylion in secondary liturgical
spaces. As Nicole Thierry has observed, the positioning of the image in the pastophoria
is indicative of the early date of the programs.”™ As we have seen, the Communion of
the Apostles followed a similar pattern; the scene was first placed in the pastophoria in the
eleventh century and was then moved to the walls of the central sanctuary.” The paint-
ed representations of the relic soon found a new location. Within a century, the relic was
relocated to the narrow space between the two eastern pendentives in domed churches
or on the eastern wall above the apsidal opening in those without domes.” Represented
in the upper registers of the decorative program, the Mandylion was visually linked with
images that were associated with Christ’s Incarnation. At the base of the dome, for exam-
ple, the relic formed a visual bridge between the Pantokrator above, the evangelists in
the flanking eastern pendentives, and the Virgin and Child in the conch of the apse. In
this decorative scheme, the Pantokrator represents the incarnate God; the evangelists, the
witnesses of the Incarnation; and the Virgin, the vessel through which he became flesh.
Depicted on the east wall of the church, directly above the opening into the apse, the relic
became associated with a different set of images that also carried an incarnational mes-
sage. For example, beginning in the twelfth century, painters in several regions of the
Empire placed the Mandylion between the two halves of the Annunciation, the event
that announced the incarnation of the Logos.™

Theological writings confirm the relic’s significance as an emblem of the
Incarnation within the decorative program of the church.The canon of the Mandylion
attributed to the eighth-century patriarch of Constantinople, Germanos, contains numer-
ous allusions to Christ’s assuming human form, as does a later canon for the feast of the
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Mandylion composed around 1100 by Leo of Chalcedon.” Such canons suggest that the
connection between the Mandylion and the Incarnation would have been understood by
the faithful who attended the yearly commemoration of the relic’s translation. Sung dur-
ing church celebration, the hymns of Germanos and Leo of Chalcedon served to fix the
meaning of the image within the minds of the Orthodox. But those who were inca-
pable of reading or hearing the canons had only to look at the position of the Mandylion
below the Pantokrator or in the midst of the Annunciation to understand the association
between the relic and the incarnate Christ.

The Mandylion and the Eucharist

An artistic and liturgical tradition related the Mandylion to the Incarnation, but the loca-
tion on the east wall created visual associations with a new set of images in a different
architectural context. The churches that display a representation of the Mandylion on
the east wall are relatively small in size. Many served as family or parish churches. Without
the vertical interruption of a dome, the apse was the focus of the decorative program, and
the viewer’s eye could apprehend in a single glance the decoration of the entire east wall,
Mandylion included. Depicted as a real cloth, complete with folds and fringes, and paint-
ed in stark white on a deep blue background, the relic seems to billow over the sanctu-
ary opening. The draped form of the painted Mandylion leads the viewer’s eye naturally
to the conch of the apse and from there to the curve of the sanctuary wall immediately
below. As we have seen, by the twelfth century the sanctuary was separated from the
laity by a tall screen; the Mandylion was located above, but behind, this partition. Behind
the barrier, the sanctuary was decorated with scenes that graphically illustrated eucharis-
tic sacrifice and liturgical performance. Eucharistic links were thus forged by the physi-
cal placement of the relic within the precinct of the sanctuary. As we shall see, the
Mandylion was more strongly associated with the eucharistic sacrifice when it was placed
in the lower registers of the sanctuary decoration, effectively replacing images such as
the melismos. Moreover, the detailed representation of the cloth relic had the potential
to relate, through a complex associative process, to numerous textiles used for the
eucharistic sacrifice and liturgical celebration.

The late-twelfth-century church of St. Nicholas tou Kasnitze in Kastoria 1s one
of the earliest churches to incorporate the Mandylion into the sanctuary program (Fig.
23). In this small church, built by Nikephoros Kasnitzes and his wife, Anna, the Mandylion
forms a central point dividing the two halves of the Annunciation. The relic is repre-
sented as a white, rectangular cloth suspended from its gathered ends.” Above the relic is
the Deesis, the visualization of the process undertaken by the faithful through their inter-
cessory prayers. Directly below the Mandylion, in the conch of the apse, is the orant
Virgin flanked by archangels. On the curved wall encircling the altar table, six bishops
extend liturgical scrolls and converge on a painted altar, mirroring the actions of the
priest. In his study of the Mandylion, André Grabar cites the fourteenth-century church
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of St. Peter at Berende in Bulgaria as the first to include the Mandylion on its eastern
wall. It is clear from the representation in Kastoria, however, that the relic appeared in this
position at least two centuries earlier.”” This chronological change is significant, since
the relic’s appearance in St. Nicholas tou Kasnitze corresponds to the period when the
decorative program of the Byzantine sanctuary was developing an explicitly eucharistic
and liturgical message.

The early date of this representation affects our understanding of the exchange of
certain motifs between Byzantium and the West. The Mandylion depicted in Kastoria,
and in a number of other Byzantine churches in Macedonia, takes the form of a sus-
pended cloth onto which the face of Christ has been superimposed. According to
Grabar, this manner of depicting the Mandylion was introduced only in the middle of the
thirteenth century and probably was imported from the West.”™ The presence of the
Mandylion in the church of St. Nicholas tou Kasnitze, already from the end of the twelfth
century, suggests that the image was, in fact, of Byzantine origin.”

As we have seen, the eleventh and twelfth centuries witnessed substantial changes
in the decoration of the sanctuary program. Painters drew upon the performance of the
liturgy and liturgical theology, rather than the Gospel text, to create a new, energized
program for the space surrounding the altar. This period saw frontal portraits of bishops
replaced by figures in an active three-quarter pose. Closed Gospel books were exchanged
for open liturgical scrolls inscribed with prayers actually read by the priests. These paint-
ed figures, who perpetually celebrated the liturgy, often were joined by the scene of the
apostles taking communion from Christ’s hand. Such images were appropriate to a space
that was accessible only to the clergy, and they mirrored clerical ritual with surprising
exactitude. To these scenes was added, in the late twelfth century, the graphic represen-
tation of Christ laid on the liturgical paten as the eucharistic oftering (the melismos). In
their entirety, the sanctuary images formed a painted program that simultaneously reflect-
ed and illuminated the performance of the eucharistic sacrifice. The images provided
liturgical exegesis for the clergy and guided the laity in corporate devotions. As part of
this program of liturgical content, the Mandylion became associated directly with the
bloodless sacrifice of Christ. A eucharistic reading for the relic is supported by both visu-
al and textual evidence.

The painted program of St. Nicholas Orphanos in Thessalonike demonstrates how
the Mandylion could be subsumed into the eucharistic message of the sanctuary. In this
early-fourteenth-century church, the Mandylion unites two discrete halves of the apostolic
communion. With the curtains of the icon barrier closed, only these three compositions
and the Virgin in the conch of the apse would have been visible to lay viewers in the
nave (Fig. §3).2° When the sanctuary curtains were open, the Mandylion crowned a sophis-
ticated program of concelebrating bishops who converge on a small figure of Christ, the
eucharistic sacrifice (Fig. 56). The epithet inscribed around the Virgin in the conch of the
apse, “Mother of God, the Acheiropoietos,” is unique to this church.* Scholars have
suggested that the inscription was related to an icon that may have been housed in a
nearby church, but it is equally possible that it referred to the collected symbols of the
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incarnate Logos that surround the Virgin: the Mandylion, one of the most revered
acheiropoietoi, and the bloodless sacrifice represented in the Communion of the Apostles
above and the child Christ as the oblation below.

Literary evidence, though scarce, may support the connection between the
Mandylion and the bloodless sacrifice visibly offered in images. An anonymous Greek
text, probably written in Constantinople shortly after the translation of the relic in 944,
describes a feast held in Edessa on the Sunday before the first week of Lent.>? The
account ofters symbolic parallels between the procession of the Mandylion and the Great
Entrance, the sacred procession in which the eucharistic offerings were carried to the
main altar. During the course of the ceremony, the bishop, clergy, and laity would gath-
er in the skeuophylakion, where the Mandylion was placed on the throne on which it
was transported into the sanctuary, preceded by incense and candles. Arriving at the
sanctuary, the image was placed on a special table set up to the east of the altar. According
to the text, the table was “smaller on the one hand, but on the other hand higher” than
the central altar. Here,

while the Eucharist was taking place, and after everyone had partaken
of the Holy Communion, the bishop alone was allowed to approach
the holy and immaculate image, venerate it, kiss it, and after that lift
from it the white cloth [that had covered it] and replace it with one
of a purple color.”?

In a second ceremony described by the anonymous author, the relic is wiped with a sponge,
and the damp liquid on the sponge is sprinkled over the faithful.># At the end of the
description of these rituals, the author explains the symbolic meaning of the ceremony:

In this way, the coming forth of the holy and acheiropoietos image of Christ
was celebrated with procession and spectacle. We do not know the reasons
and causes. As far as we can understand, by the throne is represented the
power of the divinity over all; by the scepters, the greatness of the power of
the kingdom of heaven; by the rhipidia is symbolized the reverence of the
seraphim and cherubim towards the divinity; by the incense and censers is
underscored the mystical and ineffable fragrance of the myrrh which was
emptied for us. The candles allude to the dwelling in the eternal and inac-
cessible light. . . . And what is meant by the placement of the image inside
the sanctuary and the secret ceremony? These elucidate his sacrifice in
flesh on our behalf and his willingness to undergo the Passion and death.?

The text uses language similar to that employed by mystagogical authors to comment
on the Great Entrance, and it describes actions that parallel the celebrant’s for the
eucharistic service. For example, in the early fifth century, the Syrian theologian Theodore
of Mopsuestia described the procession of the bread and wine into the sanctuary:
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We must therefore think of the deacons who (at the offertory) carry the
Eucharistic bread and bring it out for the Sacrifice as representing the
invisible hosts of ministry but with this difference: that through this min-
istry of theirs and through these memorials they do not send Christ our
Lord to his salvific Passion. When they bring up (the offering) they place it
on the altar in order to complete the representation of the Passion so that
we may think of him on the altar as if he were placed in the sepulcher after
enduring his Passion. This is why by spreading the linens on the altar the
deacons portray (to us) the figure of the linen cloths at the burial. . . . They
stand on both sides and fan all the air above the holy body with fans . .. by
this they show the greatness of the body which is lying there.?®

Similar language was used in the widely circulated mystagogical treatise attributed to
the eighth-century Constantinopolitan patriarch Germanos, the presumed author of one
of the canons on the Mandylion:

By means of the procession of the deacons and the representation of the
fans, which are in the likeness of the seraphim, the Cherubic Hymn signi-
fies the entrance of the angelic hosts, who run invisibly in advance of the
great king, Christ, who is proceeding to the mystical sacrifice, borne aloft
by material hands. Together with them comes the Holy Spirit in the
unbloody and unreasonable sacrifice. The Spirit is seen spiritually in the
fire, incense, smoke, and fragrant air: for the fire points to his divinity, and
the fragrant smoke to his coming invisibly and filling us with good fra-
grance through the mystical, living, and bloodless service and sacrifice of
burnt-offering. In addition, the spiritual powers and the choirs of angels,
who have seen his dispensation fulfilled through the cross and death of
Christ, the victory over death which has taken place, the descent into hell
and the resurrection on the third day, with us exclaim the alleluia.?”

The procession of the Mandylion is seen in the same symbolic manner and described
with the same rhetorical language as the entrance of the eucharist. The entrance from the
skeuophylakion may be equated with the Great Entrance, which began in the prothesis
chamber. In these three texts, both the cloth image of Christ, when placed on the sec-
ondary altar, and the blessed elements stand for the sacrificial death of Christ, re-
presented in the celebration of the eucharist. The placement of the painted Mandylion
over the altar of the church reflects its interpretation as an image of eucharistic sacrifice.

In the last centuries of Byzantium the Mandylion was placed on the east wall of
numerous churches. In several, however, the relic was included in the decoration of the
lower registers of the sanctuary. In these churches, all dated to the thirteenth century,
the Mandylion replaces or is adjacent to the melismos. As Tania Velmans has noted, the
replacement of one image for another suggests that both shared an equivalent mean-
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ing.?® In St. Barbara in Khé, a thirteenth-century Georgian church, the Mandylion is
painted on the wall behind the altar, the position normally reserved, as we have seen,
for the melismos (Fig. 87).%° In the thirteenth-century domed church of the Savior in
Geraki, the relic is placed in the center of the apse, not at the base of its dome (Fig. 88).3°
Here the representation is located in an intermediate register, suspended over the double
window between the celebrating hierarchs, directly below the dual altar in the
Communion of the Apostles and above the melismos. In the same century, in St. Nicholas
tes Rhodias near Arta, the Mandylion is situated below the central apse window, the
position generally reserved for the melismos.? In these thirteenth-century churches, the
consistent positioning of the Mandylion in the lower registers of the sanctuary estab-
lishes programmatic, iconographic, and symbolic associations between the Mandylion
and the other images of eucharistic import.

When the Mandylion was represented in the sanctuary program, its primary mes-
sage of Incarnation was therefore supplemented by its close proximity to images direct-
ly concerned with eucharistic sacrifice. The meanings were not incompatible, since Christ
assumed flesh in every eucharistic liturgy. This second interpretation of the Mandylion, as
an image of Christ’s sacrifice, was in accord with continuing discussions over eucharistic
theology in medieval Byzantium. Such discussions were especially heated in the time
when the Mandylion was first placed on the east wall of the church.?*

The Relic as a Liturgical Cloth

The Mandylion’s association with the sanctuary program, and its interchangeability with
subjects of specifically eucharistic significance, enabled the viewer to amplify and refine
his grasp of the Incarnation. A final association may support the eucharistic interpretation
of the Mandylion. In monumental programs, such as in St. Nicholas tou Kasnitze, the
painted relic appears to billow over the sanctuary opening, the effect achieved by the
illusionistic rendering of the relic as a starkly white, gathered cloth set against the deep
blue background of the painted wall (Fig. 23). The precise rendering of two hooks solid-
ified the impression that the Mandylion was not a painted facsimile, but an actual cloth
that was suspended over the most holy section of the church.

For the medieval Orthodox viewer, decorated textiles would have had certain
associations within an ecclesiastical context.33 A poetic connection between the com-
munion service and a white cloth is established in a vision recounted in the Life of St.
Elizabeth the Wonderworker. In this fourteenth-century text, the cloth is seen descend-
ing to the altar during the eucharistic liturgy:

Once, while the divine liturgy was being celebrated in the church, she had

a vision. An ineffable light flashed round about and the All-Holy Spirit, in
the form of a blinding white linen cloth, descended into the sanctuary after
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the Cherubic Hymn [had been sung] and circled round the priest before
coming to rest before the holy altar.3

The veiling and unveiling of the host and other objects associated with eucharistic cel-
ebration was strictly guided by liturgical rubrics, as were the opening and closing of
the curtains that obscured the sanctuary to the faithful. Each movement was under-
stood to have symbolic value. Germanos of Constantinople, for example, associated the
liturgical cloth (aer) that covered the eucharistic offerings with burial, sacrifice, and

incarnation:

The veil, or the aer, corresponds to the stone which Joseph placed against the
tomb and which the guards of Pilate sealed. The apostle speaks thus about the
veil: “We have confidence to enter the sanctuary by the blood of Jesus Christ,
by the new and living way he opened to us through the veil, that is through
his flesh, and since we have a great priest over the house of God.”’#

The veil is linked to the flesh of Christ just as the Mandylion is linked with the
Incarnation and sacrifice of that flesh. For Symeon of Thessalonike, writing some cen-
turies later, the aer “also represents the shroud.”3 From the twelfth century onward, the
embroidered decoration of the aer, with such symbols as Christ as the eucharistic offer-
ing, made the visual association of cloth and sacrifice manifest.%’

The epitaphios, a type of aer developed in the late Byzantine period, was carried
through the church during the orthros service of Holy Saturday. Embroidered with an
image of the dead Christ, the cloth was deposited in a specially constructed “tomb” in the
center of the church in order to dramatize his burial for the faithful. The fourteenth-
century epitaphios from Thessalonike is divided into three panels surrounded by a deco-
rative border (Fig. 89).3® In the center, angels lament the dead Christ. The two side panels
depict the Communion of the Apostles. The gold-embroidered program of the
Thessalonike epitaphios unites medium and meaning: the textile, the image of the dead
Christ, and the double representation of the Communion of the Apostles associate the
cloth with Christ’s eucharistic sacrifice. In monumental painting, the epitaphios appears in
the sanctuary of the late-twelfth-century church of Zoodochos Pege (Samari) in
Messenia, below the Virgin and Child in the apse (Fig. 90).3 In this unique placement,
the dead Christ is laid out on a cloth fringed at either end. The inscription above the
image, “He who eats my flesh and drinks my blood abides in me and I in him,” recalls the
liturgical invocations “Take, eat,” and “Drink” before communion. As textiles, the epi-
taphios and the Mandylion have a common sacrificial connotation.

The placement of the epitaphios in the monumental program of the sanctuary at
Zoodochos Pege, and its accompanying inscription, associates the representation with
eucharistic sacrifice. As with the painted epitaphios, the emphasis on the fabric in monu-
mental representations of the Mandylion, seen in the detailed rendering of fringes, woven
stripes, and ornate folds, evokes the metaphoric and metonymic associations of veil and
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flesh, relic and sacrifice. The eucharistic significance of both the painted Mandylion and the
epitaphios would have been obvious to any viewer who participated in the life of the church.

In the Byzantine church, the eastern wall above the conch of the apse was
reserved for a prescribed number of images that contributed to the sanctuary program.
The Mandylion embodied two messages stressed by this program: Incarnation and sac-
rifice. In association with the Annunciation flanking the arch and with the Virgin and
Child in the conch of the apse, the Mandylion forms one of the proofs of the
Incarnation. From the end of the twelfth century, however, the Mandylion was given an
explicitly eucharistic significance, complementary to, and expanding on, its primary
meaning. The symbolism of the relic was itself transformed by its placement over the
sanctuary opening, and its meaning enlarged through its depiction in place of the melis-
mos. The illusionistic rendering of the cloth further associated the relic of the Mandylion
with textiles used in the liturgy. While the Mandylion’s initial placement on the east wall
might have resulted from the absence of a dome in some churches, the consequent
expansion of its visual and textual associations resulted in its long-term integration into
the developing sanctuary program.
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Conclusion

OR CENTURIES THE CHURCH BUILDING has housed rituals that are central to

the life of the Orthodox Christian. Upon entering the church, the faithful see them-

selves reflected in the portraits of male and female saints, who are invoked for pro-
tection from enemies, healing in the place of physicians, and salvation in the afterlife.
Within the church nave, narrative scenes mark the celebration of feasts and urge adher-
ence to the Lenten fast through the example of Christ’s Passion. Church decoration pro-
vides lessons for the faithful who see in the story of Christ and his saints models for
their own daily struggles. Depending on the composition of the church congregation, the
paintings on the nave walls vary enormously.

This study has focused on the decoration of the sanctuary in medieval
Byzantium. Unlike those parts of the church that were accessible to all, it followed a rel-
atively consistent decorative scheme, a type of painted template. The motivation for the
creation of this painted program was provided by its audience. By the period under dis-
cussion, only ordained men were permitted entrance into the sanctuary; it was for them
that the decoration was intended. This book has introduced a number of writings ger-
mane to an understanding of the sanctuary program; three, in particular, stand out. The
decoration of the lower registers of the wall immediately surrounding the altar is best
understood through the liturgy and liturgical rubrics for the priest. The words of the
service, divided into prayers spoken aloud on behalf of the faithful and those spoken in a
quiet tone for the spiritual benefit of the celebrant, inspired the decoration. As we have
seen, the painted celebrants hold scrolls, inscribed with preparatory and consecratory
prayers. The words the priest spoke before he distributed communion are inscribed over
the heads of the apostles who approach Christ. Judas’s betrayal of Christ has been related
to the hymns read in churches during Holy Week. The priestly kiss and communion by
means of a spoon represent actual practices. The knowledge of the liturgy that the faith-
ful brought to the church gave them an intuitive understanding of its decoration.

Painters and the clergy they served read liturgical commentaries that were writ-
ten by churchmen from Thessalonike, Constantinople, and elsewhere. We have seen the
influence of commentary in the representation of the Ark of the Covenant over the
sanctuary or the painted throne within it. These commentaries also provide a means for
the modern viewer to approach the church and its spatial divisions.

In the period under discussion, not every detail can be understood by reading
the liturgy or liturgical commentary. Contact with the West provoked widespread debate

78



Conclusion

over the particulars of church ceremony. Among the points of contention were the use of
leavened or unleavened bread for the eucharist, the place of the kiss within the com-
munion rite, and who should have access to the sanctuary. Numerous polemical treatis-
es survive and were apparently well known in the Byzantine empire. Discussions within
Byzantium over the nature of the eucharistic sacrifice have also been shown to be rele-
vant to church decoration surrounding the altar.

By the thirteenth century the program presented, at a glance, a familiar appear-
ance. A Byzantine man or woman attending services away from home would have taken
comfort in the representation of the church hierarchy. The sanctuary decoration was rich
enough to allow communities or individual patrons to honor local saints and to change
scenes in ways that addressed their unique devotional needs. While this book has
addressed the overarching framework of the program created for this space, it has also
pointed out its flexibility.

Time is suspended in the Byzantine church. Decorated with saints who gesture
across empty space and speak to each other by means of scrolls, the church need not be
inhabited by people to be fully active. The sanctuary decoration participates in this idea
of the living church by mirroring actual celebration. Momentarily joined by the priest,
the painted celebrants include him in their prayers. Candles rendered in fresco flicker
on the walls flanking the sanctuary. Mary of Egypt pauses before crossing the sanctuary
door to take communion from Zosimas. Inside the sanctuary all is prepared. The service
is about to begin.
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Catalogue of Decorated
Sanctuaries in Macedonia

HE CHURCHES THAT FORM THE CORE of this study represent a wide range

of architectural types: cross-in-square, single-aisled chapel, and basilica.” Their

architectural diversity is a reflection of the variety of congregations they served,
from monastic to metropolitan. Churches described below in Serres, Servia, and Ohrid
served as the metropolitan seats. Single-aisled churches, such as those found in Kastoria
and Veroia, were built by families, whose piety was expressed through the construction
and dedication of small but handsomely painted churches. Such churches may have also
functioned as burial sites for the members of the founding families. St. Panteleimon at
Nerezi, St. Michael the Archangel in Prilep, and Holy Apostles in Thessalonike were built
for monastic communities. The quality of the church decoration varied according to
painter, patron, and region. The tastes of the local inhabitants and the date of the monu-
ment also factor into its appearance. In Macedonia, the Komnenian style was much loved
and persisted well into the thirteenth century, outliving the dynasty that provided its
name. It is possible that an allegiance to the Komnenian style in this region had some
greater significance in the period when Constantinople was held by the Latins (1204—67).
In the late thirteenth century a new painting style developed and was exported to other
areas of Greece.” This style, which appears to have originated in Macedonia, was the
product of a group of theologically astute painters, several of whom were trained in
Thessalonike. The painters Panselinos, Michael Astrapas and Eutychios, Kallierges, and
John have been associated with the decoration of a number of churches in the area.’
The churches are presented chronologically. Whenever possible, artistic or programmat-
ic influences have been indicated.

1. Panagia ton Chalkeon, Thessalonike (Figs. 1-3)

REFERENCES: Demetrios Evangelidis, He Panagia ton Chalkeon (Thessalonike: Ekdose
Hetaireias ton Philon tes Vyzantines Makedonias, 1954); Karoline Kreidl-Papadopoulos,
Die Wandmalereien des 11. Jahrhunderts in der Kirche Panagia ton Chalkeon in Thessaloniki
(Graz: Bohlau, 1966); Paul Speck, “Die Inschrift am Apsisbogen der Panagia Chalkeon,”
Hellenika 20 (1967): 419—21; Anna Tsitouridou, “Die Grabkonzeption des ikonographis-
chen Programms der Kirche Panagia Chalkeon in Thessaloniki,” JOB 32 (1982): 435—4T;
Anna Tsitouridou, He Panagia ton Chalkeon (Thessalonike: Hidryma Meleton
Chersonesou tou Haimou, 1975); Wharton, Art of Empire, 106—11.
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The church is dated to 1028 by a carved inscription on the marble lintel over the west portal:*

This once profane place is dedicated as an eminent church of the
Mother of God by Christopher, the most illustrious royal protospatharios
and katapan of Longobardia,’ together with his wife Maria, and their
children Nikephoros, Anna, and Katakale. In the month of September,
indiction 12, in the year 6537 (= 1028).

+ "Aenepdn 6 nphv BéPnAog tomog eic vaov mepiPrentov tiig

O(e016) K0V TP Xp1oTOpd(pov) 10D EvioEotd(tov) faciAnkod
(mparto)onabophov k(i) xat(e)ndvo AayovPapdiog k(al) Tig cvuvBiov
adt00 Mapiog k(i) 1@V tékvov adtdv Nikned(pov) “Avvng k(o)
KatoxoAlc unvn Zenteufpio Avd(iktidvos) 1’ €t(ovg) ,coAL '+

An inscription painted on the sanctuary arch also names the founders of the church and
asks for the remission of their sins.°

The Panagia ton Chalkeon preserves one of the earliest multi-register sanctuary pro-
grams in Macedonia (Fig. 1). An inscription painted on the face of the eastern arch
prompted the viewer to contemplate the sacred iconography of the sanctuary and to
respond emotionally to its powerful paintings. The twelve-syllable verse, as reconstructed,
may be translated:

Beholding the sanctuary of the Lord’s altar,

Stand trembling, O man![ .. .]

For within, Christ is sacrificed daily.

And the powers of incorporeal angels, celebrating,
Circle around it [the sanctuary] in fear.

‘Opdv 10 Briua tiig tpanelng K(vplo)v
ot tpéuav, dv(Bpom)e, [ ... Ig-
X(p1670)¢ yop Evdov Bdeton ko’ Huépov
kol [ol Suvduetl]c doopatmy dyyéday
AeLTovpYIKdG KUKAODOY 00TO &V eOP®.”

The words refer to the eucharistic rite celebrated within the sanctuary as well as to the
representation of the apostolic communion on the north and south walls (Fig. 3).> An
identical verse was inscribed within the apse of the tenth-century basilica of St. Achilleios
on the island of Prespa.?

The conch of the apse contains a representation of the orant Virgin flanked by
two archangels, whose bent pose and outstretched hands signify their reverence. The
angels are dressed in tunics and mantles, the hems and edges of which blow mysterious-
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ly toward the Virgin. The pose of the figures and the flow of the drapery focus the view-
er’s eye on the central figure. An unusual addition to the composition is the hand of
God that descends from the upper border of the apse to bless the Virgin.

The intermediate register of the apse presents four saints: Gregory of Nyssa (Fig.
2), Gregory Thaumatourgos, Gregory of Akragas (Agrigentum), and Gregory of
Armenia. Each stands in a frontal pose and holds a Gospel book in his left arm. The
unusual clustering of four saints bearing the same name, in addition to their frontal
stance and plain phelonia, are elements consistent with the early-eleventh-century date
of the decorative program. At this time, as discussed in chapter II, a wide variety of
saints, all rendered in frontal pose, could be summoned for the decoration of church
sanctuaries.

Four half-length anargyroi are depicted within medallions painted across the lower
register of the apse (from left to right): John, Kyros, Hermolaos, and Thallelaeos. Standing
physician saints continue on the north wall of the sanctuary; the south wall, however, is
decorated with two unidentifiable hermit saints and John the Baptist. It has been sug-
gested that the selection of physician saints for the decoration of the sanctuary may reflect
either the close association of their cult to the Virgin or the patron’s desire to invoke
their healing powers (Tsitouridou). The latter seems more likely since the church was
initially constructed as a burial chapel. Evidence for this function is provided by a tomb
built against the north wall of the nave, by an inscription in the sanctuary asking for the
“redemption and remission” of the sins of the donors, and by the subject matter repre-
sented in the dome (the Ascension) and narthex (the Last Judgment).” Considering that
the church was intended eventually to serve a funerary purpose, it is likely that the promi-
nent inclusion of physician saints in the church sanctuary reflected the patron’s desire
for medical protection and assistance while still alive.”™ A similar selection of medical
saints for a church with a funerary component can be seen in the Holy Anargyroi,
Kastoria (see no. 8 below).

The Communion of the Apostles in Panagia ton Chalkeon is the earliest extant
representation of the scene in the central sanctuary of a Byzantine church. The com-
munion of the bread appears on the south wall and the communion of the wine direct-
ly opposite (Fig. 3). Through their placement on the side walls, the two halves of the
representation physically surrounded the altar and drew the celebrants into the ranks
of the holy.

The painting of Panagia ton Chalkeon establishes a benchmark, for it represents
a completely decorated sanctuary before the program was transformed to depict the
eucharistic celebration in a more direct fashion. The frontal position of the four
Gregories distances them from the celebrant. The paintings are iconic and function as
portraits of holy men or heavenly intercessors rather than as painted participants in
eucharistic celebration. Their prominent position in the program indicates that at the
time when this church was decorated the sanctuary was not the exclusive realm of the
holy episcopate, but could be entered by numerous saints who fulfilled specific votive

functions.
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2. Hagia Sophia, Ohrid (Figs. 4—6)

REFERENCES: Nikolai Okunev, “Fragments de peintures de 1’église Sainte-Sophie
d’Ochrida,” Mélanges Charles Diehl (Paris: E. Leroux, 1930), 2: 117—31; Ferdinando Forlati,
Cesare Brandi, and Yves Froidevaux, Saint Sophia of Ochrida: Preservation and Restoration of
the Building and Its Frescoes: Report of the UNESCO Mission of 1951 (Paris: UNESCO, 1953);
Radivoje Ljubinkovi¢, “La peinture murale en Serbie et en Macédoine aux XIe et XIIe
siecles,” CorsiRav 9 (1962): 413—22; André Grabar, “Les peintures murales dans le choeur
de Sainte-Sophie d’Ochrid,” CahArch 15 (1965): 257—65; Ann Wharton Epstein, “The
Political Content of the Paintings of Saint Sophia at Ohrid,” JOB 29 (1980): 315—29;
Cvetan Grozdanov, Saint Sophia of Ohrid (Ohrid: Zavod za zaitita na spomenicite na kul-
turata 1 Naroden muzej, 1988); Wharton, Art of Empire, 105—6.

According to an entry in a list of Bulgarian archbishops, the founder of Hagia Sophia in
Ohrid was “Leo, first of the Romans, chartophylax of the Great Church [Hagia Sophia,
Constantinople], founder of the lower church in the name of the Holy Wisdom of
God”’™ Leo served as Ohrid’s bishop from 1037 to 1056 and played an active role in the
theological disputes between the Latin and Orthodox churches.®

The basilican plan of the eleventh-century Hagia Sophia in Ohrid and the unusual length-
ening of its sanctuary enhanced the experience of the decorative program (Fig. 4). It is a
sophisticated amalgam of images derived from both the Old and New Testaments. Despite
innovations in the choice of subjects, certain aspects of the sanctuary program, such as the
representation of Church hierarchs in frontal pose, betray the early date of the decoration.

The enthroned Virgin in the conch of the apse holds a small mandorla contain-
ing the Christ child in front of her chest. The representation of the child forms a stark
contrast to the adult Christ depicted in the scene of the Ascension in the vault above. In
both portraits, Christ is dressed in a gold robe, holds a closed scroll in his left hand, and
raises his right hand in a benedictional gesture. The child Christ, however, also wears a
deacon’s scarf over his shoulder, a reference to his role in the eucharistic liturgy. On the
side walls at the level of the conch, genuflecting angels in long friezes approach the Virgin
and Child. These angels play the role described by the inscription crowning the sanctu-
ary in Panagia ton Chalkeon; they are the companions and guides of the faithful who, at
discrete moments of the liturgy, join the ranks of the holy by means of specific prayers
and actions.

In the central register of the apse Christ stands behind an altar and chancel barrier as
nimbed apostles approach from either side (Fig. 5). Two angels holding rhipidia assist in the
ceremony. The scene has been interpreted (Wharton Epstein) as representing both the
Communion of the Apostles and the proskomide (the preparation of the offerings). The latter
identification is supported by comparing this scene to a similar representation that serves
as the headpiece for the proskomide prayer in the Jerusalem Roll (Cod. Stavrou 109).™
Moreover, scholars have noted that the round offering depicted in Hagia Sophia is stamped
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in the center and complete, indicating that the ammnos has not yet been extracted.” It seems
unlikely that Byzantine viewers would have understood the representation to signify a spe-
cific moment of the liturgy. In all other ways, the scene conforms to scenes of the
Communion of the Apostles found elsewhere, where Christ is approached by two lines of
apostles who extend their hands to receive communion. If the scene were intended to rep-
resent the proskomide, we might have expected it to be located in the prothesis chamber.

Images placed on the side walls of the sanctuary at the same level as the com-
munion seem to be designed to supplement the meaning of the central scene, although
in ways that are difficult to grasp with any certainty. On the north wall of the sanctuary,
St. Basil, author of the most commonly used liturgy of this period, stands over an altar and
holds an open scroll inscribed with the words of the proskomide prayer from the liturgy
that carries his name (Fig. 6). Next to him, in extremely damaged condition, is a repre-
sentation of John Chrysostom receiving Holy Wisdom. The sanctuary of Hagia Sophia
also includes Old Testament scenes typologically related to the eucharistic sacrifice:
Abraham greeting the angels and the subsequent scene of the Hospitality, the Three
Hebrew Children in the Furnace, Jacob’s Ladder, and the Sacrifice of Abraham.

Six frontal bishops are represented in the lower register of the central apse:
Gregory Thaumatourgos, Gregory the Theologian (Nazianzos), John Chrysostom, Basil,
Athanasios of Alexandria, and Nicholas of Myra, all figures who were associated with
the patriarchate of Constantinople. Those depicted in the pastophoria represent the
remaining sees of Jerusalem, Antioch, Alexandria, and Rome.

Scholars have often praised the sophistication of the sanctuary program of Hagia
Sophia. Indeed, the decoration includes a number of components never again used in
this region. Typological scenes from the Old Testament, for example, are not typically
found in the sanctuary decoration of Macedonian churches, although they occur occa-
sionally outside this area.” The careful inclusion of bishops representing the five patriar-
chates and the emphasis on Constantinopolitan figures is also unusual and has been linked
to Ohrid’s political and ecclesiastical aspirations in the period when the church was dec-
orated (Grabar, Wharton Epstein).

As in Panagia ton Chalkeon, the episcopal figures in Hagia Sophia do not par-
ticipate in the liturgy but stand immobile in iconic frontality. The same distance is main-
tained in the scene of apostolic communion. Here the bread is not distributed to the
apostles. Christ holds the visibly leavened offering, a detail that delivers a theological and
political message rather than a liturgical one.

3. Panagia Eleousa, Veljusa (Figs. 7—9)

REFERENCES: Vojislav J. Djurié, “Fresques du monastere de Veljusa” Akten des x1.
Internationalen Byzantinisten-Kongresses (Munich: C. H. Beck’sche Verlagsbuchhandlung,
1958), 2: 113—21; Miodrag Jovanovié, “O Vodo¢i 1 Veljust posle konservatorskih radova,”
Zhornik na Stipskiot Naroden Muzej 1 (1958—59): 125—35; Petar Miljkovi¢-Pepek, “Les
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données sur la chronologie des fresques de Veljusa entre les ans 1085 et 1094,” Actes du Xve
Congrés international des Etudes Byzantines (Athens: Association Internationale des Etudes
Byzantines, 1981), 2B: 499—s10; Miljkovi¢-Pepek, Veljusa; Babié, “Les discussions,” 368—86.

An inscription over the main entrance to the church provides the name of the church and
states that it “was raised from its foundations by Manuel the Monk, Bishop of Tiberioupolis
[Stroumitsa], in the year 6588 [= 1080], in the third indiction.”’” Djurié, Jovanovi¢, and
Miljkovi¢-Pepek date the apse decoration to 1080. Babié attributes the painting to the first
half of the twelfth century. According to Miljkovié-Pepek, the wall paintings present the fol-
lowing chronology: the earlier layer of paintings dates to the initial construction of the
church between 1080 and 1094. A second phase of painting is dated circa 1166/68 through
stylistic analogies with the decoration of St. Panteleimon, Nerezi.

In the eleventh-century decoration of Panagia Eleousa, the Virgin Hodegetria domi-
nates the conch of the apse (Fig. 7). The Christ child sits on her lap, raises his right hand
in blessing, and gently rests his left hand on a closed scroll. The lower register of the
sanctuary presents the unusual representation of four hierarchs: two in frontal pose and
two in three-quarter pose. The bishops in three-quarter pose, John Chrysostom and Basil,
hold liturgical scrolls inscribed with the First Prayer of the Faithful from the Liturgy of
Chrysostom and the Second Prayer of the Faithful from the Liturgy of Basil (Fig. 9).
The selection of these prayers differs from those John Chrysostom and Basil customari-
ly hold in later churches.”™ The selection of texts supports an early dating of the pro-
gram, before the Christological debates that influenced later art and the choice of the
inscriptions held by the bishops.” Between the celebrating bishops is the hetoimasia (Fig.
8). The image is extremely damaged; only the right half of the cushion, a part of the
dove, and a section of the Gospel book remain visible.

The discovery of fragments from the head of Christ turned in three-quarter posi-
tion suggests that the second decorative phase of the sanctuary included the Communion
of the Apostles (Miljkovi¢-Pepek, “Les données,” fig. 4).

4. St. Leontios, Vodoca (Figs. 10, 11)

REFERENCES : Zarko Tati¢, “Deux monuments de I'architecture byzantine dans la région
de Strumica,” Skopsko Naucno Drustvo. Glasnik 3 (1928): 83—96; Petar Miljkovi¢-Pepek,
Kompleksot crkvi vo Vodoca: Del od proektot za konzervacija i restavracija na vodockiot kompleks
(Skopje: Republicki zavod za zajtita na spomenicite na kulturata, 1975).

The ecclesiastical complex at Vodoca, near Stroumitsa, consists of two earlier structures
rebuilt in the late eleventh or early twelfth century to form a single cross-in-square
church. I will discuss only the central church, since the evidence for the earlier church-
es is too fragmentary to permit a plausible reconstruction of its decorative program.
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Referring to fragments depicting the lower portion of a platform, Miljkovié-Pepek sug-
gested that an enthroned Virgin was originally represented in the conch of the apse.
Only the upper sections of two bishops, identified as Gregory the Theologian and Basil
the Great, remain from the register below the conch of the apse (Fig. 10). Miljkovié-
Pepek proposed that these figures were full-length bishops in frontal pose. Sufficient
evidence remains to reconstruct a frieze of genuflecting angels on the side wall of the
sanctuary. On the south wall, below this frieze, are two standing bishops who hold closed
Gospel books; Miljkovi¢-Pepek has identified one as St. Spyridon (Fig. 11). The wall
paintings in this church are too fragmentary to allow any conclusion about the scope of
the decorative program.The inclusion of a frieze of angels on the side walls of the sanc-
tuary may, however, indicate associations with the decoration of Hagia Sophia in Ohrid

(Fig. 4).

5. Sts. Theodoroi (Old Metropolis), Serres (Fig. 12)

REFERENCES: Paul Perdrizet and L. Chesney, “La Métropole de Serres,” Monuments et
mémoires publiés par I’ Académie des inscriptions et belles-lettres: Fondation Eugéne Piot 10 (1903):
123 —44, figs. 8—17; Ernst Diez and Otto Demus, Byzantine Mosaics in Greece: Hosios Lucas
and Daphni (Cambridge: Harvard University Press, 1931), 106—16, figs. 122, 133; Anastasios
Orlandos, “He metropolis ton Serron,” ABME 5 (1939/40): 153—66; Angeliki Strati, “To
sozomeno psephidoto tou apostolou Andrea apo ten Palaia Metropole Serron,”
Makedonika 25 (1985—86): 88—104.

A date of circa 1100—1110, based on style and iconography, has been generally accepted
for the mosaic decoration of this church (Orlandos, Strati).

Only the figure of the apostle Andrew survives from the Communion of the Apostles,
which once adorned the sanctuary of the metropolitan church of Serres. Old photographs
and descriptions of the mosaic (Strati) indicate that Christ was depicted twice under a
ciborium and was approached from either side by six nimbed apostles. Peter approached
from the left to receive the bread, and a chalice was extended to Paul on the right.

6. St. Panteleimon, Nerezi (Figs. 13—16)

REFERENCES: Gabriel Millet and Anatole Frolow, La peinture du moyen dge en Yougoslavie
(Paris: E. de Boccard, 1954), 1: fig. 15; Hamann-Mac Lean and Hallensleben, Die
Monumentalmalerei, 1: 32—45; 2: 261—81; Petar Miljkovié¢-Pepek, Nerezi (Belgrade:
Jugoslavija, 1966); Babi¢, “Les discussions,” 368—86; Ida Sinkevi¢, “The Church of Saint
Panteleimon at Nerezi: Architecture, Painting, and Sculpture,” Ph.D. diss., Princeton
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University, 1994; eadem, “Alexios Angelos Komnenos: A Patron without History,” Gesta
30,1n0.1 (1996): 34—42.

The date of the church is provided by an inscription on a marble slab placed over the
entrance to the nave:

The church of the holy and renowned great-martyr Panteleimon
was made beautiful through the contribution of kyr Alexios
Komnenos,* son of the purple-born kyra Theodora, in the month
of September, indiction 13, 6673 [= 1164], during the abbacy of
Ioannikios.

"ExoAAiepynOn 6 vodg 100 dyiov kol évdEov peyalopudptopog
[Tovtedenpovog éx cuvdpoutic kupod "Ale&iov 100 Kopvnvod viod tiig
TOPPLPOYEVVNTOL KVPag Ocodmpoag. Mnvi ZenteuPpim tvOkTIdVOG
1y’, €toug ,¢xoy’ Myovuevevovtog Twovvikiov?!

The Virgin and Child in the conch of the apse were painted in the sixteenth century. The
twelfth-century sanctuary decoration begins in the central register of the apse with the
Communion of the Apostles (Fig. 13). Only two pairs of apostles and Christ were actu-
ally depicted within the apse; the rest of the scene continues on the side walls of the
sanctuary. In the central portion of the apostolic communion, two angels dressed as dea-
cons flank a ciborium and hold rhipidia over a paten (Fig. 14). Christ is represented once
on either side of these angels; two other angels hold liturgical napkins under the chins of
the approaching apostles, just as deacons did during the communion of the faithful. The
pair of embracing apostles on the north wall of the sanctuary form an unusual compo-
nent of this scene (Fig. 16).

John Chrysostom and Basil are represented in the lower register of the apse on
either side of the hetoimasia. The liturgical authors wear polystavria and hold open liturgical
scrolls. As in the communion scene in the central register, the episcopal figures continue
on the side walls of the sanctuary; Gregory the Theologian and Gregory Thaumatourgos
are located on the north wall and Athanasios of Alexandria and Nicholas on the south.
The hetoimasia, similar to that in Veljusa, is represented below the central window of the
apse and precisely behind the altar (Fig. 15). Flanking the throne are two half-length
angels dressed as deacons and holding rhipidia. The artist depicted candles on the nar-
row face of the east wall flanking the apse.*

The Nerezi painter’s predilection for beginning subjects in the apse and contin-
uing them on the side walls is rare. Occasionally the celebrating bishops spill out of the
apse, but lateral expansion of the Communion of the Apostles is unusual. By employing
the side walls, the painter may have intended to emphasize the processional nature of
the celebration.
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7. St. Michael the Archangel, Prilep (Figs. 17, 18)

REFERENCES: Dimitar Cornakov, “Les travaux de conservation et de restauration sur
Parchitecture et les fresques de I’église de St. Archanges pres de Prilep,” Zbornik zastite
spomenika kulture 18 (1967): 93—98; Miljkovié-Pepek, “Contribution,” 189—96.

Fragments from the small, single-aisled church of St. Michael the Archangel have been
dated by Cornakov to the second half of the twelfth century. The proposed date is sup-
ported by archaeological investigations into the construction phases of the building.
Miljkovié-Pepek dates the painted fragments on stylistic grounds to the late twelfth or
early thirteenth century.

‘Wall paintings discovered during excavation of the church include the upper portions of
two hierarchs turned in a three-quarter stance and holding open liturgical scrolls. From
their portraits and pose we can tentatively identify them as Basil and Gregory the
Theologian (Fig. 17). Another fragment belongs to the apostle Andrew from the
Communion of the Apostles (Fig. 18).

8. Holy Anargyroi, Kastoria (Figs. 19—22)

REFEREN CES: Pelekanides, Kastoria, figs. s—14; Tatiana Malmquist, Byzantine 12th-Century
Frescoes in Kastoria: Agioi Anargyroi and Agios Nikolaos tou Kasnitzi (Uppsala: Almqvist &
Wiksell, 1979); Ann Wharton Epstein, “Middle Byzantine Churches of Kastoria: Dates and
Implications,” Art Bulletin 62 (1980): 190—207; Svetlana Tomekovi¢, “Les répercussions du
choix du saint patron sur le programme iconographique des églises du 12€ siécle en
Macédoine et dans le Péloponnese,” Zograf 12 (1981): 25—42; Pelekanides and Chatzidakis,
Kastoria, 22—49 (with bibliography); Moutsopoulos, Ekklesies tes Kastorias, 368—91; Eugenia
Drakopoulou, He Pole tes Kastorias te vyzantine kai metavyzantine epoche (120s—160s ai.):
Historia, Techne, Epigraphes (Athens: Christianike Archaiologike Hetaireia, 1997).

Holy Anargyroi (Sts. Kosmas and Damianos) is a small, three-aisled basilica preserving
three layers of wall painting. Representations in the narthex belong to the first phase
executed at the beginning of the eleventh century (Pelekanides and Chatzidakis). The
sanctuary decoration belongs to the second layer of painting; judging by style, it was
executed in the late twelfth century, most likely in the 1180s (Malmquist, Pelekanides
and Chatzidakis).>* A third, though limited painting campaign is revealed in the thir-
teenth- or fourteenth-century votive portrait of a Kastorian nobleman represented in
the north aisle of the church.*

The patron of the second decorative phase, Theodore Lemniotis, is depicted with
his wife, Anna Radene, and their son, John, in the north aisle of the church.?® An inscrip-
tion in verse appears on the east wall of the narthex over the nave entrance; it reads:
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Time, the sower and in turn the destroyer of all things has hastened to lay
waste to your glorious house, holy dyad. I, your faithful and humble servant
Theodore, offspring of the Lemniotis, fighting against the ravages of time,
have succeeded in bringing forth the decoration of the church from the very
foundations up to the roof. But in vain I restore your columns through the
desire of my tripartite soul. I raise the house of the holy dyad [Kosmas and
Damianos] hoping to find there the ever-dewey grass and a place of the meek.*”
And now, entreating to find the recovery of my ailing flesh and the gift of
bodily health, and begging for this favor along with my wife and children.

Zmopevg O Tavi(wv) kol eBopebe may xpdvog Eclnevoe Kot 60D ToV
nepikAvtov 8opov duag aylo | 1§ eBopd xotokAdoon éyd 8¢ mioTdg evTEANG
VUBY AdTpig, | Oeddmpog kKAGY ANuvietdy 6cevog dvtitoiaicog | T
900pd. Tf 10D xpdvov, BaBpav dn’ adTdV puéxpt kol oTéMg | PBGve TV
gOnpémetay 100 vood maptotdvay - | tAy énl ddikov 6od TpocleTd Tovg
otoAovg | 10 Thg ufg 88 Tp1uepodg wuyfig téBp centhig | Suadog éeyelpo
10V 84pov oxnvhy éxelloe Thy deidpoctv yAdnv, ebpelv Svcwrdv kol ténov |
@V Tpoémv To VOV 8¢ pdoty coprodg NoBevnuévng kot cwlpoatikig dwpedv
eve&log T x4pv altdv cvv cvveLve kol ték[voig].?®

The unusual height of the church creates additional decorative space on the east and
west walls. The east wall is divided into numerous registers that are interrupted by archi-
tectural setbacks as well as by painted bands (Fig. 20). The Deesis is depicted in the upper-
most register, and immediately below it, over the opening into the apse, is painted the
Annunciation. The archangel Gabriel approaches from the left; the Virgin, on the right
side of the composition, stands in front of a highly decorated throne and holds a spindle
in her right hand. Between these two figures is a half~medallion containing the Ancient
of Days. In the narrow vault over the apse is the hetoimasia and below this, a representa-
tion of Christ Emmanuel. In combination, these three images—the Ancient of Days, the
hetoimasia, and Christ Emmanuel—represent the Trinity.

The height of the central aisle of the church results in an oversize representation
of the enthronedVirgin and Child in the conch of the apse. The seated Hodegetria finds
a close parallel in the Virgin and Child depicted in the contemporary church of St. George
at Kurbinovo (Fig. 25).2° As at Kurbinovo, the Virgin sits on an elaborate throne with her
feet resting on a jeweled platform and cushion. She prevents Christ, rendered as an active
child, escaping her embrace by firmly gripping his left ankle.3® The prostrating angels on
either side of the Virgin and Child also resemble those at Kurbinovo, with the exception
of the standards they carry here. The apse at Holy Anargyroi is much narrower than that
at Kurbinovo, an architectural difference that results in the composition’s vertical elonga-
tion and the displacement of the angels to the side walls of the sanctuary. Kosmas and
Damianos, the titular saints of the church, flank the Virgin and Child. Though their gazes
are directed toward the viewer, they clasp their hands and turn toward the Virgin.

39



Appendix

The lower register of the apse contains the portraits of four bishops—Gregory the
Theologian, Basil the Great, John Chrysostom, and Nicholas—depicted in three-quarter
pose and facing a central, painted altar (Figs. 21, 22). All of the bishops wear polystavria,
and the omophoria of Basil and Chrysostom are decorated with a distinctive pattern.The
bishops’ eyes are directed toward the viewer rather than toward the central composition.
The altar, which holds a chalice and paten, has a marble base and is covered by an ornate
altar cloth. Two deacons, Stephen and Euplos, appear on the east wall flanking the apsidal
curve. The program was supplemented by the depiction of three bishops, Hierotheos,
Gregory of Nyssa, and John Eleemon, on the south wall of the sanctuary.

9. St. Nicholas tou Kasnitze, Kastoria (Figs. 23, 24)

REFEREN CES: Pelekanides, Kastoria, figs. 46 —48; Tatiana Malmquist, Byzantine 12th-Century
Frescoes in Kastoria: Agioi Anargyroi and Agios Nikolaos tou Kasnitzi (Uppsala: Almqvist &
Wiksell, 1979); Ann Wharton Epstein, “Middle Byzantine Churches of Kastoria: Dates and
Implications,” Art Bulletin 62 (1980): 190—207; Pelekanides and Chatzidakis, Kastoria, s0—65;
Wharton, Art of Empire, 120—24; Moutsopoulos, Ekklesies tes Kastorias, 401—30; Eugenia
Drakopoulou, He Pole tes Kastorias te vyzantine kai metavyzantine epoche (120s—160s ai.):
Historia, Techne, Epigraphes (Athens: Christianike Archaiologike Hetaireia, 1997).

The frescoes of this single-aisled church have been dated on the basis of their style to the last
decades of the twelfth century (Malmquist, Pelekanides and Chatzidakis, Pelekanides). The
patron of the church is named in a twelve-syllable metrical inscription over the west door:

Having received your many gifts, thrice-blessed [Nicholas], from the time
that I came into this place of weeping, sinful, piteous supplicant, doer of
evils. And now [I] Nikephoros, called Kasnitzes, through fortune magistros,
raise up this church from its foundations to its heights and with burning
desire adorn it with holy colors and a variety of images for you, provider of
all good things.

[ToAA®V teTevy 0O dwpedv GOV Tpropdicop &e’ obmep NABov eic T0[v]
xKAowBudvog tomov dATpdc, oikTpdg ikéTng, KakepydTng T4 vV GvieTd

Tov veav Niknedpog toyn péytotpog kol tovnikAnv Kaovit{ng BéBpwv dn’
dxpav - Ay (éovtl 10 1600 centaic kataAdunovio ypouatovpyloig Kol
novtodono[ig et]kdvev tokiAlaig ool T dothipt T@v koA®d[v].3*

Nikephoros is represented with his wife, Anna, flanking a portrait of St. Nicholas on the

east wall of the church narthex. The inscription on the nave’s west wall falls directly
behind these portraits, suggesting that the juxtaposition was intentional.3?
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The uppermost level of the east wall, as in Holy Anargyroi, is decorated with the Deesis.
The Annunciation appears directly below, framing the opening of the apse (Fig. 23).The
archangel Gabriel and the Virgin Mary are separated by a representation of the Holy
Mandylion. As scholars such as Hadermann-Misguich (see Kurbinovo) have noted, the
Annunciation in St. Nicholas resembles that in Kurbinovo, a church in close geographi-
cal and chronological proximity. In both, the Virgin’s body is turned away from the angel
while her gaze meets his (Figs. 24, 25). There are, however, slight differences in style and
in composition: in St. Nicholas, the life-sized figures are not elongated and slender, and
the drapery is less turbulent. Moreover, the Virgin fails to raise her right hand but remains
absorbed in her spinning.

The conch of the apse is decorated with an image of the Virgin in an orant pose.
She is flanked by two venerating angels, who extend covered hands while bowing at her
feet. The lower register of the apse presents six hierarchs on either side of a two-lobed
window. This level, unfortunately, is poorly preserved; the six episcopal figures are in such
damaged condition that only John Chrysostom (to the right of the window) and Basil (to
the left) can be identified securely. Two niches are carved within the east wall flanking the
opening of the apse. The south niche contains a representation of a deacon holding an
incense container. The figure in the northern niche is no longer preserved.

Frontal saints holding Gospel books adorn the side walls of the sanctuary. On
the south wall are Cyril of Alexandria and an unidentified saint (Fig. 23). On the north
wall of the sanctuary are two frontal bishops whose damaged condition prevents secure
identification. Adjacent to these saints are the markings for the icon screen; beyond this
divider is an icon of the titular saint, Nicholas.

10. St. George, Kurbinovo (Color Plate III, Figs. 25, 26)

REFEREN CE: Hadermann-Misguich, Kurbinovo (with bibliography). -

The church of St. George in Kurbinovo is dated by an inscription on the back of the altar
that proclaims: “We have begun to paint the church on the 25th of April, in the ninth
indiction, in the year 6699 [= 1191].”3

In Kurbinovo the scene of the Ascension occupies the upper register of the east wall of
the church and fills the triangular wall space under the eaves of the roof (Fig. 25). Christ,
depicted in 2 mandorla held aloft by two angels, crowns the scene; the orant Virgin stands
below and is flanked by two angels and six apostles. In the register below is the
Annunciation. As is typical in this period, the composition is divided on either side of the
arched opening of the apse; the archangel Gabriel, who stands at the left side of the com-
position, extends his right hand in a gesture of speech. The Virgin turns from the angel
with her right hand protectively raised in front of her chest. She is seated on an elaborate
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throne in front of an ornate facade. Adjacent to her head is a semicircular representa-
tion of the heavens from which emanate the rays of the Holy Spirit.

Set back under the arch is an inscription that refers to Mary’s virginal state before
and after the Nativity. Taken from the first tone of the Octoechos, a collection of liturgical
hymns attributed to John of Damascus, the inscription reads: “The celestial orders flank
your child in servile worship, rightfully wondering at the seedless nature of your child-
birth, O, Ever-Virgin, for you were pure, both before bearing and after childbirth’3*The
inscription is directly illustrated by the apse composition, which presents angels in atten-
dance and prominently displays the product of the “seedless” (asporos) childbirth on the
Virgin’s lap. The Virgin and Child in the conch of the apse are monumental in scale. The
painter represented Mary’s elaborate throne like that of the Annunciation to draw a com-
parison between the beginning and end of one event.

In the lowest register of the apse, eight concelebrating hierarchs converge on the
representation of the sacrificed Christ (Color Plate III, Fig. 26). The bishops are identified
as Gregory of Nyssa, Gregory Thaumatourgos, Gregory the Theologian, Basil, John
Chrysostom, Athanasios, Achilleios, and Nicholas. The six inner bishops wear polystavria;
as in Holy Anargyroi, Basil and John Chrysostom are differentiated by distinctive pat-
terns on their omophoria. The side walls of the sanctuary are decorated with frontal bish-
ops wearing plain phelonia and carrying Gospel books.

Niches containing half-length portraits of St. Stephen (?) and St. Euplos are locat-
ed on the east wall of the sanctuary. In the absence of a prothesis chamber these niches
would have played a role in the preparation of the offerings and are thus appropriately
decorated with portraits of deacon saints. ‘

11. Metropolis (St. Demetrios), Servia (Figs. 27, 28)

REFEREN CE: Andreas Xyngopoulos, Ta mnemeia ton Servion (Athens: M. Myrtidis, 1957),
29-75.

The metropolitan church of the abandoned medieval city of Servia was probably built
following the recapture of the settlement from the Bulgarians in 1001.The wall paintings
represent two phases; the second phase is dated to the late twelfth or early thirteenth
century on stylistic grounds.

Within the central sanctuary, paintings are preserved only on the south wall and on a
narrow section of the south curve of the apse (Fig. 27). From the surviving decoration it
is clear that the lower register of the apse once presented bishops turned in three-quarter
stance. Scenes from the life of the Virgin are located in the intermediate register of the
sanctuary’s side walls. On the north wall is the birth of the Virgin and, opposite, her
Presentation in the Temple. According to Xyngopoulos, the communion of the wine
was depicted adjacent to the scene of the Presentation.® Close examination of the scene,
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however, reveals a number of discrepancies from the usual iconography: there are only
eight apostles, Christ stands in a frontal position on the westernmost side of the compo-
sition, and there is no visible altar. Four frontal bishops are represented in the lower reg-
ister of the south wall. Three of them are identified as the popular local saints Achilleios,
Oikoumenios, and Blasios; they wear plain phelonia and hold Gospel books in their cov-
ered hands (Fig. 28).3% Xyngopoulos identified the scene of the Deesis on the north wall
of the sanctuary, although no traces remain to verify this observation.3’

12. Panagia Mavriotissa, Kastoria (Fig. 29)

REFEREN CES: Nikolaos Moutsopoulos, Kastoria Panagia he Mauriotissa (Athens: Ekdosis
Somateiou: Philoi Vyzantinon Mnemeion kai Archaioteton Nomou Kastorias, 1967);
Stylianos Pelekanides, “Chronologika provlemata ton toichographion tou Katholikou
tes Mones tes Panagias tes Mauriotissas Kastorias,” Archaiologike Ephemeris (1978): 147—50;
Ann Wharton Epstein, “Middle Byzantine Churches of Kastoria: Dates and Implications,”
Art Bulletin 62 (1980): 202—~7; Pelekanides and Chatzidakis, Kastoria, 66—83; Georgios
Gounares, He Panagia Mauriotissa tes Kastorias (Thessalonike: Ekdoseis P. Pournara, 1987).

The sanctuary decoration of Panagia Mavriotissa is divided into several distinct phases.
Chatzidakis has proposed that the upper portion of the east wall, including the conch
of the apse, was destroyed at an early point and its reconstruction required repainting.
He dates the original decoration to the early thirteenth century; for the second phase
he suggests 1259 as a terminus ante quem; subsequent additions to the decoration are dated
1259—064 on the basis of inscriptions mentioning Michael VIII Palaiologos and his broth-
er, John.® Wharton Epstein divides the painting into two phases based on analysis of the
style and plaster joins by Cormack and Pelekanides, who were able to examine the fres-
coes inside the sanctuary and provide her with information on their condition. For her,
the upper part of the conch and the gable above the apse are dated between 1259 and
1265. The remaining frescoes belong, on stylistic grounds, to the late eleventh or early
twelfth century.®

The east wall above the conch of the apse contains scenes common to churches of
Byzantine Macedonia. The Ascension crowns the east wall, as it does in other Macedonian
churches (e.g., Kurbinovo). Also common in small, single-aisled churches, the Annun-
ciation is divided on either side of the opening of the apse. In Panagia Mavriotissa, the
standing Virgin carries a spindle in her left hand and raises her right hand to her chest in
a gesture of protection (Fig. 29).

In the conch of the apse, the enthroned Virgin and Child are flanked by
archangels dressed in imperial costume. The Virgin sits on an ornate, lyre-backed throne.
Her hands hold the child, though they do not convincingly contain him.The child, who
is small in size but rendered almost as an adult, hovers in front of the Virgin, holds a
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closed scroll in his left hand, and raises his right hand in blessing. A donor of the second
painted layer, the monk Manuel, crouches in proskynesis at the Virgin’s feet. The inter-
mediate register uniquely represents the four evangelists arranged in pairs. They flank a
central medallion of Christ Emmanuel, which was inserted in a later decorative phase.
The series of bishops in three-quarter pose and located in the lower register of the apse,
belong to the first phase. The figures have been identified as Polykarp, an unidentified
bishop, Gregory the Theologian, Basil, John Chrysostom, Athanasios, John Eleemon, and
Gregory Thaumatourgos.*® On the east wall, on either side of the evangelists, are repre-
sentations of deacons, stylite saints, and doctor saints, including Hermolaos.#

13. Old Metropolis, Veroia (Fig. 30)

REFERENCES: Giorgios Chionides, Historia tes Veroias: Tes poleos kai tes perioches
(Thessalonike: [s.n.], 1970), 2: 175—76; Mouriki, “Stylistic Trends,” 68; Maria Panayotidi,
“Les églises de Véria, en Macédoine,” CorsiRav 22 (1975): 303 —15; Euthymios Tsigaridas,
“Les peintures murales de I’Ancienne Métropole de Véria,” in MileSeva dans I’histoire du
peuple Serbe, Colloques scientifiques de ’Académie Serbe des sciences et des arts XXXVIIL,
Classe des sciences historiques 6 (Belgrade: Srpska akademija nauka 1 umetnosti, 1987),
91—100; Papazotos, He Veroia, 164—69, 242—49, fig. 6.

The Old Metropolis, originally dedicated to the apostles Peter and Paul, is the largest
Byzantine church in Veroia. Substantial portions of the basilica were constructed around
1070—80 according to a marble inscription that names Niketas, a bishop of that city.#* Its
painting comprises at least four distinct phases.** The decoration of the sanctuary dates to
the thirteenth and early fourteenth centuries and may be divided into two, perhaps three,
phases. The paintings of the east wall and most of the internal apsidal decoration belong
to an early-thirteenth-century campaign; Papazotos has suggested that the majority of
the frescoes were painted between 1215/16 and 1224/25 on the basis of stylistic com-
parisons to monuments such as Mileseva (dated before 1228).4 Historical circumstances
support the date provided by stylistic analysis; the decoration was most likely completed
during the residency of Theodore Komnenos Doukas in the city. Theodore stayed in
Veroia until his liberation of Thessalonike from the Latins in 1224.%

The Annunciation is located on the east wall above the opening of the apse. The upper-
most section of the archangel Gabriel is now destroyed. The lower section of the body
represents an active figure, dressed in a red mantle and lunging toward the Virgin. Mary,
on the right side of the apse, stands on a decorated platform and holds a spindle in her left
hand. She bows her head to the angel. Rays emanating from the upper left corner of
the composition indicate that there once existed a representation of the heavens, as at
St. George, Kurbinovo, and the Panagia Mavriotissa, Kastoria (Figs. 25, 29).

The conch of the apse has been rebuilt by the Greek Archaeological Service. In the
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process of excavating below the floor of the sanctuary, archaeologists discovered fragments
from representations of the Virgin and archangels. No information has yet been published
regarding the type of Virgin or whether the infant Christ was included with his mother.

The intermediate register of the apse is decorated with an unusual string of
medallions containing half-length portraits of the twelve apostles. Ten apostles, their heads
surrounded by red nimbi, are depicted in medallions against a gold background. Peter
and Paul, the titular saints of the church, are differentiated; their heads are crowned by
gold nimbi against a red background. The apostles carry either scrolls or Gospel books.
Originally the names of the apostles were inscribed within the medallions. Today only the
name of Simon, the second figure from the right, is decipherable.

An unusually large number of concelebrating bishops, ten, adorn the lower reg-
ister of the apse. From left to right they are: Eleutherios (who is tonsured), Gregory
(Thaumatourgos?), Cyril, Gregory the Theologian, Basil, John Chrysostom, Athanasios of
Alexandria, John Eleemon, Nicholas, and Dionysios (Fig. 30). The two bishops at each
end are dressed in plain phelonia; the other six wear polystavria. Cyril is distinguished by
the white cloth that is draped around his neck and knotted in the front. After the Old
Metropolis, the church with the largest number of painted concelebrants is Kurbinovo,
which has eight (Fig. 25).

Close examination of the central section of the lower register of the apse indicates
that a layer of plaster was added on top of that decorated with the concelebrating bishops,
an addition that has been dated to the early fourteenth century. Located below a three-
lobed window, the upper section of the image has been destroyed. It is impossible to tell
from the painted remains whether the original representation was an altar table or the
melismos. Two half-length angels dressed as deacons flank the central altar. The heads of the
angels are at the same level as the top of the altar and they hold rhipidia. No trace of the
sacrificed Christ remains, but, considering the late date of the painting, the melismos seems
the more likely subject for representation.

14. St. John the Theologian, Veroia (Color Plate 1V, Figs. 31, 32)

REFERENCES: Manolis Chatzidakis, “Aspects de la peinture du xiie siecle en Grece,”
L’art byzantin du Xitle siécle, Symposium de Sopocéani, 1965 (Belgrade: Faculté de
Philosophie, Departement de I'Histoire de ’Art, 1967), 63, fig. 7; Myron Michailidis, “Les
peintures murales de I'église de Saint-Jean le Théologien a Véria,” Actes du Xve Congres
international des Etudes Byzantines (Athens: Association Internationale des Etudes
Byzantines, 1981), 2B: 469 —88; Papazotos, He leroia, 17172, 24950, fig. 7.

The wall paintings of St. John the Theologian have been dated to the first half of the
thirteenth century on stylistic grounds (Michailides, Papazotos). Significant portions
of the painted program from this period are preserved only in the easternmost section of

this church.
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The Ascension crowns the program of the east end of the church. In St. John the
Theologian the angels are dressed in unusually ornate costumes; their mantles are bor-
dered with pearls and their tunics have jeweled hems. Below this scene is the Annun-
ciation, separated into halves with the archangel Gabriel on the left side of the apse and
the Virgin opposite. Stylistically, the angel of the Annunciation resembles the same figure
in St. Nicholas tou Kasnitze in Kastoria, whereas the standing Virgin is reminiscent of
her counterpart in Holy Anargyroi. A dove descends from the heavens depicted in the
upper left corner of the composition.

The conch of the apse contains an austere orantVirgin, flanked by two angels in
imperial costume (Fig. 31). The Communion of the Apostles is represented in the lower
register of the apse, a placement that is unique in Byzantine painting. The apostolic
embrace, here exchanged between the apostles Luke and Andrew;, is incorporated into the
scene (Color Plate 1V, Fig. 32). Due to the unusual location of the Communion of the
Apostles, portraits of Basil and John Chrysostom are located on the east face of the piers
flanking the apse.

At some point in the history of this church, the central window of the sanctuary
was filled with plaster decorated with four nimbed figures. The painting on this added fill
is damaged but seems to represent at least two angels. Based on this identification, we
may propose that the melismos was added to the sanctuary at a later date.

15. St. Nicholas, Melnik (Figs. 33, 34)

REFERENCES: Antoine Stransky, “Les ruines de St. Nicolas 2 Melnic,” Atti del v Congresso
Internazionale di Studi Bizantini (Rome: Tipografia del Senato, 1940), 422—27; Andreas
Xyngopoulos, “Paratereseis eis tas toichographies tou Hag. Nikolaou Melenikou,”
Epistemonike Epeteris tes Philosophikes Scholes tou Panepistemiou Thessalonikes 6 (1950):
113—28; Liliana Mavrodinova, “Nouvelles considérations sur les peintures du chevet de
I'église Saint-Nicolas & Melnic,” Actes du xve Congrés international des Etudes Byzantines
(Athens: Association Internationale des Etudes Byzantines, 1981), 2A: 427—38; Liliana
Mavrodinova, Tsurkvata “Sveti Nikola” pri Melnik (Sofia: Bulg. khudozhnik, 1975).

The architecture and wall paintings that remain in the ruined basilica of St. Nicholas in
Melnik, in present-day Bulgaria, have been dated to the early thirteenth century on styl-
istic grounds by Xyngopoulos and Mavrodinova.

Although the conch of the apse contains a representation of the enthroned Virgin and
Child, the central register of the sanctuary is distinguished by a unique representation
found to either side of the apsidal window and above the episcopal throne. Xyngopoulos
was the first to identify the subject as the consecration of James, the first bishop of
Jerusalem. In this scene, James stands between the apostle Peter and Christ, who per-
forms the ceremony (Fig. 33).° An unidentified bishop, in frontal pose and carrying a
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closed Gospel book, stands on the extreme left.#” On the right side of the window, Basil,
John Chrysostom, Gregory the Theologian, and Athanasios respond to the ceremony by
extending their hands in a gesture of entreaty (Fig. 34). At the center of the composition,
above the three-lobed window, is an altar holding a Gospel book, scroll, two candle-
sticks, and a small, two-handled amphora, the types of ceremonial objects that would
have been used in the rite of consecration.

16. St. Constantine, Svecani (Fig. 35)

REFERENCES: Petar Miljkovié¢-Pepek, “The Church of St. Constantine in the Village
of Svecani,” Simpozium 1100-godisnina od smrtta na Kiril Solunski (Skopje: Makedonska
akademija na naukite i umetnostite, 1970), 1: 149—62; idem, “Contribution,” 193—94.

St. Constantine in Sveéani stands in ruined condition. Information about its decorative
program derives primarily from descriptions and drawings published by Miljkovié-Pepek,
who dated the paintings to the late thirteenth century on stylistic grounds.

The paintings in the conch of the apse were completely destroyed during the period in
which the building remained roofless, but the middle and lower registers of the central
sanctuary provide some information about the original program. The Communion of
the Apostles, in the middle zone, is closely tied by style and iconography to the church-
es of St. Nicholas Manastir and St. John Kaneo in Ohrid (Figs. 37, 41). At Sveéani two
groups of six apostles approach a double representation of Christ (Fig. 35). In the center
of the composition, two angels stand under a ciborium.The cloth that covers the altar is
similar to that represented at Manastir. As in St. Panteleimon at Nerezi and St. John the
Theologian in Veroia, the representation includes the apostolic embrace at the extreme
left of the scene.

Portraits of four bishops surround a single, narrow window in the lower register
of the apse. The painting is too damaged to identify any of the figures. It is certain, how-
ever, that they were depicted in three-quarter position. According to Miljkovi¢-Pepek, the
celebrating bishops continued onto the side walls of the sanctuary.

17. St. Nicholas, Manastir (Moriovo) (Figs. 36—40)

REFERENCES: Dimce Koco and Petar Miljkovié-Pepek, “La basilique de St. Nicolas au
village Manastir dans la région de Moriovo,” X. Milletlerarasi Bizans Tetkikleri Kongresi
tebligleri (Istanbul: Comité d’organisation du x. Congrés international d’Etudes Byzantines,
1957), 138—40; Dimce Koco and Petar Miljkovi¢-Pepek, Manastir (Skopje: Univerzitetska
pecatnica, 1958); Miljkovi¢-Pepek, “Contribution,” 190—91, fig. 12.
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According to its inscription, the basilican church of St. Nicholas was built initially in

1095 by the protostrator Alexios:

In the year 6603 [= 1095], during the reign of the most pious emperor and
autokrator of the Romans, kyr Alexios Komnenos. The much-beloved
uncle of the emperor, kyr Alexios the Protostrator,*® having passed through
this place and having admired the site, raised from its foundations the
church of Nicholas, [blessed] among our holy fathers, the archpriest and

miracle-worker.

+év £1(e1) .oy émi 1(Rg) PaciMelog) 10D eboefectdt(ov) Pacid(fms) k(ol)
adtokpdtmp(og) Poudi(av) kup(od) "AleEiov 10D Kopv(nvod). S1edb(av) év
16(v)8e 161 (0v) 6 mepumdOnTo(c) Belo(c) T(fic) PactAei(ag) odt(fig) KVP(10g)
"AAe€i(oc), 6 mpot(0)oTpdT(®)p, K(ol) dpec(duevog) T(0v) TOr(ov), dvAyvp(e)
vodv x BaBp(wv) Tod év dyloig (o) p(o)g MW(@Y) dpx(1)epdp(x0v) k(o) Boro-
notovpy(0d) Nuko(Adov).

The inscription, badly damaged, continues to relate how over time the church “was
becoming small, unsound, and riddled with holes,” a condition that resulted in its rebuild-
ing and redecoration by the “abbot of the monastery, kyr Ioannikios, he who took the
holy [monastic] habit under the name of Akakios.” The deacon John was called upon to
paint the church.The inscription records this second phase in the life of the church:

[the church] was painted in the year 6779 [= 1271], indiction 14, during
the reign of the most pious and great emperor and autokrator of the

R omans Michael Doukas Angelos Komnenos Palaiologos,* the New
Constantine.

dviotopif 8¢ év #11,cpol’ tvdikTidvog 18 [éni tiic PaciA]etlag tod
evoefectdrov ney(@)A(ov) Pacid(fm)g kol avtokpdtmpog Popoaimv Aovko
"Ayyéhov Kopvnvod M(1)yaMmA) 100 MaAoioAdy(ov) kot Néov
Kovotavtivov.s©

The image of a monastic donor, who is introduced to Christ by St. Nicholas, is also
found in the nave of the church; an inscription identifies him as the hieromonk and
abbot Akakios, the donor mentioned in the church inscription.s

The Virgin Orant fills the conch of the apse (Fig. 36). The wide mantle and outstretched
arms frame her figure and compositionally focus attention on her body, which marks
the strong vertical axis of the apse. Her face has been destroyed. Two archangels, labeled
in ornate script, kneel on either side of the central figure and outstretch their arms. Their
eyes are directed toward the viewer. The harsh modeling of their faces and the undulat-
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ing drapery of their mantles provide evidence for the survival of the Komnenian paint-
ing style well into the thirteenth century.

The Communion of the Apostles fills the central register of the apse (Figs. 37, 38).
The apostles, led by Peter and Paul, flank a central depiction of Christ. The elaborate
altar cloth relates decorative details in this church to those at Nerezi and Svecani. Likewise
in the church of St. Nicholas, the last two apostles on the north side of the scene
exchange an embrace.

Four bishops dressed in polystavria are located in the lower register of the apse
on either side of the melismos (Fig. 39). The bishops, who display liturgical scrolls, are
identified as (left to right): Nicholas, Basil, John Chrysostom, and Gregory the
Theologian. The representation of Christ as the offering, here labeled as melismos, consists
of an elongated child who reclines in a long paten (Fig. 40). His lower body is covered by
a liturgical cloth decorated with a cross, and his right hand is raised in benediction. The
large ovoid vessel intended to represent a chalice is placed above him on the same altar.
On either side of the altar are two angels who are dressed in white deacons’ robes and
hold rhipidia decorated with images of cherubim.

18. St. John the Theologian (Kaneo), Ohrid (Fig. 41)

REFEREN CES: Petar Miljkovi¢-Pepek, “The Church of St. John the Theologian-Kaneo
in Ohrid,” Kulturno Nasledstvo 3 (1967): 67—124; idem, “Contribution,” 189—96.

The church of St. John the Theologian preserves most of its sanctuary decoration. The
program has been dated 1270—90 on stylistic grounds (Miljkovi¢-Pepek). The decora-
tion of the conch of the apse was painted in the sixteenth century and will be excluded
from this discussion.

The Communion of the Apostles occupies the central register of the apse (Fig. 41). Christ
is represented twice under a domical ciborium, and the apostles are divided into two
groups of six led by Peter and John.Two of the apostles in the communion of the wine
turn to one another, as if they are about to embrace. One unusual feature of this com- -
position is the costume of the assisting angels; they wear the imperial loros, 2 garment
usually reserved for angels in the conch of the apse. Scenes of the Doubting Thomas,
the Appearance of Christ to the Apostles in Galilee, and the Last Supper are located on
the side walls of the sanctuary.

Twelve portraits of half-length bishops are included in a register added between
the Communion of the Apostles and the concelebrating bishops. This frieze continues on
the side walls of the sanctuary. The half-length portraits represent: Blasios, Cyril, and
Polykarp (north wall); Clement of Ohrid, Erasmos, John Eleemon, Athanasios, Nicholas,
and Gregory Dekapolites (central wall); and two unidentified saints and Gregory of Nyssa
(south wall). Most of the bishops depicted in this register wear polystavria. The addition of
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this intermediary zone is characteristic of thirteenth- and fourteenth-century sanctuary
programs in Macedonia and can be seen in such later churches as the nearby Virgin
Peribleptos in Ohrid (Fig. 42).

The lowest register of the sanctuary presents four concelebrating figures flanking
the melismos; they are Gregory the Theologian, Basil, John Chrysostom, and Gregory
Thaumatourgos. The episcopal program extends to the north and south walls where
Nicholas and Constantine Cabasilas were represented holding open liturgical scrolls. The
inclusion of Clement of Ohrid and Constantine Cabasilas, the thirteenth-century arch-
bishop of Ohrid, must have responded to the orders of the patron and congregation.

At the center of the lower register, the melismos is flanked by two diminutive angels
dressed as deacons holding rhipidia. These angels do not stand on the same ground line
as the rest of the figures but seem to hover next to the paten containing the small Christ.

19. Vigin Peribleptos (church of St. Clement), Ohrid (Fig. 42)

REFERENCES: Dimitar Cornakov, The Frescoes of the Church of St. Clement at Ochrid
(Belgrade: Jugoslavija, 1961); Petar Miljkovi¢-Pepek, Deloto na zografite Mihailo i Eutihij
(Skopje: [Republicki zavod za zaitita na spomenicite na kulturata], 1967).

The church of the Virgin Peribleptos is dated to 1295 by a painted inscription over the
west door of the narthex:

This most holy and divine church of the our most holy lady, the Theotokos
Peribleptos, was built through the contribution and expense of kyr
Progonos Sgouros,s megas hetaireiarchess? and gambros’* of our reigning and
holy imperial ruler and of his wife, kyra Eudokia. During the reign of the
most pious emperor and autokrator of the R omans, Andronikos Palaiologos
and the most pious augusta Eirene, during the tenure of Makarios of the
all-holy archbishopric of Justiniana Prima and of all Bulgaria, in the year
6803 [= 1295], the 8th indiction.

"Avnyépbn 6 Belog kol TdvoenTog vadg 0DTog THG TorvuTEpayion
deonowviig hudv Ocotdxov thg MepiPAéntov dia cvvdpoufic k(o)

£€080v kvpiov [Ipoydvou Tod Tyodpov 10D pueydAov etaipeldpyou k(o)
tiic ouiyov adT0d KVP(dig) Eddoxiog k(o) yoauBpod tob kpaticTtov k(o)
drylov Muav avtok(pdropog) BaosiAéwe. "Eni thig PaciAeiog ToV
evoefeotdrov Pactiéng k(at) adtokpatopog Popaiov "Avdpovikov

100 MoAhaoAdyov k(o) EipAvng thig edoefeotatng adyovotng &pyiep-
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TovoTvioviig k(o) ndong BovAyapiog éri £tovg ,cwy’ tvd(ikTidvog) ' 5

100



Catalogue of Decorated Sanctuaries in Macedonia

The names of the painters of the church, Michael Astrapas and Eutychios, are inscribed
in several places in the painted program.

Twenty-six medallions containing portraits of the ancestors of Christ form a chain that
encircles the opening of the central apse (Fig. 42). Representations of Christ Emmanuel
and two angels are represented in the upper three; the remaining medallions emphasize
Christ’s priestly lineage through his Old Testament forebears. In the vault above the sanc-
tuary the painters depicted the scene of the Ascension. Narrative scenes related to the
sanctuary program are located below the springing of the sanctuary vault and adjacent to
the medallions. On the north wall are the scenes of the Doubting Thomas and the
Appearance of Christ to the Eleven; the Last Supper is located on the south wall. The
orant Virgin stands alone in the conch of the apse. Her isolation is striking, especially
considering the proliferation of figures in narrative scenes represented in the church.

Below the Virgin is the Communion of the Apostles. John approaches to receive
the wine and Peter to receive the bread. Two angels dressed as deacons hold rhipidia over
the domed ciborium. As at St. John the Theologian in Ohrid, a fourth painted register,
composed of seventeen bishops portrayed in half length, extends from the center of the .
apse to the lateral walls of the sanctuary. James, the brother of the Lord, and the pre-
sumed author of one of the Orthodox liturgies, is represented as the central portrait.

The concelebrating figures in the lower register of the sanctuary include Gregory
the Theologian, Basil, John Chrysostom, and Athanasios of Alexandria. Nicholas is locat-
ed on the north wall and Cyril of Alexandria opposite him on the south. The central
composition of the lower register is severely damaged. Traces of a painted altar are dis-
cernible, but it is impossible to determine whether the melismos was originally painted in
this location. In the upper portion of the central window is a plaster filling decorated
with a cross; between the arms is inscribed the letter formula ® X @ I1: the abbreviation for
“The Light of Christ Appears to All” The formula is appropriately positioned over the
window through which the sanctuary is illuminated.

20. Protaton, Mount Athos (Figs. 43—45)

REFERENCES: Gabriel Millet, Monuments de I’ Athos (Paris: E. Leroux, 1927), figs. s, 8, 33;
Andreas Xyngopoulos, Manuel Panselinos (Athens: Athens Editions, 1956); Mouriki,
“Stylistic Trends,” 64— 65; Branislav Todi¢, “Le Protaton et la peinture Serbe des premiéres
décennies du xive siécle,” in L'art de Thessalonique et des pays Balkaniques et les courants
spirituels au Xive siecle (Belgrade: Académie Serbe des sciences et des arts, Institut des
Etudes Balkaniques, 1987), 21—31.

The decoration of the Protaton basilica on Mount Athos is attributed to the painter

Panselinos and has been dated circa 1300 on the basis of style (Mouriki).5” The decoration
of the sanctuary is not as well preserved as that in the other parts of the church.5
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The decoration of the sanctuary begins on the east wall of the basilica above the open-
ing of the apse (Fig. 43). At the center of the upper register is a portrait of Christ, either
the Mandylion or Kerameion, flanked by David and Solomon and then by the archangel
Gabriel and the Virgin Annunciate. On the left, the angel lunges toward Mary with his
right arm outstretched and his left hand holding a staff for support. The painter has rep-
resented the Virgin as standing; she bows her head toward the angel as she receives his
message. The portraits of David and Solomon are an unusual, though not unique, addition
to the composition.? The Old Testament kings wear crowns, are nimbed, and are posi-
tioned behind fortifications that form the background for the two halves of the
Annunciation. Their placement behind a receding wall artistically reinforces the mes-
sage as representing the Old Law ceding to the New. Below the Annunciation, on either
side of the apse, are two standing prophets whose placement is reminiscent of the posi-
tions occupied by Kosmas and Damianos in Kastoria’s Holy Anargyroi (Fig. 20).

The intermediate zone of the apse contains a representation of the Communion of
the Apostles, although in extremely damaged condition. The figures are placed between three
small windows that pierce the curved wall of the sanctuary. Twwo groups of six apostles are
on the extreme ends, and two representations of Christ fill the wall space between the win-
dows. John leads the apostles to receive the wine as Peter takes the bread from Christ’s hand.

The lower register of the apse is decorated with portraits of four bishops: Gregory
the Theologian, Basil, John Chrysostom, and Athanasios. Due to their poor state of preser-
vation, I have only been able to read the scroll held by Athanasios, which is inscribed
with the opening line of the third antiphon. As in other churches of the region, the
episcopal series continues onto the face of the east wall and, from there, to the north
and south walls of the sanctuary. Cyril of Alexandria and John Eleemon are depicted in
three-quarter pose on the south wall and opposite them Nicholas.® This register, dedi-
cated to holy bishops, continues on the side walls with the representation of frontal bish-
ops, who are separated from their concelebrating counterparts by the connecting doors
to the side chapels. Gregory of Akragas and James, the brother of the Lord, are located on
the north wall (Fig. 44); Dionysios the Areopagite and Ignatios Theophoros face them
from the south wall (Fig. 45). The frontal bishops wear the same vestments as their con-
celebrants, but they hold decorated Gospel books instead of open scrolls.

Several narrative scenes are positioned on the upper registers of the side walls of the
sanctuary. On the north wall is the Doubting Thomas; the Last Supper is on the south wall
adjacent to the apostles approaching Christ for communion. Portraits of evangelists complete
the decoration of the sanctuary. Due to the basilican shape of the church, they are placed on
the side walls, facing east, as if describing the very scenes that are adjacent to them.

21. St. Euthymios, Thessalonike (Figs. 46—48)

REFERENCES: Georgios Soteriou and Maria Soteriou, He vasilike tou Hagiou Demetriou
Thessalonikes (Athens: [He en Athenais Archaiologike Hetaireia], 1952), 1: 21330, figs.
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82—~93; Manolis Chatzidakis, “Rapports entre la peinture de la Macédoine et de la Créte
au xive siecle,” in Pepragmena tou 9 Diethnous Vyzantinologikou Synedriou (Athens: Myrtidis,
1955), T: 136 —48; Thalia Gouma Peterson, “The Frescoes of the Parecclesion of St.
Euthymios in Thessalonica: An Iconographic and Stylistic Analysis,” PhD. diss., University
of Wisconsin, 1964; eadem, “The Parecclesion of St. Euthymios in Thessalonica: Art and
Monastic Policy under Andronicos 11, Art Bulletin §8 (1976): 168—82; eadem, “Christ as
Ministrant and the Priest as Ministrant of Christ in a Palacologan Cycle of 1303,” DOP
32 (1978): 199—216; eadem, “The Frescoes of the Parekklesion of St. Euthymios in
Thessaloniki: Patrons, Workshop, and Style,” in The Tivilight of Byzantium, ed. Slobodan
Cur¢i¢ and Doula Mouriki (Princeton: Princeton University Press, 1991), 111—29.

The chapel of St. Euthymios, a small basilica attached to the southeast corner of St.
Demetrios in Thessalonike, was decorated in 1303 through the sponsorship of the proto-
strator Michael Doukas Glavas Tarchaneiotes and his wife, Maria." A’/poetic inscription,
written in twelve-syllable iambic trimeter, runs in a thin band along the west and north
walls of the church:%

Michael the Protostrator® and his wife Maria, scion of the Komnenian
family, are restoring this holy house of Euthymios the wondrous pre[sbyter].
So that entirely filled with the joy of good works in this present life they
will escape eternal sadness. The year 6811 [= 1303], the first indiction.

"Avaveodot 160¢ 1ov Belov douov EvBupion Bavpocstod 1od nplecfutépov] 6
Mo Tpotootpatmp oLV [cvpPie ..... Mapt]a Kopvnvoeuel toyyavoion
TpOg Yévoug. ‘Qg evBuplog éx kaddv pyaciog tAncBévieg aBpdg T Tapdvt
Bréto dBvuiay eoywor ™y aiwvioy. &1ovg ,cmio” ivd(xTidVOC) o’

The Annunciation appears to either side of the Holy Mandylion on the east wall above
the apse. From the left side, the archangel Gabriel appears to leap across the apse as he
delivers his message. The Virgin is seated on a high, round-backed chair and twists her
body away from the approaching messenger but turns her head toward him.The ambigu-
ous position reflects her inner distress, and her emotional state is further revealed by the
way she raises her right hand and extends it, palm outward, to ward off the strange appari-
tion. The Mandylion serves to unite the two halves of the divided scene. The relic is
depicted as a white kerchief on which the nimbed head of Christ has been superim-
posed. Christ’s nimbus flows over its edges and on to the dark background of surround-
ing wall. The cloth is suspended from two painted hooks to which it is affixed by means
of elaborate knots.

The half-length representations of two prophets adorn the spandrels flanking the
apse. The elderly figures, usually found in the drum of the dome in cross-in-square
churches, hold closed scrolls. Soteriou identified them as the prophets Isaiah and
Jeremiah.* An additional scene has been painted on the gable above the Annunciation:
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the representation of the high priests Aaron and Moses officiating before the Ark of the
Covenant. This scene is often interpreted as an Old Testament prefiguration of the Virgin,
but in the absence of a Marian cycle, and considering its position within the program, the
tabernacle may signify the Incarnation and reflect the continuity of liturgical ceremony.*
The addition of a narrow bay to the west of the apse provided additional space for the
representation of the Pentecost (Fig. 46). Because of the width of the available space, the
six apostles are grouped to sit paired in three rows flanking a medallion of the chris-
togram. In most scenes of this period, the apostles are arranged in an inverted U shape.

In the conch of the apse, the Virgin is represented enthroned with her son on
her lap (Fig. 46). This type of seated Hodegetria was popular in apse decoration of
Byzantine Macedonia; twelfth-century antecedents are found in Kastoria’s Holy
Anargyroi and in St. George, Kurbinovo (Figs. 20, 25).%° The representation in St.
Euthymios differs slightly from these earlier depictions in presenting the Virgin turned
slightly to her left and seated on a high-backed, curved throne.To cradle the child, her left
arm rests on the raised side of the throne. Her raised left leg also assists in supporting
his weight. The pose is strikingly similar to that in the Annunciation. Yet differences
between the two figures are significant. In the Annunciation, the Virgin turns her head
toward the approaching angel and raises her hand in fear. The apsidal Virgin faces the
viewer with a look of serenity; her hand motions toward the child in the characteristic
gesture of the Virgin “who guides.” Two archangels, dressed in imperial vestments, bow
before the Virgin and Child. Their eternal pose of subservience forms a striking contrast
to that of the angel in the scene of the Annunciation, who is the epitome of inspired
dynamism.

Portraits of four bishops are represented in half length below the Virgin and Child
in a zone pierced by the windows of the apse (Fig. 46). The bishops, located between
the windows, wear polystavria and hold closed Gospels. Due to the effacement of the
inscriptions, only Cyril of Alexandria, who wears a mitre, can be identified. Adjacent to
these episcopal figures on the side walls of the sanctuary is the Communion of the
Apostles. Its location is not unusual and has as a precedent the early-eleventh-century
decoration of the neighboring Panagia ton Chalkeon (Fig. 3). On the south wall of the
sanctuary Christ gives wine to the apostle John, and in the opposing scene Peter takes the
bread (Figs. 47, 48). The heavy figures are rendered in an active manner that accords with
the stylistic preferences of early-fourteenth-century Macedonian painters.

Episcopal concelebrants find their place at the lowest level of the sanctuary. Six
bishops are represented, four within the apse and one on each pier. Although lacking
inscriptions, the bishops can be identified by portrait-type and by their location within
the program. Flanking the central window are John Chrysostom and Basil; Gregory the
Theologian and Nicholas of Myra stand adjacent to Basil. It is most likely that Athanasios,
generally the fourth bishop in the central apse, stands next to Chrysostom. The four dea-
cons represented on the arches connecting the pastophoria to the bema have been iden-
tified as Stephen the Protomartyr, Romanos, Euplos, and Laurentios.

An unusual feature in this sanctuary is the inclusion of an angel on the south
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window splay between the concelebrating hierarchs. Due to his location, and the hypoth-
esized presence of a corresponding angel on the north side of the window, Gouma
Peterson has suggested that the melismos was included in the decorative program above
the central arch of the window between the two busts of the hierarchs.% If the melismos
were included in this location, however, this church would present a unique example.
It is more likely that the melismos was represented in a filled-in section of the window that
has since been removed (as was the case in St. John the Theologian in Veroia) or that it
was not represented at all.

22. Christos (church of the Anastasis of Christ), Veroia
(Color PlateV, Figs. 49, 50)

REFEREN CES: Stylianos Pelekanides, Kallierges: Holes Thettalias aristos zographos (Athens:
He En Athenais Archaiologike Hetaireia, 1973); Georgios Gounares, The Church of Christ
in Veroia (Thessalonike: Institute for Balkan Studies, 1991); Papazotos, He Veroia, 172—74,
253—57, fig. 39.

An inscription in twelve-syllable lines painted on the interior west wall over the church
entrance states:

Xenos Psalidas erects the church of God

seeking the remission of his many sins.

Giving it the name of the Anastasis of Christ.
His wife, Euphrosyne, completes this.

The name of the painter is Kallierges,

among my good and decent brothers,®

the best painter in all of Thessaly.

A patriarchal hand® consecrates the church

in the reign of the great emperor Andronikos
Komnenos Palaiologos, in the year 6823 [= 1315].
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The uppermost scene on the east wall, separated from the lower registers by a painted
band of corbels, represents the half-length image of Christ Emmanuel in a medallion
held aloft by two archangels (Fig. 49). Flanking this central image are half-length images
of David and Solomon, who carry open scrolls inscribed with verses from the Psalms. The
inclusion of these prophets within the sanctuary program occurs in the Protaton, paint-
ed some fifteen years before this church (Fig. 43).

The Annunciation is divided on either side of the arch leading into the apse. The
Virgin sits on a round-backed throne (Color Plate V). Her contorted position and
alarmed expression contrast sharply with her self-possessed pose in the conch of the
apse. The archangel Gabriel moves rapidly toward the Virgin, literally crossing the open
space of the apse by extending his right foot into the composition’s red border. The
frontal Virgin in the conch of the apse serenely holds her son and is flanked by two
angels who extend their hands in veneration.

The Holy Mandylion is represented above the central point of the apse and
immediately below the image of Christ Emmanuel. The relic is represented as if sus-
pended from two elaborate gold hooks and is labeled both with the title of the relic and
the abbreviation of Christ’s name. The nimbed head of Christ is placed at the center of
the cloth. Within the nimbus, three inscribed arms of the cross define the contours of the
head. In its position above the apse, the Mandylion defines the center of three represen-
tations of Christ ordered on a vertical axis (Emmanuel, Mandylion, Christ child).

The lower registers of the sanctuary contain episcopal portraits. Two medallions
with half-length portraits of Clement and Hierotheos are placed in an intermediate reg-
ister on either side of the apse below the Annunciation. Half-length episcopal portraits
continue on the north and south walls with representations of Metrophanes and
Polykarp. The bishops all hold closed Gospel books and, except for Polykarp, wear poly-
stavria. At ground level, four concelebrating bishops converge on a central single window.
There is no evidence that the decorative program ever included an image below or even
above this window, even if the surrounding bishops incline their heads as if to acknowl-
edge the existence of some central figure. It is difficult to imagine that the melismos was
omitted from the church program. If one uses the church of St. Blasios as a guide, then
this subject would have been depicted behind and below the altar. Athanasios of
Alexandria, John Chrysostom, Basil, and Gregory the Theologian are all dressed in poly-
stavria and carry liturgical rolls. Athanasios holds the prayer of the first antiphon,
Chrysostom holds the Prothesis prayer, Basil holds the silent prayer of the Cherubikon,
and Gregory holds the prayer of the third antiphon. A portrait of Cyril is located on the
east wall to the south of the apse. On the south wall, the episcopal series continues with
John Eleemon and Silvester of Rome.” The presence of two prothesis niches and a
prothesis table in the northeast corner, adjacent to the apse, required the placement of the
half-length portraits of Spyridon and Antipas above the openings. Within the niches are
represented two deacons: Stephen and another who cannot be identified. On the north
wall, adjacent to the prothesis niche, is a portrait of Nicholas, who carries a partially
rolled scroll in his left hand and blesses with his right hand (Fig. s0). His eyes are direct-
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ed at a downward angle toward the prothesis table and niches immediately before him.
With the exception of Spyridon, the bishops are dressed in polystavria and hold Gospel
books decorated with jewel-encrusted covers.

23. St. Blasios, Veroia (Fig. s1)

REFEREN CES: Mouriki, “Stylistic Trends,” 68; Anna Tsitouridou, “La peinture monu-
mentale 2 Salonique pendant la premiére motié du x1ve siécle,” in L'art de Thessalonique et
des pays balkaniques et les courants spirituels au Xive siécle (Belgrade: Académie Serbe des
sciences et des arts, Institut des études Balkaniques, 1987), figs. 9—12; Papazotos, He Veroia,

174—75,255—57, figs. 12, 13, 30 —44.

The church of St. Blasios, originally a single-aisled structure, is located in close proxim-
ity to the church of Christ. Similarities in style and iconography suggest a date of circa
1320 for the decoration of St. Blasios and raise the possibility that the same workshop
of painters was involved in the decoration of both churches (Mouriki, Papazotos).”

As in other small, single-aisled churches, the Ascension is painted in the gable of the east
wall. Christ is held aloft in a mandorla by two angels. A local precedent for this type of
representation was established by the neighboring church of St. John the Theologian. In
St. Blasios two groups of apostles are positioned in the corners of the scene and are guid-
ed to the Ascension by gesturing angels. There is one difference between the depictions
in the two Veroian churches: in St. John the Theologian, the Virgin stands below the
ascending Christ and gestures toward him. A century later, in St. Blasios, the Virgin was
depicted with outstretched arms and turned toward the faithful. This orant Virgin is
placed exactly above the Virgin and Child in the conch of the apse. In St. John the
Theologian, the Virgin in the apse is represented in an orant pose, and it would have
been repetitive to represent her in both apse and gable in an identical stance.

The Annunciation is divided by the arched opening of the apse; the Virgin is on
the right side of the opening and the archangel on the left. The Virgin sits on an ornate
throne and holds her right hand across her chest. She leans slightly in the direction of the
archangel who extends his right hand in a gesture of speech. There is no representation of
the Holy Mandylion.

The close resemblance between the standing Virgin and Child in the churches of
Christ and St. Blasios (Figs. 49, s1) has been seen as evidence for a common painter
(Papazotos). The St. Blasios Virgin is extremely tall; the folds of the drapery and the posi-
tion of her feet mirror those in the representation of the Virgin in the neighboring
church. The pose of the archangels, who bow on either side of the Virgin and Child, is
similar to that of the archangels in the church of Christ, though their garments and shoes
present subtle differences.

Below the level of the Virgin and Child the two churches differ substantially. In
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St. Blasios, two angels dressed as deacons carry rhipidia and turn away from the central
window of the apse to face two hierarchs. Between the angels and behind the altar, in a
position that renders the depiction nearly invisible to the viewer, is the melismos, a small
figure of Christ placed on an elaborate altar and covered by an asterisk, the crossed bands
of bent metal that covered the offered bread. Above the window is represented a white
medallion decorated with a red cross. John Chrysostom and Basil stand on either side
of the angels, carrying open liturgical scrolls. Basil’s scroll was inscribed with the
Cherubikon prayer, but in an unusual departure from the established convention,
Chrysostom’s scroll carries the prayer of the consecration over the bread. This inscription
may be related to the medallion in the center of the apse, which resembles the stamp
applied to the offered bread in order to differentiate the portion that would be extract-
ed for communion.

Below the Virgin of the Annunciation, on the face of the east wall, is a single dea-
con. The inscription that identified him i1s lost. He is dressed in the same manner as the
angels in the apse but carries a cross in his right hand. On the north wall adjacent to the
apse is the half-length representation of Silvester, a portrait type dictated by his placement
over the prothesis niche. Another deacon is painted within the northeast prothesis niche.

The sanctuary decoration continues on the south wall of the church. Karpos and
Polykarp are represented, both holding open scrolls. The inclusion of Karpos, the first
bishop of Veroia, reflects the special veneration of a local saint.”? He is honored further by
holding the Prothesis prayer, the text usually inscribed on Chrysostom’s scroll. In an
intermediate zone above these two figures are two half-length episcopal portraits enclosed
in medallions. On the north wall of the church are the bishops Cyril of Alexandria and
Athanasios. The figure of Cyril has unfortunately been destroyed by the insertion of a
later doorway:.

24. St. Paraskeve, Veroia

REFEREN CE: Papazotos, He Veroia, 182—83.

The small church of St. Paraskeve is sited in close proximity to the church of Christ.
Although the wall paintings are primarily post-Byzantine, the removal of seventeenth~
century layers on the north wall of the church revealed an early-fourteenth-century dec-
orative phase. The paintings are comparable to those of other churches in Veroia of this
date in both style and iconography.

Fourteenth-century paintings within the sanctuary are found on the northeast wall and
include three frontal episcopal portraits and five medallions containing half-length bish-
ops. The full-length bishops wear plain phelonia and carry closed, ornamented Gospel
books in their left hands as they bless with their right. Preserved inscriptions identify
the figures as Achilleios, Spyridon, and Hermogenes. The half-length figures also wear
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plain phelonia and hold Gospel books in their left hands. Four of the figures are identified
as Antipas, Gregory of Akragas, Gregory of Armenia, and Silvester of Rome.

25. St. Nicholas Orphanos, Thessalonike (Color Plates I and II, Figs. 52—58)

REFERENCES: Andreas Xyngopoulos, Hoi toichographies tou Hagiou Nikolaou Orphanou
Thessalonikes (Athens: Archaiologikon Deltion, 1964); Tania Velmans, “Les fresques de
Saint-Nicolas Orphanos a Salonique,” CahArch 16 (1966): 145—76; Chrysanthe
Mavropoulou-Tsioumi, The Church of St. Nicholas Orphanos (Thessaloniki: Institute for
Balkan Studies, 1986); Anna Tsitouridou, Ho zographikos diakosmos tou Hagiou Nikolaou
Orphanou ste Thessalonike: Symvole ste melete tes palaiologeias zographikes kata ton proimo 14°
aiona (Thessalonike: Kentro Vyzantinon Ereunon, 1986) (with bibliography).

The decoration of St. Nicholas Orphanos has been dated circa 131020 on stylistic
grounds (Xyngopoulos, Tsitouridou).

The attenuated height of the central nave of St. Nicholas Orphanos provides additional
space for decoration on the east wall of the church (Fig. 53).7 The two upper registers of
the east wall are filled with scenes of the appearance of Christ to the holy women (gable),
the Annunciation, the Nativity, and the Adoration of the Magi (upper register) (Fig. 52).

The sanctuary’s liturgical decoration begins with the intermediate register of the
east wall, where two scenes of the Communion of the Apostles are placed above the
apse, separated by a representation of the Holy Mandylion. So far as I know, this is the
only example in Byzantine art where the Communion of the Apostles is placed on the
east wall of a church in this manner. The upper portion of the communion of the bread
is damaged (Fig. 54), but the communion of the wine is well preserved (Fig. 55). The
unusual placement of the communion scene is the result of architectural exigency: the
shallow and short form of the apse limited the available space for decoration.

As in a number of Macedonian churches, the Holy Mandylion is suspended
directly over the apse by means of two elaborate gold hooks. The medallion containing
the nimbed Christ is centered on the cloth. The three arms of the cross behind the head
of Christ are decorated with a pattern that recalls the decorative pastiglio found on icons
of the period.

The Virgin in the apse is depicted in an orant position against a dark, star-filled
background, which suggests that the Byzantines associated the apse with the heavens
(Fig. $6).7 Archangels, dressed in imperial regalia, bow in reverence on either side of this
majestic figure. The beauty of the image is enhanced by the extensive use of gold high-
lights. An unusual element is presented by the legend inscribed on either side of the
Virgin’s head, which reads: “The Mother of God Not Made by Human Hands.” Scholars
have linked this epithet to a devotional icon housed in the church of the Acheiropoietos,
also located in Thessalonike.”
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The lower register of the central apse contains the standard four bishops:
Athanasios, John Chrysostom, Basil, and Gregory the Theologian. They carry liturgical
scrolls and bow their heads in reverence toward the representation of the melismos at the
center of the apse. A row of half-length bishops is placed above the standing figures. In
order to relieve the monotony of a string of portraits, these bishops turn in various direc-
tions and hold their Gospel books in different positions (Fig. s8).

The melismos is placed in an unusual position over the central window of the
apse at the eye level of the painted celebrants (Fig. 57). The miniature Christ child, placed
on a small altar, raises his right hand in blessing. His body is covered by a liturgical veil
and a small asterisk.

26. St. Catherine, Thessalonike (Fig. s9)

REFEREN CE: Mouriki, “Stylistic Trends,” 60—61. (The decoration of the church is
unpublished.)

The paintings of St. Catherine’s have been dated on the basis of style to circa 1315. Doula
Mouriki has proposed that the decorative program was executed by two masters, one
for the nave and one for the apse and narthex.

The extant Byzantine paintings of the sanctuary appear in the two lower registers of the
apse. The intermediate register of the sanctuary was decorated with the Communion of
the Apostles. The scene was positioned around a double window, with a wide pier between
its two parts. Two angels were depicted back-to-back on this pier and hold rhipidia. Two
groups of twelve apostles, each led by Peter, approach Christ from either side of the win-
dows. In the apse’s lower register are the concelebrating bishops Athanasios, John
Chrysostom, Basil, and Gregory the Theologian (Fig. 59). The painter has attempted to
relieve the monotony by depicting the liturgical scrolls in varying positions: the two central
bishops hold their scrolls in the customary diagonal fashion, whereas the two remaining
bishops support their scrolls horizontally.

27. Holy Apostles, Thessalonike

REFEREN CES: Andreas Xyngopoulos, He psephidote diakosmesis tou Naou ton Hagion
Apostolon Thessalonikes (Thessalonike: Hetaireia Makedonikon Spoudon, 1953); Mouriki,
“Stylistic Trends,” 62—63; Soterios Kissas, “La datation des fresques des Saint-Apotres 2
Thessalonique,” Zograf 7 (1977): 52—57; Christine Stephan, Ein byzantinisches Bildensemble:
Die Mosaiken und Fresken der Apostelkirche zu Thessaloniki (Worms: Wernersche
Verlagsgesellschaft, 1986) (with bibliography); Peter Kuniholm and Cecil Striker,
“Dendrochronological Investigations in the Aegean and Neighboring Regions,
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1977—1982,” Journal of Field Archaeology 10, no. 4 (1983): 411—20; Nikos Nikonanos, The
Church of the Holy Apostles in Thessaloniki (Thessalonike: Institute for Balkan Studies,
1986); Peter Kuniholm and Cecil Striker, “Dendrochronological Investigations in the
Aegean and Neighboring Regions, 1983—-1986,” Journal of Field Archaeology 14, no. 4

(1987): 385—97.

The church of the Holy Apostles in Thessalonike had traditionally been dated circa 1315
on the style of its mosaics and the monograms of the patriarch Niphon located on the
west facade.”” Using historical evidence, Kissas suggested a terminus post quem of 1328.
Kissas’s date places the decoration in the reign of Andronikos III, when Niphon would
have returned to imperial favor. Kissas’s argument is supported by Striker and Kuniholm,
whose dendrochronological investigations also suggest a later date, circa 1329.

The decoration of the church of the Holy Apostles took place in two phases, one mosa-
ic and one painted. The change in decorative media may be attributed to the patron’s
having run out of funds, possibly owing to his dismissal from the patriarchate in 1314.The
Virgin and Child were most likely depicted in mosaic; the lower registers of the apse
were executed in paint. Only the painted portraits of celebrating bishops remain.

The six bishops in the central sanctuary of the church are Nicholas of Myra,
Athanasios, John Chrysostom, Basil the Great, Gregory the Theologian, and Cyril of
Alexandria. The bishops are dressed in polystavria and carry liturgical scrolls. There is no
indication that the melismos was included in the decoration of the central sanctuary, but
the subject was represented in two other locations in Holy Apostles: the conch of the
prothesis chamber and the prothesis niche for the chapel of John the Baptist in the north-
east corner of the church.
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Glossary

acheiropoietos

ammnos

anaphora

anargyroi

antidoron

asterisk

azyme

bema

Cherubikon

diakonikon

Word applied to objects that appeared
miraculously or replicated themselves
miraculously. Lit., “not made by human

hands.”

Liturgical veil carried in the Great
Entrance and placed over the
eucharistic elements on the altar.

The central portion of the principal
offered bread, signifying Christ’s
body. It is marked with a stamp and
extracted during the Prothesis rite
and consecrated at the eucharist.
Lit.,“lamb.”

Offering. By the sixth century, the
prayer accompanying the offering.

Epithet of healing saints who, unlike
secular physicians, performed cures
without taking payment. Lit., “not
accepting money.”

The remains of the prosphora
distributed to the faithful at the
conclusion of the liturgy. Lit.,
“in place of the gift.”

A raised metal star-shaped utensil that
stands on the paten and supports a
protective veil over the sacrament.

Unleavened bread used by the
Armenian and Latin churches in the
eucharistic sacrifice. Lit., “without
yeast, leaven.”

The area of the church containing the
altar. Also referred to as hierateion
(sanctuary).

The cherubic hymn; a troparion that
accompanies the transfer of the gifts in
the Great Entrance.

By the medieval period, the chamber
located on the south side of a tripartite
sanctuary that was used for storage and
for the vesting of the clergy.

diataxis

epiklesis

epitaphios

euchologion

filioque

Great Entrance

iconostasion

katholikon

melismos

metanoia

metropolitan

omophorion

A book of instructions for the bishop
or priest presiding at the eucharist or,
less frequently, at vespers, matins
(orthros), and ordination.

Invocation for the coming of the Holy
Spirit. The epiklesis in the anaphora asks
the Father to send his Spirit or invokes
the Spirit to come upon the bread and
wine to change them into the body
and blood of Christ.

The large textile used in the Burial of
Christ procession at the Holy Saturday
orthros, symbolically represented as the
funerary bier of Christ. ‘

Prayer book used by the principal
liturgical celebrants for all services of
the Byzantine rite.

Latin word meaning “and from the
Son,” which in the West was added to
the Creed of Nicaea-Constantinople at
a Spanish council in Toledo in 589.

Ritual procession in which the deacon
carries the paten with the eucharistic
bread and the priest the chalice with
the wine from the prothesis chamber
into the nave of the church, then
through the templon to the altar.

Templon screen in which icons are
placed in the intercolumnar spaces.

The main church in a monastic
complex.

Ritual breaking of the consecrated
bread before communion.

Term for repentance Or penance.

Head of the episcopate in an
ecclesiastical territory.

A long scarf that denotes
episcopal status.

131



Glossary

orthros

pastophoria

‘phelonion

polystavrion

proskynesis

proskynetarion

Prothesis

protostrator

132

The office of daybreak. The service
began in the church narthex and
terminated at the sanctuary.

Two auxiliary chambers within the
church (in the medieval period they
flank the sanctuary) used as sacristies;

‘the diakonikon and the prothesis.

A vestment worn primarily by priests

and bishops, the Eastern equivalent of

the Latin chasuble.

A phelonion or liturgical cape
decorated all over with a pattern of
little crosses.

The gesture of supplication or
reverence.

The stand holding a venerated icon,
or the large icons of Christ, the
Virgin, or the titular saint that flank
the sanctuary entrance.

The preparation of the bread and
chalice in a separate liturgical rite
before the beginning of the
eucharistic liturgy; also, the chamber
to the north of the central sanctuary.

One of the ranks of officials of the
Byzantine court.

thipidion

sakkos

stammnos

templon

thyomenos

Trisagion

troparion

zeon

A liturgical fan (Latin, flabellum).
Liturgical texts indicate that the fan
was waved by the deacon over the
sacramental elements to protect
them from insects.

An ornamented tunic worn by the
patriarch. By the thirteenth century
this vestment was also worn by
clerics of metropolitan and
episcopal rank.

Ceramic container used for storing
and transporting wine.

The screen that separates the
sanctuary from the nave.

Term occasionally applied to the
representation of Christ as the
sacrifice.

Byzantine name for the biblical
sanctus chanted from the fourth
century on in the anaphora. Lit.,
“thrice-holy”

In medieval usage, a stanza
of a hymn.

The custom, unique to the Byzantine
rite, of adding hot water to the
chalice at the eucharist.



Index

Aaron, brother of Moses, 25, 104
Abgar, king of Edessa, 69, 70
acheiropoietos, 69, 72,73
Achilleios of Larissa, saint, 24, 25, 31, 92, 93, 108
Adoration of the Magi, 109
aer, see textiles, liturgical
Alepochori (near Megara), Church of the Savior, 20 n. 30
Alexandria, patriarchate of, 84
Alexios I Komnenos, emperor, 45, 45 0. 48
Alexios Angelos Komnenos, 45, 87
Alexios the protostrator, 98
altar, 34
inscriptions on, 13, 91
proximity of icons to, 12 n. 39
proximity of name saints to, 12
representation of, 37, 39—40, 90, 97, 101
symbolic associations of, s, 8, 34, 42, 73
votive inscriptions and, 13
altar cloth, see textiles, liturgical
amnos (lamb), 43 n. 35, 44, 84
Amphilochios of Ikonion, saint, 24
anaphora, 8, 61
anargytoi, 7, 11, 82, 89
Anastasis, 29, 10§
ancestors of Christ, 101
Ancient of Days, 89
Andrew, apostle and saint, 60, 86, 88, 96
Andronikos II Palaiologos, emperor, 100, 105
Andronikos III Palaiologos, emperor, 111
angel, 5, 29, 34, 38, 39, 40, 41, 42, 43, 46, 48, 51, 56, 74, 76,
81, 83, 86, 87, 89,91, 95,96, 97, 99, 101, 104, 108,
110
Annunciation, 11, 29, 49, $7, 70, 71, 77, 89, 01, 92, 93, 04,
96, 102, 103, 104, 106, 107, 109
antidoron, 11, $3—54
Antioch, patriarchate of, 84
Antipas, saint, 106, 109
antiphon, 31, 33, 40 n. 17, 102, 106
Antony II Kauleas, patriarch of Constantinople and saint,
53
Apollinaris, theologian, 58
Apophthegmata patrum (“Sayings of the Fathers™), 45
apostles
“historical” and “liturgical” series, s0
representation of, 3, 7, 16, 50, 78, 83, 95
apostolic communion, see Communion of the Apostles
apostolic embrace, 59-63, 87, 96, 97, 99
Appearance of Christ, 99, 101
archangel, 71, 81, 89, 91, 93, 94, 96, 98, 103, 106, 107, 109
Arianism, 24

Arilje (Serbia), monastery, 26
Ark of the Covenant, 1, 52, 78, 104
Arsenios, saint, 17
Arta (Epiros)
St. Demetrios tou Katsoure, 20, 52
St. Nicholas tes Rhodias, 75
Ascension, 3, 82, 83, 91, 93, 96, 101, 107
Asinou, Panagia Phorbiotissa, see Cyprus
aspastmos
of the clergy, 21, 6163
of the Gospels, 21
asterisk, 15, 37, 39, 40, 41, 42, 43, 108, T10
Athanasios of Alexandria, archbishop and saint, 22, 23, 24,
31, 33, 84, 87, 92, 94, 95, 97, 99, 101, 102, 104, 106,
108, 110, II1
Athenogenios, bishop, 18 n. 19
Athens, National Library (Ethnike Bibliotheke)
cod. 7 (psalter), 61 n. 75
cod. 211 (Homilies of John Chrysostom), 49 n. 3
cod. 662 (diataxis), 25
cod. 2759 (liturgical scroll), 30
Athens, Omorphe Ekklesia, 12, 52
Attaleiates, Michael, 9, 53, see also church inventories,
Christ tou Panoiktirmonos
Attika, see Athens, Koropi, Markopoulou, Merenta,
Penteli Cave
Averkios, saint, 2.4
azymes (unleavened bread), 47, 58, $8 n. 54, 59,63

Babi¢, Gordana, 32, 44
Balsamon, Theodore, canonist, 25, 26
Bartholomew, apostle and saint, 60
Basil, bishop and saint, 16, 17, 18, 19, 20, 22, 23, 24, 26, 27,
30, 31, 31 n. 107, 33, 30, 37 1. 2, 40, 40 0. 16, 42, 43,
45, 53, 84, 85, 86, 87, 88, 90, 91, 92, 94, 95, 96, 97,
99, 100, 101, 102, T0S, 106, 108, 110, TIT1
basilicas
Early Christian, 35
medieval, 80, 80 n. 1, 81, 88, 101, 103
Bawit
Chapel vir, 16 n. 6
Chapel vur, 16 n. 6
Chapel xvi1, 16 n. 6
Chapel xxvi, 16 n. 6
Belisirma (Cappadocia), St. George, 19 n. 24
belt, see vestments
bema, see sanctuary
Berende (Bulgaria), St. Peter, 70 n. 14, 72
Bethlehem, 42
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Index

Bezirana kilisesi (Cappadocia), 40
Biblical references, New Testament
John 13:21-30, 51, 64
John 19:34, 41
Luke 22:8, 51
Biblical references, Old Testament
II Kings 2:9—-10, 22
bishops,
“archaizing,” 17, 19, 21
costumes, see vestments
frontal portraits of, 16—21, 23, 28, 37, 71, 81, 82, 83, 84,
86,92, 93, 102
half-length portraits of, 12, 23, 99, 104, 106, 110
heretical, 26
local, 16, 17, 18, 24, 93, 108
number of, 23, 24
of Caesarea, 26
of Corinth, 26
of Ephesos, 26
of Thessalonike, 26
three-quarter stance (celebrating), 16, 17, 19, 2123,
28, 29, 30, 37, 40, 62, 71, 75, 78, 85, 87, 88, 90, 92,
94, 100, 102, 104, 110, I1T
typology of, 17, 29
withdrawal from faithful, 10, 22
Blasios, saint, 20, 24, 93,99
blood, 40, 41, 42, 46, 55, 57, 76
bread, offered, 11, 37, 39, 40, 41, 42, 44, 45, 47, 49, 83, 108
Bulgaria, 3, 40, 96, 100
burial, 20, 80, 82

Caldasi (Georgia), Church of Christ, 75 n. 29
candles and lighting, 1, 3, 6, 16, 21, 22, 37, 37 1. 1, 39, 73,
79, 87,87 n. 22,97, 101
Cappadocia, see Belisirma, Bezirana kilisesi, Eski Giimiis,
Géreme, Soganli
catechumens, 40 n. 17
catharsis, 11, 33, 34
celebrant, see priest
Chalcedon, council of, 26
chalice, see vessels
chancel barrier, see screen, sanctuary
chanters, 13
Chatzidakis, Manolis, 17, 18
Cherubikon, s, 30, 31, 33, 34, 40 0. 16, 42, 44, 45, 74, 76, 85
n. 18, 106, 108
cherubim, 29, 52,73, 99
Christ
Arrest of, 28
as high priest, 25, 56
as sacrifice, 39, 40—44, 45, 74
Betrayal of, 8
Crucifixion of, 41, 51, 52, 74
Emmanuel, 89, 94, 101, 106
Pantokrator, 10, 68, 70
Passion of, 73, 74, 78
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Resurrection, s, 52, 65, 74
Second Coming, 38, 39
Transfiguration, 3
Chrysapha (Lakonia), Virgin Chrysaphitissa, 23 n. 50, 64
church
architectural divisions, §—8, 10, 35
dome, 68, 71,75, 77, 82
furnishings, 8, 10, 22, 41, 5T
symbolic interpretation of, 5, 6
Church, corporate, 3, 17, 35, 40
church inventories
Christ tou Panoiktirmonos, 9, 53
Hagia Sophia, Constantinople, 29
Mother of God of Koteine (near Philadelphia), 29
St. John the Theologian, Patmos, 29
Virgin Gavaliotissa atVodena (Edessa), 29
ciborium, 41, 48, 31, $2, 56, 87, 97, 99, T01
Classe, Sant’Apollinare, 16
Clement of Alexandria, saint, 23, 106
Clement of Ohrid, saint, 25, 99
clergy
addressed by inscriptions, 1, 13, 81
communion of, §5—57, 6163, 66—67
experience in church, 2, 56, 57, 61
isolation of, 1
color
of vestments, 26, 277
of wall paintings, 16, 71
commemoration
of the living and the dead, 13, 24, 44
of the Virgin and saints, 24, 44
communion
frequency, 56, 67
of St. Mary of Egypt, 57, 67,79
rite, II, 31, 39, 46, 48, 49, 50, 54, 55, 56
prayers, 30, 31
Western, 8, 59
Communion of the Apostles, 33, 48—67, 70, 72,73, 75, 76,
81, 82, 83, 84, 85, 86, 87, 88, 92,96, 97, 98, 99, 101,
102, 104, 109, T10
concelebration, 23, 35, 37, 42, 62
consecration, prayers of, 31, 3I n. 107, 33, 97, 108
consecration of James, 96—97
Constantine V, emperor, 12
Constantine VII Porphyrogennetos, emperor, 70
Constantine IX Monomachos, emperor, 24 n. 53
Constantine Cabasilas, bishop, 100
Constantinople, 84
Great Palace, 69
Hagia Sophia, 8, 16, 17,29, 45 1. 45, 52, 61
Holy Apostles, 52
Kariye Camii, 20
Nea Ekklesia, 32
St. Euphemia, 7
St. Mary Pammakaristos, 20, 103 n. 61
Stoudios monastery, 8
costume, see vestments



Crete
Panagia Gouverniotissa, Potamies, 64, 66
Panagia Kera, Kardiotissa, 70 n. 14
St. Eutychios near Rethymnon, 18
St. George near Cheliana, 70 n. 14
St. George Kavousiotis, Kritsa, 70 n. 14
St. Michael the Archangel, Archanes, 70 n. 14
St. Michael the Archangel, Astrategos, 70 n. 14
St. Nicholas, Maza, 70 n. 14
St. Panteleimon, Bizariano, 13 n. 49
St. Paraskeve, Siwa, 70 n. 14
Virgin, Myriokephalon, 40 n. 18
Virgin, Patso, 64 n. 92
crown of thorns, 38
Cucer, St. Niketa, monastery, 33 . 117, 0 n. I1
curtains, 8, 9, 15, 66, 72, 76
Cutler, Anthony, 24
Cvirmi (Georgia), St. George, 75 n. 29
Cyprus, 40
Holy Apostles, Perachorio, 50, 64
Panagia Phorbiotissa, Asinou, 49 n. 9, 50, 57, 63, 64
Panagia tou Moutoullas, 12
St. John Chrysostom, Koutsouvendis, 22
St. Neophytos (near Paphos), 26, 33, 37 n. 2
Cyril of Alexandria, saint, 23, 24, 91, 95, 99, 101, 102, 104,
108, 111
Cyril of Jerusalem, 55

dado, 15
Dalassenos, John (Roger), 45 n. 48
Damianos, saint, see Anargyroi
David, Old Testament king, 102, 106
deacons, 1,8, 9, 35, 38, 39, 41, 43, 56, 74, 83, 87, 91, 92, 94,
99, 108
debate, theological, 44—47, 48, $8—59, 79, 83
Deesis, 20, 71, 89, 91, 93
Der Nersessian, Sirarpie, 20
Desphina, church of the Taxiarchs, 70 n. 14
devil, 65
diakonikon, 12,70
Diamante, Kalliope, 20
diataxis, 9, 30, 43, 55, 61
of Philotheos, patriarch of Constantinople, 9, 21, 24, 62
Dionysios, saint, 28, 95, 102
Djuri¢, Vojislav, 26
dogma, 3, 43
donors and patrons
Christopher, protospatharios and katapan of
Longobardia, 81,81 n. §
John Moutoullas and his wife, Eirene, 12
Kale Meledone, 12
lay, 13
Leo, bishop, 6
Manuel the Monk, 94
Manuel the Monk, Bishop of Tiberioupolis, 38, 85
Michael Doukas Glavas Tarchaneiotes and his wife,
Maria, 20, 103, 103 n. 61

Index

Nikephoros Kasnitzes and his wife, Anna, 71, 9o
Niketas, protospatharios and tourmarches of Naxia, 6
Pachomios, abbot, 29
Progonos Sgouros, megas hetaireiarches and gambros, 100
Stephanos, Count and Kamelares, 6
Theodore Lemniotis and his wife, Anna Radene, 88,
89 ‘

Xenos Psalidas and his wife, Euphrosyne, 105

doors, 6, 8, 9, ST

Doubting Thomas, 99, 101, 102

dove, 38, 39, 40, 85, 96

earth, 5,6

Easter, 66

Edessa (modern Urfa in Turkey), 69, 73
Edessa (Vodena),Virgin Gavaliotissa, 29
Ekklesia, 41

Ektene, 31

Eleutherios, saint, 28, 95

Elijah, prophet, 22

Elisha, prophet, 22

Elizabeth the Wonderworker, saint, 75
embrace of Peter and Paul, 60, 61
embroidery, 28, 29, 50, 76

epiklesis, 31, 33, 39, 66

Epiphanios of Cyprus, bishop and saint, 22 n. 44, 24, 26
Epiros, 20, see also Arta

epigonation, see vestments

epimanikia, see vestments

epistyle, see screen, sanctuary

epitaphios, 19, 50, 76

epitrachelion, see vestments

Erasmos, saint, 99

Eski Giimiig (Cappadocia), 18 n. 19
eucharistic miracles, 46

etichologion, 24

Euplos, saint, 90, 92, 104

Eusebios of Caesarea, 69

Eustathios, patriarch of Constantinople, 8
Eustratios of Nicaea, theologian, 44
Euthymios, saint, 30, 103

Eutychios, patriarch and saint, 12
evangelists, representation of, 3, 94, 102

fasting, 11

Sfiliogue, 59

First Entrance, see liturgy

Florence, Biblioteca Laurenziana, Plut. 1.56 (Rabbula
Gospels), 48 n. 2

Fourth Crusade, 58, 69

funerary churches, 20, 21

Galesiotes, Meletios, 8, 63
gambros, 100, 100 0. 54
gammata, 277
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George, saint, 10,37 n. 2
Geraki (Lakonia)
Church of the Savior, 75
Evangelistria Church, 10
St. Athanasios, 23 n. 50
St. John Chrysostom, 10, 26, 27, 30, 41
St. Nicholas, 57
Germanos, patriarch of Constantinople, see liturgical
commentary
gesture
of benediction, 17, 18, 37, 40, 43, 83
of speech, 15, 91, 107
Glykeria, saint, 12
Goreme
Chapel I (El Nazar), 16
Chapel 2a (Sakli kilise), 18 n. 18, 70
Chapel 19 (Elmale kilise), 18 n. 18
Chapel 21, 70
Chapel 22 (Carikl kilise), 18 n. 18
Chapel 23 (Karanlik kilise), 18 n. 18, 70
Chapel 29 (Kili¢lar kilise), 49
Gospel books
representation of, 18, 32, 38, 71, 85, 97, 107
veneration of (aspasmos), 9, 21
Gouma Peterson, Thalia, 105
Grabar, André, 31, 68, 71
Gracanica (Serbia), monastery, 50 n. 11
Great Entrance, see liturgy
Gregory of Akragas (Agrigentum), bishop and saint, 18,
24, 82, 102, 109
Gregory of Armenia (the Illuminator), bishop and saint,
18, 24, 82, 109
Gregory of Dekapolis, 24, 99
Gregory of Nazianzos (the Theologian), bishop and saint,
18,22, 23, 24, 31, 33, 36, 37 n. 2, 40, 40 n. 17, 84, 86,
87, 88, 90, 92, 94, 95, 97, 99, 100, 101, 102, 104, 106,
110, IIT
Gregory of Nyssa, theologian and saint, 18, 22 n. 44, 24,
27, 82,90, 92, 99
Gregory Thaumatourgos, saint, 16, 18, 22 n. 44, 24, 28, 82,
84,87, 92,94, 95, 100

Hadermann-Misguich, Lydie, o1
Hawkins, Ernest, 16

healing, 14, 18, 69, 82, 82 n. 11, 89
heaven, s, 39, 73

heresy, 44. 45, 47, 58, 59

Hermogenes, saint, 108

Hermolaos, anargyros, 82, 82 n. 11, 94
hetoimasia, 22, 23, 37, 38, 39, 40, 45, 47, 85, 87, 89
Hierotheos, saint, 23, 90, 106

Holy Apostles, Perachorio, see Cyprus
Holy of Holies, s, 6, 52

Holy Saturday, 76

Holy Spirit, 31, 34, 39, 42, 74, 75, 92
Holy Thursday, 65, 66, 67
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Holy Wednesday, 65

Holy Week, 65, 66, 78

Holy Wisdom, 84

Hospitality of Abraham, 84

hours, liturgical, 6, 17, 28, 37 n. 1, 65, 76
Humbert, cardinal of Silva Candida, 56

Iconoclasm, 17, 24, 32, 46, 71 n. 1§
iconostasis, see screen, sanctuary
icons, 1,9, 10, 14, 35
decoration of reverse side, 10
fictive, 18, 23, 37 n. 2
Mount Sinai, 10, 38 n. 7, 70
proskynetaria, 7
of Christ, 7, 9, 10
of the Virgin, 7, 9, 10, 72, 109
of titular saint, 7, 10, 11, 89, 9T
Ignatios Theophoros, saint, 102
inaudible (silent, mystical) prayers, 31-35, 40, 42
Incarnation, 3, 49, 68, 70, 71, 75, 76, 77, 104
incense, $, 73, 74
inscriptions
in churches, 6, 11, 12, 72, 81, 87, 89, 90, 01, 94, 98, 100,
103, 10§
in manuscripts, 13, 14
on liturgical vessels, 53
votive, 12, 13, 68
intercessor
saint as, 2, 10, 11, 18, 35, 78
Virgin as, 10, 11, 22
intinction, 56, 67
Toannikios, abbot, 87
Ioannikios (Akakios), abbot, 98
Isaiah, prophet, 103
Italos, John, 44, 46
Iznik, Archaeological Museum, 53

Jacob’s Ladder, 84
James, the Brother of the Lord, 23, 24, 101, 102
James the Less, apostle, s0
Jeremiah, prophet, 103
Jerusalem, Greek Patriarchate, cod. Stavrou 109
(liturgical scroll), 31 n. 104, 83
Joachim and Anna, 70 n. 14
John, see painters
John, anargyros, 82
John, apostle and saint, 49, 50, 51, 64, 99, 101, 102, 104
John IT Komnenos, emperor, 45 1. 48
John Chrysostom, saint
holds cross, 19
representation of, 16, 18, 19, 20, 22, 23, 26, 30, 31, 31 n.
107, 33, 36, 37 1. 2, 40, 40 N. 16, 42, 43, 84, 85, 87,
90, 91, 92, 94, 95, 96, 97, 99, 100, 101, 102, 104, 106,
108, 110, 11T
writings, 34



John Eleemon, saint, 23, 24, 28, 90, 94, 95, 99, 102, 106
John Komnenos Doukas, 20

John Rufus, 46

John of Antioch, §8

John of Damascus, 46, 71 n. 15, 91

John the Baptist, 13, 82, 111

Joseph I Galesiotis, patriarch, §8

Judas, 63—66, 78

judgment, 38, 39

Justiniana Prima, 100

Kallierges, see painters
Kalliope, saint, 12
Kambia (Boeotia), St. Nicholas, 33 n. 116
Karpos, saint, 25, 28, 108, 108 n.73
Kastoria, 80
Holy Anargyroi (Sts. Kosmas and Damianos), 7, 11, 17,
22,23, 26, 27, 28, 30, 31 n. 105, 33, 33 1. I14, 37, 39,
82, 88—00, 91, 96, 102, 104
Panagia Mavriotissa, 41 n. 24, 9394
St. Athanasios tou Mouzake, 63
St. Nicholas tou Kasnitze, 10, 11, 23, 28, 70 n. 14, 71,
72,75, 90-91, 96
St. Nicholas tou Kiritze, 109 n. 76
Taxiarchs, 23, 27, 31, 33
Kerameion, 102
Kerkyra (Corfu)
St. Merkourios, 22
Sts. Jason and Sosipater, 17
Khé (Georgia), St. Barbara, 75
Kiev
Hagia Sophia, 49 n. 9, 52
St. Michael the Archangel, 49 n. 9, s1 n. 18
Kinnamos, John, historian, 44
kiss, see apostolic embrace
kiss of peace (pax), 61—63, see also apostolic embrace
Klenia (near Corinth), St. Nicholas, 20 n. 30
Komnenian style, 80
Komnenoi (ruling family), 37, 45, 45 0. 45, 45 n. 48
Komotini (Thrace), Archaeological Museum, 53
Kornoutos of Ikonion, bishop, 18 n. 19
Koropi (Attika), church of the Metamorphosis, 18 1. 18
Kosmas, saint, see Anargyroi
Koteine (near Philadelphia), Mother of God, 29
Kourkouas, John, general, 69
Koutsovendis, St. John Chrysostom, see Cyprus
Kucharek, Casimir, 66
Kurbinovo, St. George, 23, 25, 26, 27, 31, 3I 1. 105, 33, 33
n. 114, 37, 38, 40, 41, 89, 91—92, 93, 94, 95, 104
Kyriake, saint, 12 n. 41
Kyros, anargyros, 82

laity
communion of; §6, §7, §8, 59, 65
devotional practices, 10-14, 17, 18, 22, 35, 47, 66, 71,
72,79

Index

place in church, 8, 35
prohibited entrance into sanctuary, 2, 6, 11, 12, 35, 78
viewing the mysteries, 7, 8, I1, 56, 66, 76
Lakonia, 19, see also Geraki, Chrysapha, Mani, Mystra,
Vasilaki, Vassaras, Vrontamas
Last Judgment, 38, 38 n. 7, 82
Last Supper, 49, 50, 52, 53, 56, 58, 64, 65, 99, IOI, 102
Latins
artistic influence of, 64—65
compared to Armenians, 58
compared to heretics, $8
compared to Jews, $8, 59
grievances against, 8, 12 n. 44, 47, 58, 59, 63
interaction with, 65
Laurentios, saint, 104
Lectionary of Catherine Komnene, 14
Lent, 46, 73,78
Leo of Chalcedon, prelate, 70
Leo of Ohrid, archbishop and polemicist, 58, 59, 63, 83
Leo Tuscus, translator, 57
Lesnovo (Macedonia), Church of the Archangels, 57
liturgical (mystagogical) commentary, 2, 5, 41,73, 76
Germanos, patriarch of Constantinople, 6, 25, 28, 38,
42, 51,70, 74, 76
Maximus the Confessor, 5, 109 n. 75
Nicholas Cabasilas, 33, 34, 41, 46
Nicholas of Andida, 8, 46, 52, 66
Sophronios, patriarch of Jerusalem, s, 81 n. 8, 87 n. 22
Symeon, archbishop of Thessalonike, s, 21, 25, 26, 28,
29, 53, 56,76
liturgical scrolls, 13, 14, 21, 20-32, 33, 42, 45, 71
liturgical spoon, 56, 57,78
liturgical vessels, see vessels
liturgical vestments, see vestments
liturgy
First Prayer of the Faithful, 39 n. 14, 85
First (Little) Entrance, 1
Great (Second) Entrance, 1, 42,73, 74
instructions for celebrant (diataxis), 2, 21, 29, 30
patriarchal, 30, 31, 35, 55, 61
Prayer of the Catechumens, 40 n. 17
Presanctified, 24, 30
Second Prayer of the Faithful, 85
of Basil, 13, 29, 30, 33, 84, 85
of James, 30
of John Chrysostom, 29, 30, 33, 57, 85
of the Faithful, 34
Loerke, William, 49 n. 4
London, British Library
Add. Ms 19352 (Theodore Psalter), 49 n. 3
Add. Ms 34060 (diataxis), 30, 61, 62
Luke, evangelist, 50, 60, 96

Macedonia, region, 3, 40, 43

Manastir, St. Nicholas, 31 n. 103, 43, 55 n. 39, 60, 97-99
Mandylion, 68—77, 91, 102, 103, 106, 107, 109

Mango, Cyril, 16
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Mani, 18
Archangel Michael, Polemitas, 13 n. 49
Episkopi, 19
Hagios Strategos, Upper Boularioi, 19, 41 n. 24
St.John, Kaphione, 43 n. 37
St. John the Baptist, Megale Kastania, 70 n. 14
St. Kyriake, Marathos, 13
St. Nicholas in Platsa, 13 n. 49, 70 n. 14
St. Niketas, Karavas, 20 n. 29
St. Panteleimon, Upper Boularioi, 12 n. 41, 18, 19
St. Peter, Gardenitsa, 20 n. 29
St.Theodore near Tsopaka, 20 n. 29
Manuel I Komnenos, 45 n. 48
Mark, evangelist, 5o
Markopoulou (Attika), Taxiarchs church, 33 n. 117
martyts, 2, 3, 16, 32
Mary of Egypt, saint, see communion
Matthias, apostle, 50
Maximos the Confessor, see liturgical commentary
Mega Spelaion (Kalavryta), monastery, 32
Megaw, Arthur H. S., s0
melismos, 38, 40—48, 59, 71,72, 74, 75, 77, 95, 96, 99, 100,
101, 105, 106, 108, 110, 11T
Melnik (Bulgaria), St. Nicholas, 26, 06—97
Merenta (Attika), Panagia, s1
Merkourios, saint, 22
Messenia, Zoodochos Pege (Samari), 19, 57,76
metadosis (the distribution), 49, 52
metalepsis (the partaking), 49, 52
Meteora, monasteries, 32
Metrophanes, saint, 23, 106
metropolitan churches, 18, 80, 86, 92, 94
Michael I Keroularios, patriarch, 28 n. 90, 47, 63
Michael VIII Palaiologos, 58,93, 98
Michael (Astrapas) and Eutychios, see painters
Michael Doukas Glavas Tarchaneiotes, 20, 103, 103 n. 61
Michael (Rhetor) of Thessalonike, 44
Michael the Confessor, saint, 12
Michael the Syrian, 69
midnight office, see hours, liturgical
Milan, Biblioteca Ambrosiana, cod. 49—s50 (Homilies of
Gregory of Nazianzos), 21
MileSeva (Serbia), church, 26
Miljkovié-Pepek, Petar, 60, 97
Modestos, saint, 20, 24
monks and monastic practices, 2, 6, 8, 17, 29, 35, 61, 80
Monreale (Sicily), Cathedral, 65
Moscow, State Historical Museum (Gosudarstvennij
Istoriceskij Muzej)
gr. 129 (Chludov Psalter), 49 n. 3
gr. 382 (menologion), 70 n. 10
Moses, prophet, 8, 104
Mount Athos, 30, 32, 50
Dionysiou monastery, cod. 110 (liturgical scroll),
3I n. 109
Esphigmenou monastery, cod. 34 (euchologion), 24
Great Lavra, 30 n. 99
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Great Lavra, cod. 44 (liturgical scroll), 31 n. 109
Great Lavra, cod. 45 (liturgical scroll), 31 n. 109
Iviron monastery, cod. 4131 (liturgical scroll), 31 n. 109
Iviron monastery, cod. 4133 (liturgical scroll), 31 n. 109
Pantokrator monastery, cod. 61 (psalter), 49 n. 3
Pantokrator monastery, cod. 64 (liturgical scroll), 31 n.
109
Protaton church, 23, 23 n. 47, 27, 28, 50 n. 12, $T, §5 1.
42, 101—2, 106

Vatopedi monastery, 30 n. 99, 60
Vatopedi monastery, cod. 10 (liturgical scroll), 31 n. 109
Vatopedi monastery, cod. 13 (liturgical scroll), 31 n. 109
Vatopedi monastery, cod. 14 (liturgical scroll), 31 n. 109
Vatopedi monastery, cod. 15 (liturgical scroll), 31 n. 109
Vatopedi monastery, cod. 20 (liturgical scroll), 13

Mount Auxentios, 12

Mount Sinai, 32

Mouriki, Doula, 20

Myra, St. Nicholas, 49

Mystra (Mistra)
Virgin Hodegetria, 29
Virgin Peribleptos, 84 n. 16

name saints, 12, 13
narthex
decoration of, 17, 27, 82, 88, 90
inscriptions in, 12, 88, 89
symbolic interpretation of, 5, 6
Nativity, 92, 109
nave
decoration of, 2
inscriptions in, 12
symbolic interpretation of, 5, 6
Naxos, 43
Nativity, near Sagri, 49
Panagia atYallou, 13, 20 n. 30
Panagia Protothrone, Chalke, 6, 16
St. Constantine Vourvourias, 20 n. 30
St. George (south church), Apeiranthos, 43 n. 37
St. George Diasoritis, 37 n. 2
St. George, Distomo, 13 n. 49
St. George near Sagri, 33 n. 117
Nerezi, St. Panteleimon, 6, 7, 22, 25, 31 n. 105, 37, 38, 39,
45, 45 n. 48, 52, 60, 61, 80, 85, 86—87, 97,99
New Law, 22, 102
New York, Pierpont Morgan Library, cod. M. 499 (Abgar
scroll), 70 n. 10
Nicaea, church of the Koimesis, 39 n. 11
Nicholas, saint, representation of, 10, 11, 16, 17, 18, 20, 22,
22 n. 44, 24,27, 28, 31, 33, 37 1. 2, 40, 84, 87, 90,
92, 95, 99, 100, 101, 102, 104, 106, TIT
Nicholas IIT Grammatikos, patriarch, 44
Nicholas of Andida, see liturgical commentary
Nikephoros Kasnitzes, 71
Niketas, bishop of Veroia, 94
Niketas, marble worker from Maina, 13 n. 50



Niphon, bishop of Konstantiane, 42
Niphon, patriarch, 111

Octoechos, 92
Ohrid, 23, 50, 83
Hagia Sophia, 18, 31, 49 n. 9, $1, 52, 53, 58, 59, 63, 80,
83—84, 86
St. John the Theologian (Kaneo), 25, 31 n. 103, 43, 50O
n. 12, 52, 55 n. 39, §5 N. 42, 60 n. 69, g7, 99~—100,
101
Virgin Peribleptos (St. Clement), 6, 12, 26, 28, 31 n.
105, 37, SO 1. 12, 52, 53, $5, 55 1. 30, S5 N. 42,
100—10T
Oikoumenios, saint, 24, 93
QOld Law, 22, 25, 102
Old Testament, 84
omophorion, see vestments
Oropos (Attika), St. George, 19 n. 24

Pachomios, abbot, 29
paganism, 44
painters, 15, 50
John, 80, 98
Kallierges, 80, 105
Michael (Astrapas) and Eutychios, 12, 50, 80, 101
Panselinos, 80, 101
painting techniques, 27, 91, 110
Panagia tou Moutoullas, see Cyprus
Panselinos, see painters
Panteleimon, saint, 7, 10, 87
Panteugenos, Soterichos, theologian, 44
Paphos, St. Neophytos, see Cyprus
paradise, 5, 6
Paris, Bibliothéque Nationale
gr. 20 (psalter), 49 n. 3
gr. 74 (Gospels), 38 n. 7,49 n. 3
gr. 510 (Homilies of Gregory of Nazianzos), 18
gr. 1528 (menologion), 70 n. 10
Suppl. gr. 1276, 57 n. 49
parish churches, 2, 33, 48, 71
Passion, instruments of, 38, 39
Passover, s1, §8
pastiglio, 109
paten, see vessels
Patmos, Monastery of St. John the Theologian, 32, 5T
cod. 707 (liturgical scroll), 14, 30
cod. 719 (diataxis), 9, 24
Paul, apostle and saint, 48, 49, 50, 55, 60, 86, 95, 98
Paul of Latros, saint, 70
Paul the Silentiary, 52
Peloponnesos, 43, see also Lakonia, Messenia
penance (metanoia), 9, 59
Pentecost, 104
Penteli Cave (Attika), south church, 33 n. 117
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Peter, apostle and saint, 48, 49, 50, 51, 55, 57, 60, 86, 93, 96,
98,99, 101, 102, 104, 110
Peter of Antioch, 28 n. 9o
phelonion, see vestments
Philotheos Kokkinos, patriarch of Constantinople, see
diataxis
Phokis, Hosios Loukas, 16, 17
Photios, patriarch of Constantinople, 17, 32
polemical literature, 2, 8, 47, 58, 59, 63, 83
Polychronia, saint, 37 n. 2
Polykarp, saint, 20, 23, 24, 28, 94, 99, 106, 108
polystavrion, see vestments
Pontius Pilate, 8, 76
Prespa
Panagia Eleousa, 31 n. 107
St.Achilleios, 6, 18, 25, 81
priest
actions of, 1,9, 25, 26, 29, 30, 32, 33, 34, 35, 41,47, 55,
61
and sanctuary decoration, 15, 28, 32, 33, 40, 55, $6, 57,
62, 72
and vigil over the deceased, 20, 21
entrance into sanctuary, 1, 25, §7, 72
instructions for celebration, see diataxis
place of, 6, 8, 32
vesting of, see vestments
Prilep
St. Michael the Archangel, 80, 88
St. Nicholas, 31 n. 103, 88 n. 23
processions, liturgical, 1, 56, 73
Proclus of Constantinople, 75 n. 33
property, donation of], 13
prophets, 22, 103
proskomide, 83,84
proskynesis, 7, 55, 94
proskynetaria icons, see icons
proskynetarion, 11
prothesis
chamber, 42, 54, 74, 84, 92, 111
niche, 49, 70, 92, 106, I11
Prothesis
prayer, 33, 40 n. 16, 42, 85 n. 18, 106
rite, 24
psalter, 49,49 n. 3
Pyli (Thessaly), Porta Panagia, 19, 20
Pyrgi (Euboia)
Church of the Transfiguration, 12
St. Nicholas, 49 n. 8

regional patterns, 10, 19, 20, 23, 43, 50, 104

rhipidion (liturgical fan), 38, 39, 40, 41, 43, $6, 73, 83, 87,
95, 99, 100, 101, 108, 110

Riha Paten, 49, 5

Romanos, saint, 104

Romanos I Lekapenos, emperor, 69
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Rome, Biblioteca Apostolica Vaticana

Barb. gr. 372 (Barberini Psalter), 49 n. 3

gr. 752 (psalter), 56 n. 45

gr.1613 (Menologion of Basil II), 18

Ross. 251 (Heavenly Ladder of John Klimakos), 70 n. 10
Rossano, Cathedral Treasury, Gospels, 48 n. 2
Rule of St. Sabas, 35

sacrifice
bloodless, 39, 72, 73, 74
of Abraham, 84, 84 n. 16
St. Neophytos (near Paphos), see Cyprus
saints
female, 12
intercessory role of, 2, 10, 11, 18, 35, 78
movement of, 1, 16, 37
portraits of, 7, 13
sakkos, see vestments
sanctuary
admission into, 6, I1, 12, 14
representation of, 30
seeking refuge in, 12
symbolism of] 5, 6
window, 37, 39, 40, 43, 75, 87, 97, 101, 105, 110
screen, sanctuary (templon), 1,9, 71,72
attachment of, 11
chancel barrier, 6, 7, s1, 52, 83
epistyle, 6,7
icons and, 8, 9
masonry, 10, 57
reverse side, 10
Serbia, see Arilje, Gracanica, Mileseva, Sopoéani, Studenica
Serres, Sts. Theodoroi (Old Metropolis), 49, 80, 86
Servia, Metropolis (St. Demetrios), 23, 25, 80, 92
silentiarios, 21
Silvester (Pope), saint, 23, 28, 106, 106 n. 71, 108, 109
Simon, apostle, 60, 95
skeuophylakion, 73,74
Skopije, 45 n. 48
Soganli (Cappadocia)
Karabas kilise, 49 n. 9
St. Barbara, 18 n. 19
solea, §1
Solomon, Old Testament king, 102, 106
Sophronios, patriarch of Jerusalem, see liturgical
commentary
Sopoéani (Serbia), Church of the Trinity, 33 n. 116
sponge, 38,73
Spyridon, saint, 24, 86, 106, 108
Staro Nagori¢ino (Macedonia), St. George, 50 1. 12, 55 n. 42
Stephen Sabaites, saint, 81 n. 8
Stephen the Protomartyr, saint, 90, 92, 106
Stephen the Younger, saint, 12
Stethatos, Niketas, monk, 8, 9, 58

sticharion, see vestments
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Stilbes, Constantine, metropolitan of Kyzikos, 12 n. 44, 58,63
Studenica (Serbia)

Church of the Kral, s0 n. 12

Church of the Virgin, 33 n. 117
Stuma Paten, 48 n. 2, 55
stylite saints, 94
Sveéani (Macedonia), St. Constantine, 55 n. 39, 60, 97, 99
Symeon, archbishop of Thessalonike, see liturgical

Cormnentary

Taft, Robert, 62
Tanghil (Georgia), Holy Archangels, 75 n. 29
templon, see screen, sanctuary
textiles, liturgical, 9, 71, 75—76
aer, 8,76
altar cloth, 9, 12, 39, 41, 43, 50, 90, 97,99
eiliton, 62
Thaddeus, apostle, 50
Thallelaeos, anargyros, 82
Thebes, St. Gregory the Theologian, §
Theodore Komnenos Doukas, ruler of Epiros, 94
Theodore (Manganeios) Prodromos, poet, 75 n. 33
Theodore of Mopsuestia, bishop, 73
Thessalonike, 23, 26, 50, 58
Acheiropoietos Church, 109
epitaphios, 76
Holy Apostles, 31 n. 105, 33 n. 115, 80, I10~1I
Panagia ton Chalkeon, 6, 18, 28, 49 n. 9, 67, 80-82, 83,
84, 104
St. Catherine, 27, 28, 31 n. 10$, 33 n. II$, $0, $0O n. 12,
110
St. Demetrios, 10, I1, 103
St. Euthymios, 28, 30, 52, 53, 55, 70 0. 14, 72 0. I9,
102—5§
St. Nicholas Orphanos, 11, 15, 23 n. 47, 26, 27, 31 n.
105, 33 N. IIS, 43, 43 1. 34, 49 1. 8, 50 1. 12, 52, 53,
72, 109—10
St. Panteleimon, 27
Thessaly, 103
Thierry, Nicole, 70
Three Hebrew Children in Furnace, 84, 84 n. 16
Three Hierarchs, feast of, 24 n. 53
throne, 38, 38 n. s, 40, 73, 89, 93, 104, 106
thyomenos, 43
Tiflis, Sion, no. 484 (Gospels), 70 n. 10
Titos, saint, 18
Torcello, Sta. Maria Assunta, 38 n.7
Transfiguration, 3
Trinity, 27, 38, 45, 89
Trisagion, 30, 31, 33, 34
troparia, penitential, 9
Trullo, council in, 6
Turin, Biblioteca Nazionale e Universitaria, cod.
C.1.6.199 (Homilies of Gregory of Nazianzos),
42 n. 31.



Vasilaki (Lakonia), St. John the Baptist, 20
Vassaras (Lakonia), St. John the Baptist, 20 n. 29
Vassilakes, Nikephoros, 44
Veljusa (near Stroumitsa), Panagia Eleousa, 12 n. 39, 22,
26, 37, 38, 39, 45 n. 438, 84—85,87,98 n. 48
Velmans, Tania, 74
Veroia, 80
Christos (church of the Anastasis of Christ), 23, 23 n.
47,26, 27,28, 31 n. 105, 33 n. 115, 68,70 n. 14,
105—7, 108
Old Metropolis (Sts. Peter and Paul), 28, 31 n. 105,
94-95
St. Blasios, 23 n. 47, 23 n. 51, 25, 27, 28, 31 n. 105, 33,
43 1. 34, 106, 1078
St. John the Theologian, 31 n. 105, 48, 49 n. 8, 53, 55,
60, 9596, 97, 105, 107
St. Paraskeve, 23 n. $I, 25, 108—9
vessels, 39, 40, 50, $2—54
amphora, §3, 97
chalice, 37, 39, 41, 42, 46, 49, 52, 53, 53 n. 28, 55, 56, 57,
61, 90, 99
cup, 48, 50, 52
Early Christian, 52
goblet, 53
krater, 53
paten, 37, 39, 40, 41, 42, 43, 44, 48, 52, 53, 87, 90, 99,
100
stamnos, 3
vestments, 17, 25—29, 35
belt, 25, 28
decoration of, 26, 27, 28, 29, 90
encheirion, 28
epigonation, 25,28, 29
epimanikia (cuffs), 25, 28, 29
epitrachelion (stole), 25, 28, 29
omophorion (pallium), 18, 25, 26, 27, 90, 92
phelonion (chasuble), 21, 25, 26, 27, 28, 61, 82, 92, 93,
95, 108, 109
polystavrion, 23, 26, 27, 28, 30, 87, 90, 92, 95, 99, 104,
106, 107, 111
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Hlustrations

I St. Nicholas Orphanos, Thessalonike, Sanctuary (see Figs. 53, 56)
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I St. Nicholas Orphanos, Thessalonike, Sts. Athanasios and John Chrysostom (see Fig. 56)
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III St. George, Kurbinovo, Christ as the sacrifice (see Fig. 26)

IV St.John the Theologian, Veroia, Communion of the Apostles (see Figs. 31, 32)
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V Christos, Veroia, Sanctuary (see Fig. 49)

147



Hlustrations

1 Panagia ton Chalkeon, Thessalonike, Sanctuary
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2 Panagia ton Chalkeon, Thessalonike, St. Gregory of Nyssa 3 Panagia ton Chalkeon, Thessalonike, South wall of sanctuary
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4 Hagia Sophia, Ohrid, Sanctuary
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Hlustrations

5 Hagia Sophia, Ohrid, Communion of the Apostles

6 Hagia Sophia, Ohrid, St. Basil Officiating (from Hamann-Mac Lean and Hallensleben, Die
Monumentmalerei, 1: fig. 25)
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7 Panagia Eleousa

Miljkovi

fig. 1)

Pepek, Veljusa,
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from Miljkovié-Pepek,
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8 Panagia Eleousa,Veljusa, Drawing of hefoimasia
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Tllustrations

9 Panagia Eleousa,Veljusa, St. John Chrysostom (from Miljkovié-Pepek, TVeljusa, fig. 45)
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Hlustrations

10 St. Leontios,Vodoca, St. Basil (from Petar
Miljkovié-Pepek, Le complexe des églises de
Vodoca [Skopje: Republicki zavod za zastita na
spomenicite na kulturata, 1975], pl. xx11)

11 St. Leontios,Vodoca, South wall of sanctuary (from Petar Miljkovié-Pepek, Le
complexe des églises de Vodota [Skopje: Republi¢ki zavod za zastita na spomenicite na

kulturata, 1975], pl. xx11)
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12 Sts. Theodoroi (Old Metropolis), Serres, St. Andrew
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13 St. Panteleimon, Nerezi, Sanctuary
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15 St. Panteleimon, Nerezi, Hetoimasia

157



Hlustrations

16 St. Panteleimon, Nerezi, Embracing apostles
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17 St. Michael the Archangel, Prilep, St. Gregory the Theologian (from Miljkovié¢-Pepek,
“Contribution,” fig. 4)

18 St. Michael the Archangel, Prilep, St. Andrew
(from Miljkovi¢-Pepek, “Contribution,” fig. 2)
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19 Holy Anargyroi, Kastoria, Narthex, St. Basil
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20 Holy Anargyroi, Kastoria, Sanctuary
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21 Holy Anargyroi, Kastoria, Gregory the Theologian and Basil (from Pelekanides, Kastoria, pl. 9b)
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22 Holy Anargyroi, Kastoria, John Chrysostom and Nicholas (from Pelekanides, Kastoria, pl. 9a)
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23 St. Nicholas tou Kasnitze, Kastoria, Sanctuary and south wall
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24 St. Nicholas tou Kasnitze, Kastoria, Virgin of Annunciation
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25 St. George, Kurbinovo, Sanctuary
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26 St. George, Kurbinovo, Christ as the sacrifice (from Cvetan Grozdanov and Lydie Hadermann-Misguich, Kurbinovo
[Skopje: Makedonska kniga: Republicki zavod za zastita na spomenicite na kulturata, 1992], pl. 10)
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27 Metropolis (St. Demetrios), Servia, Sanctuary and south wall 28 Metropolis (St. Demetrios), Servia, South wall
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29 Panagia Mavriotissa, Kastoria, Virgin of Annunciation (from Pelekanides, Kastoria, pl. 68b)
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30 Old Metropolis, Veroia, Nicholas and Dionysios (from Papazotos, He Veroia, pl. 6)
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31 St.John the Theologian,Veroia, Sanctuary 32 St. John the Theologian, Veroia, Embracing apostles
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33 St. Nicholas, Melnik, Consecration of St. James

34 St. Nicholas, Melnik, Consecration of St. James
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Drawing of the Communion of the Apostles

35 St. Constantine, Svecani,

Moriovo), Sanctuary (from Miljkovié-

Manastir (

s

36 St. Nicholas

Pepek, “Contribution,” fig. 12)

173



Hlustrations

37 St. Nicholas, Manastir (Moriovo), Communion of the bread (from Dimé&e Koco and Petar
Miljkovi¢-Pepek, Manastir [Skopje: Univerzitetska petatnica, 1958], pl. 13)

38 St. Nicholas, Manastir (Moriovo), Communion of the wine (from Dim¢e Koco and
Petar Miljkovié-Pepek, Manastir [Skopje: Univerzitetska peatnica, 1958], pl. 12)
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39 St. Nicholas, Manastir (Moriovo), John Chrysostom and Gregory the Theologian (from
Dimce Koco and Petar Miljkovi¢é-Pepek, Manastir [Skopje: Univerzitetska pecatnica, 1958], pl. 19)

40 St. Nicholas, Manastir (Moriovo), Melismos (from Dimé¢e Koco and Petar Miljkovié-Pepek,
Manastir [Skopje: Univerzitetska pecatnica, 1958], pl. 10)
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41 St. John the Theologian (Kaneo), Ohrid, Sanctuary
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42 Virgin Peribleptos (church of St. Clement), Ohrid, Sanctuary
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Mount Athos, Sanctuary screen

s

43 Protaton
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Mount Athos, North wall of sanctuary

>

44 Protaton
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45 Protaton, Mount Athos, South wall of sanctuary
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46 St. Euthymios, Thessalonike, Conch of apse
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48 St. Euthymios, Thessalonike, Communion of the wine
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49 Christos,Veroia, Sanctuary
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50 Christos, Veroia, North wall of sanctuary
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51 St. Blasios, Veroia, Sanctuary (from Papazotos, He Veroia, pl. 12)
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52 St. Nicholas Orphanos, Thessalonike, East wall

$3 St. Nicholas Orphanos, Thessalonike, Sanctuary screen
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54 St. Nicholas Orphanos, Thessalonike, Communion of the bread
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$s St. Nicholas Orphanos, Thessalonike, Communion of the wine
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Hlustrations

56 St. Nicholas Orphanos, Thessalonike, Sanctuary

57 St. Nicholas Orphanos, Thessalonike, Christ as the sacrifice
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ike, South wall of sanctuary

Nicholas Orphanos, Thessalon

58 St
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59 St. Catherine, Thessalonike, Athanasios of Alexandria and John Chrysostom
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60 Panagia Protothrone, Naxos, Sanctuary (from Naxos, ed. Manolis Chatzidakis [Athens: Melissa, 1989], 35)

61 St. Panteleimon, Upper Boularioi, Mani, Sanctuary (from Drandakes, Vyzantines toichographies, pl. Xv1ir)
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62 Hagios Strategos, Upper Boularioi, Mani, Sanctuary
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63 Porta Panagia, near Pyli, Trikkala, Gregory the Theologian and Basil
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64 Zoodochos Pege, Samari, Messenia, Frontal bishops
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Hlustrations

65 St. Merkourios, Corfu, Sanctuary (from Panagiotes Voctotopoulos, “Fresques du Xle siecle a Corfou,” CahArch 21
[1971]: 155, fig. 4)
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Hlustrations

66 St. John Chrysostom, Geraki, Athanasios and John 67 St.John Chrysostom, Geraki, Basil and Gregory the
Chrysostom Theologian
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Hlustrations

68 St. Neophytos, Paphos, Cyprus, Sanctuary
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Hustrations

69 Taxiarchs of the Metropolis, Kastoria, Gregory the 70 Taxiarchs of the Metropolis, Kastoria, John Chrysostom
Theologian and Basil (from Pelekanides, Kastoria, pl. 121b) and Athanasios of Alexandria (from Pelekanides, Kastoria, pl.
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71 Hodegetria, Mystra, Leo of Rome
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Hlustrations

72 Athens, National Library, cod. 2559 73 Patmos, Monastery of St. John the Theologian,
cod. 707
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74 St.John Chrysostom, Geraki, Christ as the sacrifice
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Hlustrations

75 Dumbarton Oaks, Washington, D.C., Riha Paten (acc. no. 54.89.21)
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Hlustrations

77 Panagia Phorbiotissa, Asinou, Cyprus, Communion of the Apostles
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78 Panagia Phorbiotissa, Asinou, Cyprus, South wall
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Hllustrations

80 Panagia, Merenta, Attika, Communion of the Apostles (from Nafsika Panselinou, Saint-Pierre de
Kalyvia-Kouvara et la Chapelle de la Vierge de Mérenta [Thessalonike: Kentron Vyzantinon Ereunon, 1976],
pl. 62)
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Hlustrations

81 Omorphe Ekklesia, Athens, Communion of the bread
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Hllustrations

82 Iznik Archaeological Museum, Chalice

83 Holy Archangels, Lesnovo, Communion of the wine (from Gabriel Millet and Tania Velmans, La
peinture du moyen dge en Yougoslavie [Paris: E. de Boccard, 1969], 4: pl. 7)
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84 Zoodochos Pege, Samari, Messenia, Sanctuary screen with Zosimas
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Hlustrations

85 St. Nicholas, Geraki, Zosimas
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86 St. Athanasios, Kastoria, Communion of the Apostles
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Hlustrations

87 St. Barbara, Khé, Georgia, Mandylion (from Tania 88 Church of the Savior, Geraki, Sanctuary
Velmans, “L'église de Khé en Georgie,” Zograf 10 [1979]:
74, fig. 6)
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90 Zoodochos Pege, Samari, Messenia, Epitaphios
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