In St. Georges at Polosko, for the first time in the
Byzantine art, the Mandylion appears in the scene
of the Ascension of Christ. This acheiropoietos im-
age (not made by human hands) of Christ is depicted
Jjust above the Virgin Acheiropoietos in the apse. The
object of the present paper is to examine these two
acheiropoietos images in the context of the monu-
ment s funeral character.

The church of St. George at Polosko was an en-
dowment of the Serbian noble John Dragusin, buried
in the southwest angle of the church. He died during
the construction of his mausoleum, and the painting
(1343-45) was a donation of his mother'. Because

! For the church in general, see: 'B. Mano-3ucwu, I1o-
aowko, Crapunap, 6, beorpan 1931,114-123, 'B. bomiko-
Buh, M3eewimaj u kpamke Oenewike ca nymosgarsa, OKo-
muHa I'panckor, Ilomomko, Crapunap, beorpag 1931,
183-186, B. J. Bypuh, Ilorowko - Xunandapcku memox
u Apaeywunosa epoonuya, 3HM, 8, beorpan 1975, 327-
344, G. Babi¢, Quelques observations sur le cycle des
Grandes Fétes de 1’église de Polosko (Macédoine), Ca-
hArch, 27, Paris 1978, 163-178, 1. I'po3nanos, . Kop—
HakoB, Mcmopujcku nopmpemu y Ionowkom (I), 3orpad,
14, Beorpan 1983, 60-67, id., Hcmopujcku nopmpemu y
Honowxom (II), 3orpad, 15, Beorpax 1984, 85-93, id.,
Hcmopujcxu nopmpemu y Ionowxom (I11), 3orpad, 18,
beorpan 1987, 37-43, M. KopHaKOB, Tonowku manacmup,
Cxomje 2006, A. Ristovska, L’'Eglise Saint-Georges de
Polosko (Macédoine): Recherche sur le monument et ses
peintures murales (XIVe siecle), These de Doctorat, Ecole
Pratique des Hautes Etudes, Paris 2010, ead., Une mo-
niale commanditaire : I’art au service de la propagande
impériale au XIVe siecle, Actes du 9e colloqueétudiant du
Départementd’histoire de 1’Université Laval, Laval 2010,
ead., Kusonucom na ypxeama Ce. I'oprtu Ionowku u no-
JUMUYKO-YpKOBHUMe npomeHu na Bankanom xou cpeouna-
ma Ha 14-om eex, Yausepsuretr CB. Kiiument Oxpuncku,
Hayuno cnircanue Xopuzontu, 7, butona 2011, 163-179,
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the tomb of the founder was placed in the church it-
self, the painted program as a whole reveals the fu-
neral character of the monument®. In this paper we
try to determine the eschatological meaning of the
two acheiropoietos “not made by hands” images in
Polosko: the image of the Virgin Acheiropoietos and
the Mandylion.

The Virgin Acheiropoietos

In the conch of the apse of the church is depicted
the bust of the Orant Virgin with Child in a round
halo in front of her chest (fig 1). An inscription indi-
cates her epithet: Mother of God the Acheiropoietos
(H AXEIPO / IIIHTOC / MP / @Y). The Christ Em-
manuel (O EMMA /NOYHA | IC/ XC) blesses with
his right hand and holds a closed scroll in his left®.

A. Popova, La Représentation de Judas dans 1’église de
Saint-Georges de Polosko, Ilarpumonnym.MK 10, Ckorje
2012, 130-148, 1. Zicwov, O Ayrog Nikdiaog tov Kopiton-
oty Kooropiarxar O Ayiog I'ewpyiogoro Polosko, Hum n
Bwusantyja, 9, Hum 2011, 321-348.

2 Most of the tombs of nobles in Serbian churches
are placed in secondary spaces where the iconographic
program corresponds to its funerary purpose.This is es-
pecially obvious in the narthex of the parekklesion of
Hrelja in Rila, in the chapel of St. Nicholas in Serres, in
Zrze and in the catholicon of Hilandar. In the narthex of
Rila, Kuéeviste and Lesnovo for example are represent-
ed the last psalms quoted in the liturgy for the dead, U.
Bophesuh, 3udno cruxapcmeo cpncke éracmene y 0oba
Hemarwuuya, beorpan 1994, 84-85.

3 For others examples where the Christ Child is named
Emmanuel in this iconographic type of the Virgin, see: A.
Glichitch, Iconographie du Christ-Emmanuel, origine et-
deéveloppement jusqu’au XIVe siécle, Thése de Doctorat,
Université de Paris I (Panthéon Sorbonne), Paris 1990, 34,
with bibliography.
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Fig. 1 The Virgin Acheiropoietos, St. George at PoloSko

The image of the Virgin in the conch of the apse of ~ phen in Sopocani (circa 1265)°. Other examples are
Polosko belongs to the iconographic type of the Vir-  in Gracanica (1318-1321)°%, in St. Nicholas Orphanos
gin Blachernitissa. Associating the image of Christ  in Thessaloniki (the second decade of the fourteenth
in a medallion in front of her chest and the gesture of ~ century)’, in Mali Sv. Vraci (1340)%, in St. Nicholas
her raised hands in prayer, she evokes both the mys-  tou Kyritsis in Kastoria (ca. 1346, fig. 2)°, in Lesnovo
tery of the incarnation and intercession®.

The oldest representation of the Virgin designated

; :
as Acheiropoietos, is located in the chapel of St. Ste- Inthe conch of the apse of the chapel of St. Stephen in

Sopocani the Orant Virgin is depicted with the Christ Child
in amedallion in front of her chest, B. J. Bypuh, Conohanu,
4 The iconographic type of the Virgin holding the Child ~ Beorpan 1963, 83, fig. on page 134.
in a medallion on her chest is known as Blachernitissa,
Nicopeia, Platytera and Episkepsis. This iconography of
the. Virgin evokes the'mystery of the Incarnation — the g depicted above her in a segment of sky, surrounded by
Child represents the incarnated Logos who descended cherubims, Tomuh, Ipauanuya - ciuxapemso, Beorpaz-
into the future Mother of God at the moment of the an- Tpumruna 1988, 80, 113, fig. 1, B. Todi¢, Serbian Medie-
nunciation. The iconographic type of the Orant Virgin 47 puinting, the Age of King Milutin, Belgrade 1999, 146.
emphasizes her quality as a mediator, interceding unceas-
ingly for the faithful, C. Baltoyanni, The Mother of God
n Portqble fcons, M Yassllakl, ed.{ Mother Of God, Rep- Bakirtzis, éd, Ayios Nikolaos Orphanos. The Wall Paint-
resentation of the Virgin in Byzantine Art, Milano 2000, .
140, M. Tatuh-bDypuh, Bpama Cnosa. Ka nuxy u 3nayersy ings, Athens 2003, pl. 10.
Braxeprumuce, 301V, 8, Hosu Cax 1972, 61-88, ead., 8 The Virgin represented in the conch of the apse of the
Hiona Bozopoouye 3namersa, 31, 13, Hou Cax 1977, church is the type of the Virgin Fountain of Life where the
4-17, H. 1. Konnaxos, Hxonozpagus Bozomamepu, CIIG. bust of the Orant Virgin is depicted with the Child placed
1914, 60, 83, J. D. Stefanescu, L illustration des Liturgies in a container on her chest, L. Iposxanos, Oxpudcko suono
dans ’art de Byzance et de I’Orient, Bruxelles 1936, J.  ¢uKapcmeo 00 X1V sex, Oxpun 1980, 52, fig. 20-21.
D. Stefanescu, L illustration des Liturgies dans [’art de °In this church is depicted a standing figure of the
Byzance et de I’Orient, Bruxelles 1936, 103. Orant Virgin, Xiciov, op. cit.,334-336.

6 In the conch of the apse of Gralanica is depicted a
standing figure of the Orant Virgin, while the Emmanuel

7 In the conch of the apse of St. Nicholas Orphanos, the
Orant Virgin is depicted on a blue starry background, Ch.
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Fig. 2 The Virgin Acheiropoietos, St. Nicholas tou Kyritsis in Kastoria, (From: I. Ziciov, O Ayio¢ Nixolaog tov
Kvpiron oty Kaoropia koi O Ayiog I'edpyiog oto Polosko, Hu v Buzantuja, 9, Hum 2011, sch. 15)

(1346-1347)", in Zaum (1361)" and in the narthex
of Hilandar (fourteenth, fifteenth centuries, fig. 3)'%.

The cult of the Virgin Acheiropoietos was spread
from the monastery of the Virgin Acheiropoietos in
Thessaloniki'®. The monastery, originally dedicated
to the Virgin Hodegetria, possessed an icon of the

10 The Orant Virgin with Christ in a medallion on her
chest in Lesnovo is depicted in a standing position flanked
by two archangels, C. I'abenuh, Manacmup Jlecnogo. Hc-
mopuja u ciuxapcmeso, beorpan 1998, 66, fig. 13.

' 1I. I'po3nanoB, Oxpudcko sudHo cauxapemeo 00 XIV
sex, Oxpun 1980, 110, fig. 70. In Zaum the Orant Virgin is
depicted with the Child on her chest.

12 The Orant Virgin depicted in a buste with the Child
in a medallion on her chest is painted in a niche above a
tomb, V. J. Burié, Fresques médiévales a Chilandar, Actes
du XIIe Congres international d’études byzantines, Ohrid
1961, vol. 3, Beograd 1964, 96-97, fig. 60.

13 Vojislav Puri¢, enumerating almost all known exam-
ples of the Virgin Acheiropoietos and starting from their
geographical layout, gave this hypothesis on the influ-
ence of the monastery in Thessaloniki. This large early
Christian basilica with three naves, dedicated to the Virgin
Acheiropoietos, was one of the main places of worship of
the Virgin Acheiropoietos, Purié, Fresques médiévales a
Chilandar, note 99.
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Virgin Hodigitria. According to the legend, the Virgin
Mary, represented on this icon miraculously raised
her hands toward the heavens in intercession for the
ktitor of the monastery'.

A Greek inscription appears around the conch of
the apse:

THN TIMHOTAIPAN TON XEPOYBHM KAI
ENAOZOTEPAN ACHNKPITOCTON CEPAOHM
THN AAIA®OOPON O(EO)N AOTON TEKOYCA
TIN ONTOC @EOTOKON CE MEI"AAINOMEN

“More honorable than the cherubim, and beyond
compare more glorious than the seraphim. Without
corruption thou gavest birth to God the Word.True

Theotokos, we magnify thee's.”

It is a hymn to the Virgin (tnvriuntepav), sung
every day after the consecration in the Liturgy of St.
John Chrysostom and at the conclusion of almost all
offices'®. The words of the hymn emphasize the ab-

4 A. Evyyomovrog, H lozpevtixn eix@v 100 vood tig
Ayepornoirov Ocooalovixng, EAAvira, 13, O@scoarovi-
kN 1954, 256-262.

5 R. P. F. Mercenier, La priere des églises de rite byz-
antin, vol. 1, Amay-sur-Meuse 1937, 242.

16 J. Nasrallah, Marie dans la Saint et Divine Liturgie
Byzantine, Paris 1955, 91.



Fig. 3 The Virgin Acheiropoietos, Hilandar Monastery (From: V. J. Burié, Fresques médiévales a Chilandar, Actes du
XlIe Congres international d’études byzantines, Ohrid 1961, vol. 3, Beograd 1964, 96-97, fig. 60.)

solute sanctity of the Virgin that exceeds all the cre-
ations. She is superior to the angels because when the
angels saw the God incarnate in her they were terri-
fied. The hymn also stresses the incomparable purity
of the Virgin through which she became the Mother
of God. God dwelt in her and He was born by her
raising her to a level of unspeakable purity. By and
through her He divinised the mankind and made her
a universal mediator'’.

The hymn written around the apse and the icono-
graphic type of the Virgin complement each other.
They insist on the Incarnation that determines the
role of the Virgin as a mediator.

From the preserved examples, we can assume that

the church of Polosko is the only example in Byzan-
tine art in which this text is inscribed around the apse'®.

17 J. Ledit, Marie dans la liturgie de Byzance, Paris
1976, 40, 44.

'8 The axion estin is also inscribed on the scroll of
Cosmas of Maiouma represented in the narthex of Staro
Nagoricino. His text refers most probably to the Dormi-
tion depicted near him. We find the same representation of
Cosmas of Maiouma in parecclesion of Gracanica where
the text probably refers to the Annunciation, Todi¢, op. cit,
177, b. Tomuh, Cmapo Haeopuuuno, beorpam 1993,87,
104, 117-118, id., Ipayanuya, 87. The beginning of this
hymn is also inscribed in the northwest dome in Resava,
b. XXuskosuh, Manacuja. Lipmescu ¢pecaxa, beorpan
1983, sch. 2, M. I'muropujeBuh-Makcumosuh, Axonoepa-
¢uja Bocopoouuunux npaobpasa y cpnckom ciukapcmey
00 cpeoure XIV 0o cpeoune XV eexa, 3PBU, 43, beo-
rpax 2006, 291, J. IIponosuh, Cruxanu npoepam xynone
U NOMKYNOMHUX npocmopa y ypkeu manacmupa Pecase,
3orpad, 32, beorpax 2008, 133. The same text is also in-
scribed around the Virgin in a medallion depicted in the
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These words are followed by a prayer:

COCON ME M(HTE)P TOY O(EO)Y H
TEKOYCA K(YPIO)N

"Save me, Mother of God, who gave birth to the
Lord."

The representation of the Mandylion

Above the representation of the Virgin Achei-
ropoietos is depicted the Mandylion (fig. 4)"°. This
acheiropoietos image of Christ is incorporated in the
scene of the Ascension of Christ (H ANAAH WIC)%,
depicted on the top of the east wall. In the upper reg-
ister of the scene Jesus Christ, enthroned on a rain-
bow, is blessing with both hands. He is depicted in a
round glory upheld by two angels. In the centre of the
lower register of the scene is depicted the Mandylion
attached to two trees. The Virgin on the right and two
angels on the left flank the Mandylion. One of the an-
gels point to the sky with his right hand and holds in
his left a deployed scroll on which we read the words
of the Acts of the Apostles (I, 11):

barrel vault in the narthex of St. Archangels in a Kuceviste
(1630/31), A. Cepadumona, Kyuesuwru manacmup Cee-
mu Apxaneenu, Cromje 2005, 123-124.

1 The same formula is also used in St. Nicholas Orph-
anos. The Mandylion is depicted above the Virgin Achei-
ropoietos, Sh. Gerstel, Beholdfing the Sacred Mysteries.
Programs of the Byzantine Sanctuary, Seattle-London
1999, 72-73.

2 For the iconography of this feast see: E. T. Dewald,
The Iconography of the Ascension, AJA, 19, New York,
1915, 277-319, 277-319, 144-152, O. Demus, The Mosa-
ics of Norman Sicily, London 1949, 220, 291.
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Fig. 4 Ascension of Christ, St. George at PoloSko

[AJNA[P]JEC | TAAIAE | H TI E<C>TI | [KAJTE
BAE | IONTOC | HC TON OY | PANON

“Men of Galilee, why do you stand here looking
into the sky?(This same Jesus, who has been taken
from you into heaven, will come back in the same way
you have seen him go into heaven)”'.

The apostles are divided into two groups around
the Mandylion, the angels and the Virgin Mary.

The incorporation of the Mandylion? in the As-
cension of Christ in Polosko singles out this scene

2l Towards the end of the Byzantine period, the text of
the Acts appears on the scroll held by angels. For example,
the angel holds a scroll with the inscription in Koumbelid-
iki in Kastoria (1260-1280), Xt. [Tekexavidng, Kaoropid, I.
Bolavuivoi toryoypagios, Hivaxes, @eocalovikn 1953, pl.
109, in the monastery of Lesnovo (1346/47), I'abenuh,
Manacmup Jlecnoso, 82, in Pantanassa in Mistra (circa
1430), V. Lazarev, Storia della pittura bizantina, Torino
1967, fig. 556, or even in St. Georges near Prespa (1485-
1497), %t. Ilekekavidng, Bvlavtivd ko Metafvloviiva
Mvnueia g Tpéorag, Oeccolovikn 1960, fig. XXVIIL.
But we find this inscription much more earlier inscribed on
the background of the Ascension in Cappadocia, G. Jerph-
anion, Une Nouvelle province de [’art byzantin: Les églises
rupestres de Cappadoce, vol. 1/1, Paris 1932, 104 (Eglise
n°4 de Goreme) or in the church of St. Sophie in Thessalo-
niki (end of eleventh century), H. B. ITokpoBckuii, Esance-
aue 8 NAMAMHUKAX UKOHOZPADUU NPeUMYUeCmeeHHO 8U-
sanmutickux u pyccxux, CI10. 1892, 435, fig. 207.
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from other contemporary compositions. The cult
of the Mandylion, the image “not made by human
hands” on which appears the Holy Face of Christ,
present since the sixth century, was mainly devel-
oped in the post iconoclast period. There are three
interpretations of the subject: prophylactic if shown
over the doors; symbol of the Incarnation, and then it
appears over or on the top of the apse, under or into
the drum of the dome, in the vaults, and finally Eu-
charistic without fixed location.

Although the Mandylion is depicted over the apse
from the twelfth century® to our knowledge it is in-
cluded for the first time in the Ascension in Polosko?.

22 On the Mandylion, see the most recent studies with
bibliography: E. Kitzinger, The Mandylion at Monreale,
Arte profana et arte sacra a Bisanzio, Roma 1995, 575-602,
Gerstel, op.cit., 68-77, C. Dufour Bozzo, A. Calderoni Ma-
setti, G. Wolf, éd., Intorno al Sacro Volto: Genova, Bisan-
zio e il Mediterraneo (XI-XIV secolo), Venezia 2007.

2 Like for example in St. Nicholas of Kasnitzi in Kas-
toria (end of 12-th century), where the Mandylion is de-
picted over the apse between the Annunciation and below
a Deesis that occupies the upper part of the sanctuary, Ger-
stel, op.cit., 164, fig. 23.

24 The scholars who have worked on the representation
of the Mandylion, and especially on the representation of
the Mandylion within the Ascension, are not familiar with
the example of Polosko, Gerstel, op.cit., 68-77, H. Papasta-
vrou, Remarques sur la décoration du mur est au-dessus



A little bit later, we find the same
solution in Ohrid in the church of
the St. Demetrius (third quarter of
the fourteenth century)®. A century
later this solution is repeated in the
churches of Ohrid school from the
fifteenth century: in All Saints in
Lesani (1451-1452), in St. Elijah
Dolgaec (1454/5), in the Ascension
of Christ in Leskoec (1461/2, fig. 5),
and in St. Nicholas Bolnicki (second

_EWf-

half of the fifteenth century)®. In

these churches, with the exception of
St. Nicholas Bolnic¢ki, Christ carried
by the angels is not represented on
the wall, but above the scene of the
Ascension in the eastern part of the
vault of the church?’.

The Mandylion is also depicted
within in the Ascension in Hagios
Alypios  Papastamatiou  (1485),
where it appears in the centre of
the Ascension between Mary and
an angel in prayer, while the Christ
carried by the angels, is in its usual
place®. In St. Demetrius in Aiani

(fifteenth century)® the Mandylion
attached to two trees is depicted
above the apostles and immediately
below the Christ in the halo. Finally,
in the Ascension in Sts.Anargyroi in
Servia (1510-1600), the Virgin her-
self holds the Mandylion*.

Helen Papastavrou who has stud-
ied the incorporation of the Man-
dylion in the Ascension in the churches of Ohrid has

de I’abside dans trois églises du XVe siecle en Macédoine,
CahBalk, 11, Paris 1987, 141-159, T. Velmans, Valeurs
semantique du Mandylion selon son emplacement ou son
association avec d’autres images, Byzance, Le Slaves et
L’Occident, London, 2001, 287-310.

% In St. Demetrius in Ohrid like in Polosko the
Mandylion is attached to two trees, A. Cepadumosna,
@peckoocugonucom 6o ypxeama Ce. Jumumpuja 60
Oxpuo 60 KowmeKkcm Ha 2paodcKkomo CAUKapcmeo 00
emopama nonosuna Ha X1V sex, 3SCYMM, 6, Cromje 2007,
75-76, fig. 11-12.

2 T. Cy6oruh, Oxpuockama cauxapcka wikona 00 XV
sex, Oxpun 1980, 52-57, (St. Elijah Dolgaec), 69-75 (Le-
Sani), 93-104 (Leskoec), 104-110 (St. Nicholas Bolnicki).

27 On the iconography of the vault of the churches of
Ohrid school, see: Cybotuh, op. cit., 173-174.

2 TTehekavidng, Kaaropid, pl. 179-180.
» Papastavrou, op.cit., 153.
0 ead. 153, fig. 4.
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Fig. 5 Church of the Ascension of Christ in Leskoec (From : I. Cy6oruh,
Oxpudckama crukapcka wixona 00 XV eex, Oxpun 1980, fig. 77)

explained its appearance in the scene by the absence
of Christ on the east wall of the church®. In fact in
these churches Christ is not represented within the
Ascension. This is due to the fact that in the vault of
the churches is always depicted the Holy Trinity as
God the Father (Ancient of Days) in the centre of the
vault; the Son (Christ of the Ascension) in the eastern
part of the vault, and the Holy Spirit (on the Prepared
throne) in the western part of the vault. In this way
Christ carried by angels depicted in the eastern part
of the vault, has a dual role. He represents both the
Christ of the Ascension and the Son from the Holy
Trinity. That’s how she concluded that the Mandyli-
on replaced Christ, who should be featured here. She
also explained this “new” iconography by the modest
dimensions of these monuments without dome.

The fact that the Mandylion appears along with
the Christ from the Ascension in Polosko (church

M ead., 141-159.



with dome) and in many other churches makes this
hypothesis unlikely.

Tania Velmans who had also studied the appear-
ance of the Mandylion within the scene of the Ascen-
sion of Christ noticed the tendency of underling the
Second Coming in these scenes. She noted that in
many churches of Georgia, the Mandylion is placed
in the apse of the altar accompanied by the Deesis of
the Second Coming**. The formula of the Mandylion
in Georgia does not seem to have been preserved in
other regions, except in a form slightly modified in
Sopocani**. It is also included in the church of St. Nich-
olas Kasnitzi in Kastoria (twelfth century)*, where the
Mandylion is depicted over the apsidal conch, between
the Annunciation and below the Deesis.

Although the Mandylion is very rarely related to
the Deesis in Balkan painting, it is used in relation to
the Ascension. In these examples the Virgin in prayer
is almost always shown in profile and pushed to the
left side of the composition by the Mandylion who
took the central place of the composition®*. This is
the case in Polosko, in Leskoec?, in Le$ani*’, or in
Hagios Alypios Papastomatiouin Kastoria (1420)®.

The Christ of the Ascension in these churches
(Polosko, Leskoec, LeSani, Dolgaec)®® presents the
characteristics of Christ Judge blessing with both
hands, emphasizing the eschatological connotations
of the composition reminding the promise to return
at the end of time*.

The large number of representations where the
Mandylion is associated with the Deesis in the sanc-

32 Velmans, op. cit., 288-290.

33 In the diaconicon at Sopoéani (6" decade of the
twelfth century) is depicted a Deesis with Mandylion
instead of Christ on the throne and with St. John the
Baptist and St. John the Theologian. Above this there is
the representation of Deesis with Christ on the throne,
the Virgin and an archbishop, C. Ilejuh, Manounuon y
nocmeuzanmujcxoj ymemuocmu, 3J1Y, 34/35, HoBu Can
2003, 89-90, Bypuh, Conofianu, 25.

34 Gerstel, op.cit., 71, fig. 23.

35 The only exceptions are the Orant Virgin in Leskoec
and the Orant Virgin in St. Nicholas Bolnicki with a slight-
ly different iconography, Cyb6otuh, op. cit., fig. 78, 84.

% 4d., op. cit., fig. 78.

37id., op. cit., 69, note 11.

B TMelexaviong, Kaoropid, pl. 179-180.

¥ Another postbyzantine example supports the hypoth-
esis that the Mandylion within Ascension aims to highlight
the Second Coming. In the church of St. Athanasius, Konitsa
(1617) the Mandylion over the apse flanked by the Virgin and
St. John in prayer, accompanied by an angel forms a Deesis. It
is itself surrounded by the apostles of the Ascension, Velmans,
op. cit., 292, 294, Papastavrou, op.cit., 153.

163

tuary of churches and certain elements of the Ascen-
sion where the Mandylion is included (the Virgin in
prayer instead of Orante, Christ who blesses with
both hands evoking the Christ Judge) suggest that
this iconographic formula was used to emphasize the
Second Coming. The text in the hand of the angel in
the Ascension in Polosko containing the promise of
Christ’s return to earth seems to complete this idea*'.

Later we find several examples where the Man-
dylion replaces the Christ from the Deesis*. In Rus-
sia this is especially common in the postbyzantine
period where it usually appears in the upper part of
the icons as an integral part, independent from the
subject of the icon®. Later that same formula is used
in postbyzantines representations of the Last Judg-
ment in the Balkan painting*.

In the seventeenth century the Mandylion receives
a distinct funerary connotation. At the top of parsu-
nas - the funerary portraits widely extended in Ukrai-
nian, Polish and Russian regions figure the Mandyl-
ion. Here the Mandylion expresses the funeral belief
of the deceased in the protection of the Mandylion
during the special judgment and the hope of salvation
on the last judgment®.

We can, therefore conclude that it is the funeral
destination of Polosko that influenced this type of
representation of the Ascension with an iconography
that emphasizes its eschatological sense.

The acheiropoietos images in Polosko are closely
related to the funeral character of the church. Por-
traying the Virgin Acheiropoietos in the conche of
the apse expresses the faith in the power of interces-
sion of the Virgin “not made by hands”. The hope
of the ktitor for her help on the last judgment is also

40 Velmans, op. cit., 294.

4 The representation of the Mandylion in the Ascen-
sion is also treated in the article of Svetlana Peji¢, who
mentions the example of Polosko. In her opinion the intro-
duction of the Mandylion in the Ascension aims to empha-
size the dual nature of Christ, [Tejuh, op. cit., 88.

“2 In this respect see the study of Svetlana Peji¢ on the
representation of the Mandylion in post byzantine paint-
ing, ibidem., 73-94, especially 90.

M. B. Annaros, /[pesnepycckas uxononucs, MockBa
1974, fig. 147, Ilejuh, op. cit., fig. 12.

4 Deesis with the Mandylion instead of Christ is de-
picted above the Last Judgement on the western fagade of
the church of Malovo Malo (XVI-XVII century), Iejuh,
op. cit., 90, note 105.

4 ibidem., 90.



confirmed by a prayer inscribed over the apse.This
funeral implication of the Virgin Acheiropoietos
will be even more clearly expressed later in Hilan-
dar, where she will find her place right above a tomb.
The acheiropoietos image of Christ expresses on the
other hand the hope of the deceased in his protection

at the Second Coming of Christ. The eschatological
significance of Mandylion will especially develop in
post byzantine painting, where, the Mandylion will
replace the Christ from the Deesis, or will be painted
over the funeral portraits — parsunas.

Amna [IOIIOBA

HEPAKOTBOPEHHUTE IIPETCTABH BO IIPKBATA CB. I'OPI'M IOJIOIIKA

Pezume

Bo npkaara Cs. ['opfu [TonomKu, 3a mps mar BO
BU3aHTUCKATa YMETHOCT, MaHI[I/IJII/IOHOT - HCPAKOT-
BOpeHHOT XPHUCTOB 00pa3 € HACIUKAH BO PaMKHUTE
Ha BosHecenuero XpucroBo. Bakpara Xpucro-
Ba TIpeTcTaBa ce Haola BexHall Han boropomuma
Ayeponointog (HepakoTBopeHa), >KMBOIMCaHa BO
anicunannara kouxa. OBOj Tpym I'M TOJKyBa Hepa-
KOTBOPECHHUTE TPETCTABU BO LPKBAaTa BO KOHTEKCT Ha
MaB30JI€]CKHOT KapaKTep Ha CIIOMEHUKOT.

Lpkeara Cs. Iopfu [onomkn Guia moxuraara
KaKO MaB30Jiej Ha CPIICKHOT BEJIMKOIOCTOjHUK JoBaH
Hparymms. [Topanu Toa mro KTUTOPOT OMI HOTpe-
0aH BO camaTa LPKBa HHU3 LEIUOT (PECKOKUBOIINC
MIPOHHUKHYBAAT €CXaTOIOIIKNA TEMH, a Toa € CIy4aj U
CO HEpaKOTBOPEHUTE MpeTcTaBu. Bo 1pkeaTta cpet-
HyBaMe JIB€ HEpaKOTBOPEHH IpeTcTaBu: boropoauna
HepaxorBopena u HepakorBopen Xpuctos Obpas.

Boropomumia Aygiponointog Onma ciiaBeHa Kako
0CO0EHO yCIelIHa 3acTallHUYKa, BO COMIACHOCT CO
MPEAaHUeTo CIOpea Koe HEj3WH JIMK YyA0TBOPHO TH
KpeHaJl pareTe KOH HeOecaTa BO MOJIUTBA 32 KTUTO-
por Ha maHacTupoT. [IpercraBata Ha Boropoguna
Ayxeipomointog Bo Ilonomko cBemoun 3a BepOaTa Ha
KTUTOPOT BO HEj3MHATa 3acTalHU4Ka MOK npu Bro-
poto Xpucroso Jloarame.

Han npercraBara na boropoguna Aygipomointog
€ HaclnukaH MaHAWINOHOT, HEPAaKOTBOPEHUOT XpH-
cToB o0pa3. [IpoyuyBamero Ha MaHIUIHOHOT BO
pamkuTe Ha Bo3HeceHHMETO yKaxKyBa JeKa oOBaa
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MpeTcTaBa MMa M3pa3uT E€CXaTOJOIIKHOT KapakTep,
3aToa MTO To mocodyBa Brtopoto Xpucroso [o-
arame. Xenbara ma ce ykaxe Ha CTpamrHHUOT CyA
JI0BeJa 10 MPOMEHH BO camaTa KoMIo3uiuja Ha Bos-
HeceHueTo - HamecTo boroponuiia OpanTa Bo 1ieHTa-
poT Ha KoMmo3uIMjara, boropoauia ce npercraByBa
CTPaHWYHO KaKO 3aCTAalHHUYKa, J0/IeKa BO LIEHTapOT
ce npercTaByBa MaHOWIMOHOT. 3a pas3iuka of Ipy-
ruTe mnpercraBu Ha BosHeceHuero kage XpucToc
OnarocioByBa CO €AHATa paka JOJEKa BO Jpyrara
JIp’KU 3aTBOPEH CBUTOK, BO ClieHHTe Ha Bo3HeceHu-
€TOBO KaJle € NMpeTCTaBeH MaHIWIHOHOT, XPUCTOC
€ HacJIMKaH Kako OJ1arociioByBa cO JBETE palle, ally-
mupajku Ha Xpuctoc Cynunja. HecomueHeara sxen0a
na ce ykaxke Ha Bropoto XpucroBo Jloarame mpexky
npercraBata Ha BosHecenuero Bo [lomomiko, € mo-
TBpJICHa M CO HCHHIIAHUTE 300pOBH HAa CBUTOKOT
Ha aHTeJIoT mpe3eMeHu o Jlenara AmocToiICKH Kou
IIOTCEeTyBaaT Ha XPUCTOBOTO BETYBAE 32 HETOBOTO
MOBTOPHO Jj0arame.

On Tyka MOXe Ja 3aKiIy4dMe JIeKa HEPaKOTBO-
pute npercrasu Bo Ilonomko ce Bo TecHa Bpcka co
MaB30JI€jCKHOT KapakTep Ha IpkBaTa. [IpercraBara
Ha boroponuiia HepakoTBopeHa Bo anicujara Ha LpK-
BaTa ja M3pa3yBa 3acallHU4YKara Mok Ha boropomuia
Ayxelpomointoc. HepakoTBoTeHHOT XpHCTOB 00pa3s
NaK, ja u3pa3yBa HAJAEeKTa HA MOKOjHUKOT BO XpHC-
ToBara 3amrura npu Herosoto Bropo loarame.



