In the thirteenth and fourteenth centuries the Di-
vine Liturgy in Byzantium has undergone significant
changes with the introduction of several hymns, odes,
sticheria and kontakia in which dominated the theme
of the Virgin. As a result, the Incarnation of Christ
became one of the most developed themes in the Pal-
aeologan Art. This paper examines how the changes
in the Byzantine Liturgy and the cult of the Virgin
in the XIV century influenced the Feast Cycle in St.
Georges at Polosko.

In St. Georges at Polosko' is preserved a quite
unusual Feast Cycle reach with iconographic particu-
larities?. Furthermore, the cycle includes two scenes
that do not belong in the cycle: the Presentation of
the Virgin and the Threnody, while the episode of the
Pentecost is not depicted.

The Feast Cycle begins with the Annunciation
depicted on both sides of the apse. The archangel
Gabriel announces the good news to the Virgin de-
picted standing in front of a throne (fig. 1)’. A sig-

' The church located in the south-eastern part of the
Republic of Macedonia, was an endowment of the Serbian
noble John Dragusin, buried in the southwest angle of the
church. It was decorated between 1343 and 1345. For the
monument, see on the last place: A. Popova, The Acheirop-
oietos Images in St. Georges at Polosko, IlarpumoHuyMm.
MK, 11, Cromje 2013, 157-164, with previous bibliography.

2 For a complete study of the cycle, see: A.Ristovska,
L’ Eglise Saint-Georges de Polosko (Macédoine): Recher-
chesur le monument et sespeinturesmurales (XIVe siecle),
Thése de Doctorat, Ecole Pratique des Hautes Etudes, Par-
is 2010, 114-158.

3 The Virgin holds in her hands a spindle. For the spin-
dle of the Virgin considered as a symbol of the Incarnation,
see: M. Evangelatou, The Purple Thread of the Flesh: The
Theological Connotations of a Narrative Iconographic
element in Byzantine Images of the Annunciation, ed., A.
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nificant place in the scene is given to the throne of
the Virgin, decorated with ochre rays that tend to
evoke golden reflections. The importance given to
the throne in this scene is due to the liturgical poetry
in which the Virgin is compared to the “Throne of the
Cherubim”, “Throne of Heaven”, “Throne of Great
King” and “Fiery Throne of the Pantocrator’. This
special treatment of the throne of the Virgin can also
be seen in others contemporary churches where the
thrones are enriched with a high backrest, pearls and
even a baldachin’.

The Nativity (fig. 2) is another fine example of
the liturgical inspiration. In the middle of the scene is
depicted the Virgin and the Child inside the crib. The
scene is enriched with the episode of the announce-
ment to the shepherds, the adoration by the angels,
the arrival of the wise men, the bath of the new born
baby and Joseph.

In the center of the composition we see an ele-
ment rarely depicted in the Nativity - the Virgin who
is pressing her cheek against the Child®. This tender
gesture of the Virgin is inspired by the liturgical poet-

Eastmond and L. James, Icon and Word: the Power of Im-
ages in Byzantium. Studies presented to Robin Cormack,
Aldershot 2003, 261-79.

4 T. babuh, Kpawesa ypksa y Cmydenuyu, Beorpan
1981, 138.

5 See the representations of the Annunciation on the
XIV century Icon from Ohrid (M. I'eopruescku, [ arepuja
Ha ukonu - Oxpud, Oxpuxn 1999, 52-53, fig. 18), the An-
nunciation in Chilanadar (G. Millet, Monuments de
I’Athos, Les peintures, vol. 1, Paris 1927, pl. 65/1-2), in
St. Nicholas Orphanos (Ch. Bakirtzis, ed., Ayios Nikolaos
Orphanos. The Wall Paintings, Athens 2003, pl. 3). For
others examples, see: babuh, op. cit., 138.

¢ For other examples of this motif, see: G. Babi¢, Quelques
observations sur le cycle des Grandes Fétes de I'église de
Polosko (Macédoine), CahArch, 27, Paris 1978, 177.



ry. During the days preceding the Nativity, liturgical
poetry emphasize the idea that the Incarnation of the
Logos is a sign of Christ’s sacrifice’. Thus the hymns
sung during the services of the Nativity resemble to
the hymns sung during Holy Week. In these verses,
the Virgin holding the Child in her arms kisses him
seeing his double nature. She is doing that in the
same way in the liturgy of Holy Friday and Saturday,
when she laments his death and remembers the mo-
ments when he was a child and she was kissing him,
holding him in her arms. Thus we can understand the
iconographic rapprochement between the Nativity
and the Threnody, which is particularly evident in the
frescoes in St. Georges at Polosko®.

The Presentation of Christ in the Temple (fig. 3)
follows the episode of the Nativity of Christ. On the
one side of the composition is depicted Simeon ready
to receive the Child, while on the other side are de-
picted the Virgin, the prophetess Ana and Joseph.
In the church at Polosko, as in other monuments of
the Palaeologan period, the Virgin is depicted in the
center of the composition’. This is due to the many
references of the role of the Virgin during the office
that day. The liturgy of the fest focuses on the role of
Christ as a Saviour, delivered by his sacrifice that was
made possible by the Incarnation. An important place
is also given to the prophetess Anna. Unlike in older
monuments when she was depicted at the margins
of the scene in St. Georges at Polosko, as in some
other contemporary monuments, she is represented
behind the Virgin'®. Once again the liturgy influenced

7 Gordana Babi¢ showed that in the two oldest Ser-
bian liturgical books (second half of the XIV century) are
introduced for the liturgy for December 28, three Greek
sticheria whose verses describe the Virgin holding and
kissing the Child, while admiring hiss tininess and in the
same time his role as a sovereign of the Universe, baowuh,
op. cit., 139.

8 The sacrifice of Christ is also evoked by several other
details: the linen of the new born baby evoke the funeral
lange of Christ, the shape of the crib - the sarcophagus of
Christ. For the relationship between the Nativity and the
Threnody, see: H. Maguire, The Depiction of the Sorrow
in Middle Byzantine Art, DOP, 31, 1977, 125-174. On the
XIV century examples where the Nativity evokes Thren-
ody, see: S. Gabeli¢, Rodenje Hristovo u Celopeku, Funk-
cionalno modifikovanje predloska freske, Patrimonium.
MK, 7/8, 2010, 217-230.

° For the important place of the Virgin in the scene in
the Palaeologan art, see: 1. Sinkevi¢, Changes in the Com-
position of the Presentation of the Christ in the Temple in
Palaeologan Times, KN, 28/29, 2002/2003, 36-37.

10 See for example the representation in Saviour’s
Church in Veria, (M. Panayotidi, Les églises de Véria,
en Macédoine, CorsiRav, 22, 1975, 311-312, fig. 4), in
Gracanica (b. Tonuh, I pavanuya - cnuxapcmeo, beorpan-
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Fig. 1 The Virgin from the Annunciation,
St. Georges at Polosko

this iconographic solution. In the ninth Ode of the
liturgy of this feast, the prophetess Anna proclaims
the divine nature of Christ and at the same time the
valuable role of the Mother “Verily, Anna, the pure
prophetess and righteous old woman, confessed God
as is meet, thanking the Master openly in the Temple,
proclaiming the Theotokos and magnifying her be-
fore all present’.” To emphasize the importance of

Ipmmraaa 1988, fig. 34), Mali Grad (B. Bypuh, Manu
I'pao, Cs. Amanacuje y Kocmypy-bopuje, 3orpad, 6, be-
orpan 1975, 48, fig. 43), in St. Athanasius of Mouzaki in
Kastoria (ibidem, fig. 42), etc.

134



Fig 2. Nativity, St. Georges at Polosko

the Virgin proclaimed in these words, the prophetess
Anna found her way just behind the Theotokos.

The Presentation of the Virgin occupies the entire
lunette under the dome and is one of the largest im-
ages in the church (fig. 4)"2. The iconography, the size
and the position of the scene show the attention to
accord it a place of honor. In the center of the com-
position is depicted the high priest welcoming Mary,
followed by her parents and the virgins. The episode
where Mary receives the nourishment of an angel is
also included.

The Presentation of the Virgin is not a part of the
Feast Cycle. The reason for incorporating the scene in
the cycle in St. Georges at Polosko is to be searched
in the popularity of the theme of the Incarnation in
the XIV century®. In the churches of this period the

IR, P. F. Mercenier, La priere des églises de rite byz-
antin, vol. 2/1, Amay-sur-Meuse 1939, 219.

12 For the importance of this place of the wall under the
dome in the decoration of the church, see: B. Bypuh, /7o-
aouKo - Xunanoapcku memox u Jpazywiunosa pobnuya,
3HM, 8, 1975, 329, n. 9.

13V. Puri¢ considered that the introduction of this epi-
sode in St. Georges at Polosko was due to the influence of
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most important place was given to the episodes of
the Nativity and the Presentation of the Virgin. These
two scenes obtained an especially important place
in churches dedicated to the Virgin'4, but also in the
churches dedicated to other saints'. In the church at

Chilandar on its metochion, bypuh, ITorowxo, 329-331.
The study of the decoration of the church strongly ori-
ented towards the glorification of the Virgin, show that
the introduction of the scene in the cycle was not unu-
sual, A. PuctoBcka, JKusonucom na ypxeama Ce. I'opru
Tonowxku u norumuuxo-ypkogHume npomenu na banxa-
nom Kon cpeounama na 14-om eex, Ynusepsumem Cs.
Knumenm Oxpuocku, Hayuno crimcanne Xopu3oHTH, 7,
Burona 2011, 163-179.

4 See for example the representations of these scenes
in Studenica (babwuh, op. cit., 170, 174, fig. 120, 127), in
Chilandar (MILLET, op. cit., pl. 74) and in Kuceviste, (U.
Bophesuh, Cruxapcmeo XIV eexa y ypxeu Cs. Cnaca y
Kyuesuwmy, 3]1Y, 17, 77-108).

15 See for example: St. Demetros in Pe¢ (B. Bypuh, C.
hupxosuh, B. Kopah, Ilefixa nampujapuwga, beorpan 1990,
189, fig), St. Nicolas in Ljuboten (1. Bophesuh, 3uono ciu-
Kapcmeo cpncke énacmeney 0oba Hemarouua, beorpan 1994,
146), or St. Nicolas in Stani¢enje where the Presentation of
the Virgin is incorporated in the Feast Cycle (M. [Tonosuh, C.



Polosko which iconography is strongly oriented to-
wards the glorification of the Virgin Mary and her
role in the Incarnation, the appearance of this scene
is not surprising.

The cycle continues with the Baptism of Christ
(fig. 5). In the center of the composition St. John bap-
tizes Christ, standing in the Jordan, while the Holy
Spirit descents from above. In the upper part of the
scene is depicted the source of Jordan. On the side
of the river we see the floating drapery of the partly
hidden sea monster.

In the monuments contemporary to the church at
Polosko in Jordan are often depicted the personifica-
tions of the Ocean and the river Jordan'®. They are
inspired by Psalm 113 (114) read at the service of
the feast of Epiphany'’. In St. Georges at Polosko the
personification of the Jordan is not depicted while we
only see the tip of the sea monster. This rare motif

labemuh, b. LipetroBuh, b. [lomosuh, {prea Ceemoe Huxo-
ze y Cmanuuery, Beorpan 2005, 145-146, fig. 64).

16 See for example the Baptism in Protaton (Achei-
mastou-Potaimanou, Greek Art, Byzantine Wall-painting,
Athenes 1994, fig. 101), in St. Georges in StaroNagori¢ino,
(b. Tonuh, Cmapo Hazopuuuno, beorpax 1993, 101-102),
in St. Nicholas Orphanos, (Bakirtzis, op. cit., pl. 29), etc.

17 Mercenier, La priére des églises 2/1, 143-199.

Fig 3. Presentation of Crist in the Temple, St. Georges at Polosko
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is in fact a literal illustration of the same Psalm 113
(114): “The Sea saw and fled'®.

The Raising of Lazarus is the last scene on the
south wall (fig. 6). Christ is blessing Lazarus, fol-
lowed by a group of apostles. Lazarus is depicted
shrouded in his tomb while two men untie his band-
ages. At the extreme right a person carries the slab
of the tomb. Behind the hill are depicted the Jews.
Martha and Mary kneel before Christ.

The Raising of Lazarus is an event mentioned
in the offices of the Holy Week!. Apart from its
liturgical context, it is also a subject with a clear

18 This rare motif can be found in Studenica (babuh,
op. cit., fig. 99), in the Church of the Resurrection in Ve-
ria (Panayotidi, op. cit., 312-313, fig. 5), in the narthex of
Ljeviska (. ITanuh, I badbuh, bocopoouya Jhesuwika,
Beorpax 1975, fig. 31), in the narthex of Staro Nagori¢ino
(I1. J. Ionosuh, B. P. IlerkoBuh, Cmapo Hazopuuuno-
Tcaua-Kanenuh, beorpan 1933, pl. XV/1.), in the church
of Virgin Eleusa in Prespa (P. Thomo, Byzantine Monu-
ments of Great Prespa, J. Burke, R. Scott, ed., Byzantine
Macedonia: Art, Architecture, Music and Hagiography:
Papers from the Melbourne Conference July 1995, Mel-
bourne 2001, fig. 227) and an icon from Ohrid dating from
the late XIII century (I'eopruesckw, op. cit, 38-39, fig 11).

19 Mercenier, La priére des églises 2/2, 124.
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Fig 4. Presentation of the Virgin, St. Georges at PoloSko

eschatological meaning as it is considered as a pro-
totype of the Resurrection of Christ and thus as an
expression of a hope of a personal resurrection?. In
this context, the raisingof Lazarus is mentioned in
the prayers of the commendatio animae, and later in
the Orthodox Church as part of the burial service?'.
By representing the Resurrection of Lazarus above
the tomb of Dragusin the painter has clearly dem-
onstrated the idea that at the end of time Christ will
resurrect Dragus$in for eternal life in the same way
he raised Lazarus.

The Transfiguration is depicted on the west wall
(fig. 12). Christ in the mandorla is blessing with his
right hand and holds the scroll in his left. From his
both sides are depicted Elijah and Moses. In the low-
er part of the scene the apostles are projected onto
the ground. In the XIV century this scene is strongly
influenced by the Hesychast movement that resulted

2 On the theological interpretation of the Raising of
Lazarus as a prototype of Christ’s resurrection, see: /I. ITo-
nosuh, Cpncku éradapcku 2pod y cpedrsem 6exy, beorpan
1992, 38, with bibliography.

2l The link between the story of the raising of Lazarus
and the funerary function of the western part of the church
is evident in several Serbian churches, Ibidem., 38, with
bibliography.
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in a special treatment of Christ’s mandorla®?. The
representation of the scene in St. Georges at Polosko
shows that the painters were not concerned with the
Hesychast movement.

In the next scene we see Christ entering into Jeru-
salem accompanied by the apostles. Outside the gate
of the city are depicted men, women and children®.
This scene is accompanied with an inscription taken
from the Gospel according to Matthew XXI, 16, red
in the liturgy of Palm Sunday:

NE EK TOY CTOMA TOC NIITIQN K(AI) [GH]
AAZONTON [KA] THITICO E NON ("You made
sure that even children and babies praise thee"*).
The Entry into Jerusalem is facing the tomb of
Dragusin. In this manner is once again emphasized
the funerary function of this part of the church. In
the works of the Fathers of the Church, the Entry of
Christ into Jerusalem is considered as a reference to

22 On the influence of the Hesychast Movement on the
decoration of the churches, see: A. Andreopoulos, Metamor-
phosis: the Transfiguration in Byzantine Theology and Ico-
nography, Crestwood (New York) 2005, 158-160, 209-235.

2 The children are mentioned all thorough the liturgy

of the Palm Sunday, Mercenier, La priere des églises 2/2,
71-92.



Fig. 5. Baptism of Christ, St. Georges at Polosko

the entry in the heavenly Jerusalem, and at the same
time the descent of Christ into Hades. This analogy is
based on the motif of the gate that is in a same time
the door of the earthly Jerusalem and the heavenly
Jerusalem. The gate of Jerusalem also suggests the
gates of Hades broken by Christ during his descent to
the underworld®.

The entry of Christ into Jerusalem occupies a sig-
nificant place in the offices of Holly Monday. The
Eschatological meaning important for our problem
proves especially in the first Lauds of Matins of
Holly Monday, which ends with the words of Christ
addressed to the apostles: "I am no longer going to
the earthly Jerusalem to suffer, but I am going to My
father and your Father, to My God and your God;
you shell go with Me to the heavenly Jerusalem in the
Kingdom of Heaven"*.

24 Ibidem, 69-92.

% S. G. Tsuji, Destruction des portes de [’Enfer et
ouverture des portes du Paradis, a propos des illustrations
du psaume 23, 7-10 et du Psaume 117, 19-20, CahArch,
31, 1983, 13-15.
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The cycle continues with the Threnody. In the middle
of the scene the Saviors’ body is exposed on the shroud.
The Virgin is holding him in her arms approaching her
cheek to his face. The apostle John is holding his left
hand while Joseph is kneeling at his feet. A holy woman
laments his death. On the right side of the scene, we see
an episode rarely included in the Threnody: Nicodemus
preparing the tomb of Christ®’.

Although Threnody belongs to the Passion Cy-
cle in the Palacologan period we can see a certain
independence of the scene, and even its detachment
from the Passion Cycle. The importance given to the
Threnody is due to the liturgy. During the Holy Week
the Threnody is mentioned several times, even if it is
not mentioned in the Gospels?. The introduction of
Threnody in the Feast Cycle in St. Georges at Polosko

26 Mercenier, La priere des églises2/1, 104.

2 11. Boaesa, 3a edun uxonozpagcku sapuanm wna
cyenama Onnaxeéane om XV eex, Humr u Buzantuja, 0,
Humm 2008, 263-272, with examples and bibliography.

2 B. Todi¢, Serbian Medieval Painting, the Age of King
Milutin, Belgrade 1999, 138. In the western part of St.



Fig 6. Raising of Lazarus, St. Georges at Polosko

can also be explained by the funerary destination of
the church. The Threnody is included in the cycle in a
way that does not follow the chronological order. By
representing it before the Crucifixion painters have
placed it in the western bay of the church, emphasiz-
ing once again its funerary destination.

The Crucifixion occupies the entire northern lu-
nette under the dome (fig. 9). This episode is distin-
guished not only by its size, its location, but also by
its unique iconography. In the middle of the scene is
represented the crucified Christ. The cross of Christ,
planted in the ground, enters through a cave and
pierces the body of Hades. On both sides of the cross
on the arches of the dome are represented the two
thieves crucified with Christ. Under the cross are de-
picted Saint John, the centurion and the Virgin sup-
ported by two women. The Virgin shows with her left
hand towards a woman, naked to the waist, sitting
under the cross.

Demetrius in Pe¢ are painted the Threnody and the Women
at the tomb, which is explained with the funerary destina-
tion of this part of the church, Bypuh, hupkosuh, Kopah,
Iehxa nampujapwuja, 189-190.
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The motif of the Hades pierced by the cross is
a rare but known motif in the Byzantine iconog-
raphy from the tenth century. It is featured on the
Crucifixion of the famous Byzantine ivory kept
in the Metropolitan Museum?®. A long inscription
complements the representation of Hades in St.
Georges at Polosko: TEKNHA MOY ZIAINH ME
AO (y) XEI EKENTHCEN A®ONO THN KAPAIA
MOY K (at) TET (apay) MAI TA ENAO MOY
ITONO THN KIAYAN MOY AATO (“O my chil-
dren, Who has fixed a nail in my heart? A wooden
lance has suddenly pierced me and I am being
torn apart”).

2 M. E. Frazer, Hades Stabbed by the Cross of Christ,
Metropolitan Museum Journal, 9, 1974, 153-161. A similar
iconographic solution of the defatted Satan can be found
in some representations of the Anastasis. On a Georgian
icon (XI-XII century), Christ with his cross stabs Satan, A.
Javakhisvili, G. Abramishvili, Jewellery and Metalwork in
the Museums of Georgia, Leningrad 1986, fig. 135, 149.
The same motif is depicted in the de Daphni monastery
(XI century), A. Kartsonis, Anastasis. The Making of n Im-
age, Princeton 1968, fig. 85, etc.
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Fig. 7. Entry into Jerusalem, St. Georges at Polosko

This text with which Hades is complaining to the
little winged devils flying around the cave is a part of
the hymn of Romanos the Melodist: “The Triumph
of the Cross " and the sermon attributed to St. John
Chrysostom entitled: “Tribute to the Holy Cross '.
The text is also included in the liturgical office of or-
thros the third Sunday of Great Lent, when the week
dedicated to the glorification of the Holy Cross be-
gins®2, The painter inscribed these verses in a corrupt-
ed form that he knew through the liturgical tradition.

Under the cross is also depicted the Virgin who is
pointing towards a woman, naked to the waist, tearing
her hair in despair and collecting the blood of Christ

30 Romanos le Mélode, Hymnes, vol. 4, ed., J. Grosdi-
dier de Matons, Sources Chretiennes 128, Paris 1967, 286.

3IPG 62, col. 748. The text inscribed on the fresco and
the text of the hymn show small differences. In the original
version Hades is addressing his servants and powers, while
in the church at Polosko to his children.

32 These few verses are part of the oikos sung after the
sixth ode of the canon of matins. Triode de Caréme, trans-
lation P. D. Guillaume, Parma 1993, 255.

in a container. In the Byzantine art under the cross
of Christ can be represented the allegorical figures
of the Church or the Synagogue, or the two themes
together, collecting blood and water that flow from
Christ’s side. These representations are inspired by
the troparion sung on Good Friday that suggests that
blood and water fell from the wounded side of Christ
on the Church, compared to paradise: “From Your
life-bearing side, O Christ, a fountain flows forth as
from Eden, giving drink to Your Church as to a liv-
ing paradise”®. In the case mentioned, the literary
allusion is the establishment of the Church of Christ.
In the church at Polosko the painter, inspired by the
first stanza the Orthros of Holy Saturday introduced
in the iconography the metaphor of Eve: “New life for
Eve, o Savior, flows from your opened side. Through
her I was banished from the tree of life; today she is

3 Mercenier, La priére des églises 2/2, 183.

3% ibidem, 225.

35 7. Gavrilovi¢ gave the hypothesis that this personi-
fication represents the Waters of Mara, described in the

hymn of Romanos the Melod. The fact that the personifi-
cation of the waters of Mara can’t be found in the medieval
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Fig 8. Threnody, St. Georges at Polosko

redeemed, with all her sons ”**. To distinguish it from

the Church, the painter represented Eve as Mother
Earth®.

The textual source for the two unusual details in
the Crucifixion can be found in the homily of St. John
Chrysostom “On the Cemetery and the Cross” (De
coemeterio et cruce) recited on the Holy Friday. In
this homily is described the victory of Christ over the
devil by the use of the same weapons by which the
devil won:“Instead of Eve, there was Mary, instead
of the tree of knowledge of good and evil, the cross
of the Lord and instead of Adam s death, the death of
Christ .

In the episode of The Women at the Tomb (fig.
10), two women stand embraced, frightened at the
appearance of the two angels. One of them is prob-
ably the Virgin recognizable by the stars on her

art and the fact that the theme of the Virgin as a new Eve is
repeated several times in the church bring us to conclusion
that this personification is Eve, Z. Gavrilovié, Eve or the
Waters of Marah at Polosko?, Zograf, 25, 1996.

3¢ Bypuh, [Torowiro, 336, PG 49, 1859, col. 396.
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maphorion®’. The angels show them the tomb with
the empty bandages. The sleeping soldiers are shown
in the right part of the scene.

The presence of the Virgin in this scene in the
monuments of the Palacologan period and later results
from the theological atmosphere after 1300 when a
great importance was given to the Virgin and her role
in the Incarnation®®. The episode of the Women at the
tomb is not regularly included in the Fest Cycle. By
depicting this scene next to the Anastasis the resur-
rection of Christ was depicted twice. Both events are
included as well in the office of Holy Saturday*’. The
decision of the painter to redouble the Resurrection

37 On the stars that decorate the maphorion of the Vir-
gin, see: G. Galavaris, The Stars of the Virgin, An Ephra-
sis of the Mother of God, Eastern Churches Review, 1/4,
1967/1968, 364-369.

3% On the representation of the Virgin in this scene
in the Palaeologan art, see: N. Zarras, La tradition de la
présence de la Vierge dans la scéne du « Lithos » et du «
Chairete » et son influence sur l'iconographie tardobyzan-
tine, Zograf, 28, 2000-2001, 113-120.

¥ Mercenier, La priére des églises 2/1,217.



Fig. 9. Crucifixion (From :G. Babi¢, Quelques observations sur le cycle des Grandes Fétes de I’église de
Polosko (Macédoine), CahArch, 27, Paris 1978, 172, sch. 1)

of Christ in the Feast Cycle was most likely moti-
vated by the funerary character of the church®.

The Feast Cycle ends on the north wall with the
episode of the Descent into Hades (fig. 11). In the
middle of the composition Christ is depicted pull-
ing up Adam and Eve placed symmetrically. Under
Christ the gates of hell are broken. On the left we
can see King David and John the Baptist and on the
right the King Solomon and the young Abel holding
his crook.

This symmetrical solution where Christ pulls out
the first parents simultaneously, the most popular at
the Palaeologan period and later, is a result of the
contemporary development of the cult of the Virgin*'.
Giving a significant role to Eve, painters wanted to
emphasize the antithesis between the one whose sin
condemned humanity and the Virgin Mary, the New

“ These two scenes are often depicted above the tombs
in Byzantium and Serbia, [Tormosuh, op. cit., 37-38, with
examples and bibliography.

1 Although the first example of this solution dates from
XIII century, it becomes dominant and very popular in the
Palaeologan art, Der Nersessian, op. cit., 320-321, with
examples and bibliography.
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Eve by which humanity was delivered from this sin.
It is an idea developed by the Fathers of the Church
included in the hymns sung during celebrations of the
Virgin®,

The scene of the Ascension of Christ is depicted
on the east wall. In the upper register of the scene
Christ, enthroned on a rainbow is upheld by two an-
gels. In the lower register is depicted the Mandylion
surrounded by the Virgin and two angels. One of the
angels point to the sky and holds in his left hand a
scroll containing the promise of Christ’s return to
earth (Acts of the Apostles 1, 11): [A]NA[P]JEC
| TAAIAE | HTIE<C>TI | [KAITE BAE |
ITONTOC | HC TON OY | PANON (Men of Gali-
lee, why do you stand here looking into the sky?). This
inscription, as well as the Mandylion introduced for
the first time in this manner in the church at Polosko,
evokes the Second Coming of Christ. The funerary
character of the church influenced this iconographi-
cal solution that emphasizes the eschatological sense
of the composition®.

42 Mercenier, La priére des églises 2/1, 82-83, 92, 94,
99, 217, 350, R. Laurentin, Court traité de théologiemari-
ale, Paris 1953, 37-39.



The Dormition of the Virgin is deployed on the
west wall of the nave (fig. 12). Behind the funeral
bed Christ holds in his arms the soul of his mother
represented as a swaddled infant. He gives the Virgin
the last kiss, o aoroopog. Around the funeral bed are
gathered the apostles two bishops and two hymnog-
raphers. In the lower part is the episode of the at-
tempted desecration by the young Jew named Jepho-
nias. In the upper part of the scene is represented the
Assumption of the Virgin.

The last kiss is a part of the funeral rite described
in an apocryphal text called: “Narrative by St John,
the Theologian and Evangelist, concerning the Dor-
mition of the All-Holy Theotokos and How the Unde-

filed Mother of Our Lord Was Translated”*. The last
kiss in the Byzantine art is also represented as a part
of the funeral service in scenes depicting the death or
funeral of various people®.

4 For the representation of this scene in the church,
see: Popova, op. cit., 160-163.

4“4 A. Wenger, L’Assomption de la T. S. Viergedans la
tradition byzantine du Ve au Xe siecle. Etudes et docu-
ments, Paris 1955, 232-233.

4 See for example, a miniature from the XIII century
Georgian manuscript of the Homilies of Gregory of Na-

L

Fig 10. Holy women at the tomb, St. Georges at Polosko
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One of the bishops depicted in the scene holds
an open book with the words taken from the funeral
liturgy: MAKAPI (01) AMOM (o1) (Blessed are the
righteous)*.

In St. Georges at Polosko are also depicted two
melodists: St. John of Damascus and Cosmas-
Maiuma. Saint Cosmas of Maiuma carries on his
scroll verses of the Troparion of the Third Ode of
the Canon, which he composed in honor of the Vir-
gin and sung in the matins for the feast of the Dor-
mition: AIMOC OEOAOI' QN EK ITEPAT QN
EZEIYOVC AITEA QN AE ITAI®IC TIPOC THN
CION (4 company of Theologians from the ends of
the earth and a multitude of Angels hastened to Sion
at an all-powerful command, that they might fittingly

zianzus, Babié, op. cit., 169, fig. 10. See also the post-
Byzantine image of the Dormition of St. Ephrem the Syr-
ian in the Catholicon of St. Nicholas Anapavsas (1527) in
Meteora, where a monk gives the last kiss to the saint, M.
Acheimastou-Potamianou, Byzantine Wall-Painting, Ath-
ens 1994, fig. 166- 167.

4 The same words are also inscribed on the book of
the bishop represented in the Dormition in Lesnovo, C.
Tabenuh, Manacmup Jlecnoso. Hcmopuja u ciukapcmeo,
Beorpan 1998, 82.



Fig 11. Descent into Hades, St. Georges at Polosko

minister at thy burial, O Sovereign Lady)*’. On the
scroll of St. John of Damascus we read the verses of
the first Irmoi of the fifth Ode sung at Matins of the
Feast of the Presentation of the Virgin in the Temple:
EZECTI TA CIMITANTA EN TH CEIITH (Eicod)®
COV(The whole world was amazed at thy venerable
entry. (for thou, O Virgin who hast not known wed-
lock, thyself a Temple most pure, hast gone within the
Temple of God, bestowing peace upon all who sing
thy praises)®.

The Dormition by its size and its iconography
shows the desire of the artist to give it a special sig-
nificance. The importance of this scene of death is un-
derstandable, given the funeral nature of the church
and the fact that the Dormition is represented in the
western bay of the church near the tomb of Dragusin.
Furthermore it contributed to the glorification of the
Virgin in the Feast Cycle.

47 Mercenier, La priére des églises 2/1, 300.
“ Ibidem., 77.
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The liturgy has influenced the Feast Cycle in St.
Georges at Polosko by enriching the scenes, intro-
ducing a number of inscriptions and rare or unique
iconographic solutions. It is a fine example how
painters sought new iconographic formulas trying
to bring closer the celebration of the Liturgy and
the decoration of the church. The glorification of the
Virgin and her role in the Incarnation echoes almost
every scene in this cycle. On the other hand due to the
funeral character of the church all the scenes in the
cycle that evoke death and resurrection are subjected
to special treatment. Finally, the funeral destination
of the church is the reason why almost all inscrip-
tions are borrowed from the offices of the Holy Week
and particularly the offices of the three days preced-
ing Easter.



Fig 12. View of the west wall: Dormition and Transfiguration, St. Georges at PoloSko
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Amna [IOITIOBA

KVJITOT HA BOI'OPOANLA U JIMTYPI'NCKATA TTOE3UJA BO

BEJIMKUTE ITPASHUIY BO CB. F'OPI'M MMOJIOIKH

Pezume

Bo 14 Bex boxxencrsenara nurypruja Bo Buzan-
THja TIpeTpIesia 3HAYNTEIIHH W3MEHHU 300TaTyBajKu
Ce€ CO HHM3a KOHJAIM, O U CTUXUPHU MOCBETCHU Ha
Boropomuna. [opaau Toa XpucroBara HHKapHaIIHja,
KaKko W yJyorara Ha boroponuiia Bo ucrara, Ouna eHa
O]l HAjIOIMYyJAPHUTE TEMH BO MAJCOJIOTOBCKHOT Iie-
puox. OBOj Tpya Ma 3a I1e1 Ja TTOKake Kako ce ozIpa-
3uiie TPOMEHNUTE BO BU3aHTUCKATA JIUTYPryja U Kyi-
toT Ha boropoauna Bo 14 Bek Bp3 uukiycot Ha Be-
JIMKHUTE MPa3HUIH Bo upkeata Ce. I'opfu [Tonomku.

Huknycor Ha Benukure nmpa3HuIM BO IpKBara €
MHOTY nHTepeceH. COCTaBeH € 0] YeTUPUHAECT eIu-
30711 O]l KOM JIB€ HE My IIpHIIaraar Ha UKIycoT, bo-
TOPOJMUYMHOTO BoBeAeHHE U OIUIaKyBamkeTo, 10AEKa
nak CumayBameTo Ha CB. JlyX HE € MpEeTCTaBEHO.
Cuenure ce 300TaTeHH U CO MHOIUTBO JUTYPIUCKU
TEKCTOBHU.

BrnmjanueTo Ha LpKOBHATA MOe3HWja ce 3a0enexy-
Ba yILITE BO IpBaTa CIeHa O IUKIycoT. Hcnupu-
pUpaHU OIl CTUXOBHUTE BO KoM boropomuma ce cro-
penyBa co HeGecer Tpon, TpoH Ha XepyBUMHUTE WU
nak OrHeH TpoH Ha [laHTOKpaTOpOT, clHMKapuTe ja
npercraBuie boroponuna Bo brarosemTeHuero
KAaKO CTOM IIpeJl rojiem 3iareH TpoH. Hosure Tpen-
JIOBH BO YMETHOCTa ce 3abenexyBaar u Bo Bogene-
HUETO XPHUCTOBO, KaJie MITO HEHTPATHO MECTO UM €
naneHo Ha boropoauna u Ha nmpopouuiiata AHa. 3a
pasiuKa of] MPETXOTHUTE BEKOBHU KaJI€ IIITO MTPOPOIH-
naa AHa OWia cliKaHa Ha MAPTUHUTE OJ1 CIICHATa, BO
[Tonomrkara 1pKBa, Kako U BO HEKOU APYTH LIPKBU O]
MAJIEOJIOTOBCKHOT MEPUO]], CIIMKAPHTE ja MPETCTABH-
Jie BeqHail 3a]1 boroponuiia. BakBoTto penienue nma-
JI0 3a 1eJ Ja yKake Ha 300pOBHUTE Ha MPOPOUHIIATa,
YUTAHU 332 BpEME Ha JIUTYyprujara, BO KOU CE CIaBH
ynorara Ha boropoauiia Bo nHKapHaiujara.

Paramero Xpucroso u Pacmernero mpercraBy-
BaaT MpeKpaceH MpHUMep Kako ce MPeTOoIuiIe JUTYp-
FUCKUTE TEKCTOBH BO MKOHOrpadcku perieHuja. Bo
Paramero XpucroBo boropoawma, mpuOmmKyBajku
rO CBOjOT 00pa3 KOH HOBOPOIIEHYETO, ja HaBECTyBa
Xpucrosara xptBa u OmnakyBameTo. Bo Pacnerue-
TO, MaK, € HaCIMKaH PETKHOT MOTUB Ha TIOPa3eHUOT
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An, koj mpoboseH ox XpHUCTOBHOT KPCT UM C€ TIOTI-
JaKyBa Ha MaJHTe FaBONYMMbA IITO TO OOJeTyBaar.
Cuenara e 30orareHa u co uuejara 3a boropoauua
kako HoBa EBa, koja mpeTcTaByBa COCTaBEH JAEN O
JUTYPTUCKUTE TEKCTOBU YHMTaHH 3a Bpeme Ha bo-
ropoguyHuTe npasHuiy. Ilox XpHCTOBHOT KpCT €
HaciaukaHa boropomuiia, koja co cBojaTa paka IoKa-
JKyBa KOH aJleropHuckara npercrasa Ha EBa. Mcrara
U7eja € MPEeTCTaBeHa U BO XPUCTOBOTO CIIETYBAbE BO
MEKOJIOT Kaje IITO BaXKHOTO MECTO IITO M € JOoAeTIe-
Ho Ha EBa ykaxyBa Ha aHTHTe3aTa Mery Hea, YHjIITO
IpeB TO OCYAMJ YOBEIITBOTO, M boropomuia, npexy
KOja YOBEIITBOTO OMJIO OCIO00JEHO OJT TOj TPEB.

Kyntor Ha boropoauiia € ucto Taka U nmpu4vHa-
Ta TIOpaJii Koja BO LUKIYCOT € BKJIIy4Y€HA M CIIeHaTa
Ha BoBenenuero boropoanunHo, koja 3aeqHO co Y-
MICHUETO MPETCTaByBa €AHA O]l HAjTOJIEMHUTE KOMIIO-
3WIUH BO LIPKBaTa. YCIIEHUETO TO 3a0KPYKyBa OBOj
[UKIYC, BOEIHO TIOTBPAYBAajKH T'O BaXXHOTO MECTO
Ha boropomuiia Bo Hero. Ox aBeTe cTpaHu Ha boro-
POAMYMHHUOT Ofap [Bajuara xumHorpadu cB. JoBaH
Jamackun u cB. Ko3ama Majymcku Bo pariere T Ap-
JKaT CBUTOLIMTEC HA KOU C€ UCITUIIIaHU CTUXOBUTEC LIITO
U U nocBeTmwie Ha boropoauna. On apyra cTpasa,
MaK, Mopajy Toa IITO PKBaTa Onia M3rpajeHa Kako
MaB30JI€j, CBO€ MECTO BO CIIEHATA HAIILIE H eIEMEHTH
on morpeOHara JmuTtypruja. Toa mpea c€ € MOTHBOT
Ha TIOCICTHUOT OAKHEK, KOj XPUCTOC U TO JlaBa Ha
CcBOjara Majka, Kako W TOYETHUTE 300pOBU O] IO-
rpeOHaTa JIMTYpruja UCIUIIAHA Ha CBUTOKOT Ha €JICH
OIl apXHjepenuTe BO KOMITO3HUITHjaTa. MaB30JIejCKHOT
KapakTep Ha LPKBara € W MpUYMHATA MOPadH Koja
CIICHHUTE BO 3alaJHUOT TPaBej MMaaT M3Pa3HUT ecXa-
TOJIONIKK KapakTep, JOZCKa, MaK, CHUTE CIICHH IITO
ja TpeTHpaar CMPTTa C€ OJIJUIMKyBaar co noceOeH
Tperman: OmutakyBameTo, Pacrietnero u YcreHnunero.

Bemukure mpasaunu Bo CB. fopfn ITonomku
IPETCTaByBaaT MPEKPACEH NMPHUMEP KAKO CIMKApUTE
0]l TIaJICOJIOTOBCKUOT MEPUOA M3HAOrane HOBH HMKO-
HorpadCKH pelieHuja, oOuayBajku ce MITO MOBEKe
Ja TH TpUONIDKaT JIMTyprujata U JAeKopalujara Ha
pKBaTa.



