In the 14" century Byzantine art appeared many new
iconographical solutions. Inspired by the liturgy, artists
were put in front of a difficult task to represent spiritual
realities with visual means. Such a great iconographic
novelty is the depiction of Christ as a Great Archpriest
and and King. In St. Georges at Polosko the idea of
Christ as an ideal Archpriest and King is developed in
the scene of the Communion of the Apostles as well as in
the upper parts of the church. This paper discusses the
meaning of their representation in the decoration of the
church and it's liturgical background.

The church of Polosko, decorated between 1343-
45, has a rich fresco-decoration'. In the nave of the
church are preserved the Feast Cycle and the Cycle of
the Passion of the Christ as well as twenty-nine fig-
ures of isolated saints. The upper parts of the church
are decorated with twenty-four Old Testament fig-
ures. In the sanctuary, the bishops are officiating un-
der the image of the Virgin Orant in the conch of the
aps. The Communion of the Apostles, divided into
two scenes, is located in the middle register of the
lateral walls?.

! For the monument, see on the last place: A. Popova,
The Acheiropoietos Images in St. Georges at Polosko,
Harpumonuym.MK, 11, Ckormje 2013, 157-164, with pre-
vious bibliography.

2 On the scene of the Communion of the Apostles, see:
K. Wessel, Abendmahl und Apostel kommunion, Reck-
linghausen 1946, H. Schulz, Die byzantinische Liturgie,
Tréves 1980, 170, Ch. Walter, Art and Ritual of the Byzan-
tine Church, London 1982, 216, Sh. Gerstel, Beholding the
Sacred Mysteries. Programs of the Byzantine Sanctuary,
Seattle-London 1999, 48-67. From the eleventh and espe-
cially from the twelfth century, this scene almost regularly
occupies the second register of the apse, immediately fol-
lowing the image of the Virgin. The only exceptions are
found in a small group of monuments where, because of
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The Communion with the bread is to be found on
the north wall (H ME)/TAAOCH | C, fig. 1). Christ,
dressed in episcopal sakkos and royal loros is stand-
ing behind an altar topped with a ciborium. He is dis-
tributing bread to the six apostles approaching him in
a procession led by the apostle Peter’. Behind Christ,
a deacon angel holds a golden rhipidion marked
with a seraph. The last apostle, the only one repre-
sented without a hallo is turned in an opposite direc-
tion. Shown in profile, he is vomiting the Eucharistic
bread*. The words of Christ are also inscribed on the
fresco painting (Matthew XXVI, 26-28):

AABETE | ®A | TETE TOY | TO ECTHN | TO
CO | MA | MOY

Take and eat this is my body...>

the small size of the central apse, the Communion of the
Apostles, divided in two scenes, is depicted in the neigh-
bouring areas of the apse. See for example the Commun-
ion of the Apostles in the church of Virgin Ljeviska or
Saint Nicolas Orphanos, [I. [Taauh, I. Ba6uh, boeopoduya
Jbesuwrka, beorpan 1975, fig. 9, Ch. Bakirtzis, éd, Ayios-
Nikolaos Orphanos. The Wall Paintings, Athens 2003, 3.
This also explains why the Communion of the Apostles in
St. Georges at Polosko is depicted on the lateral walls of
the sanctuary.

3 Next to each apostle is inscribed the first letter of his
name. Only the name of Judas is not indicated.

* For this representation of Judas in the Communion of
the Apostles in St. Georges at Polosko, see: A. Popova, La
Représentation de Judas dansl’église de Saint-Georges de
Polosko, ITarpumonnym.MK 10, Crormje 2012, 130-148.

> This text is frequently a part of the Communion
of the Apostles, like in Studenica, I Babuh, Kpawesa
ypkea y Cmyoenuyu, beorpam 1987, 114, Fig. VIII,
IX, or the Church of the Virgin Peribleptos in Ohrid, /1.
KopHakos, [1o kousepeamopckume pabomu 60 ypkeama
Cs. boeopoouya Ilepusnenmoc (Ce. Knumenm) 6o Oxpuo,
Kynrypuo Hacnencteo 2, Cxomje 1961, 75-76, fig. 4, IL.
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Fig. 1 The Communion of the Apostles with the bread, St. George at PoloSko

The Communion with the wine is depicted on the
south wall (H METAAIYHC, fig.2). Christ in imperi-
al and hierarchical vestments is distributing the com-
munion with the wine to the apostle John, followed
by five other apostles. Behind Christ an angel deacon
is holding a lighted candle in his hands®.

The inscription on the scene reads (Matthew
XXVI, 26-28):

MwsbkoBuk-Ilenek, deromo na 3o0epagpume Muxauro u
Eymuxuj, Cxomje 1967, fig. XXXVIII, XXXIX, XL, XLI.

¢ Usually the angels in the Communion of the Apos-
tles hold rhipidia. Angels holding candles, except for
Polosko, are depicted in St. Nicetas and in Ravanica. I1.
MusbkoBuk-Ilenek, op. cit., fig. 24, CXII, G. Millet, A.
Frolow, La peinture du Moyen Age en Yougoslavie: (Ser-
bie, Macédoine, Monténégro), vol. 3, Paris 1962, pl. 31/3-
4, T. Crapony6res, [Ipuuewhe anocmona y Pasanuyu,
3orpad 24, beorpag 1995, 58, fig. 5.
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[TIETE EE AYTOY ITANTEC| TOYTO ECTIN
TO EMA MOY

Drink ye all, for this is my blood ...

In the background of the both scenes of the Com-
munion of the Apostles there are architectural ele-
ments’.

As mentioned above, in St. Georges at Polosko
Christ wears the episcopal sakkos and in the same
time the royal loros, thus representing both as a Great
Archpriest and King.

The image of Christ the Great Archpriest appears
in the fourteenth century representations of the Com-

7 Architectural elements are added to the scene from the
thirteenth century. For the role of architectural decoration,
see: T. Velmans, Le réle du décor architectural et la représen-
tation de I'espacedans la peinture des Paléologues, CahArch
14, Paris 1964, 183-216, A. Cmojakosuk, Yemepma oumen-
suja y caukapemsy, 3J1Y 26, beorpax 1990, 1-11.
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munion of the Apostles®. Christ as Great Archpriest
offers the communion in St. Nicetas at Cucer (1316-
1317/18)%, in St. Nicolas Orphanos in Thessaloniki

8 The image of the Christ Priest appears in Byzantine art
from the eleventh century. In this period, Christ was repre-
sented only with a tonsure and a short beard. For the repre-
sentation of Christ with tonsure, see: A. M JIunos, Xpucmoc-
CEAUEHHUK» 8 UKOHozpaghuueckux npoepammax XI=XIT
6exos, BuzanTuiickuii BpemeHHHK 55 (80), Mocksa 1994,
idem, Obpaz “Xpucma-apxuepes” 6@ uxoHoepagpuuecko
npoepamme Coghuu Oxpudckoui, Buzantus u Pyce. Mocka
1989, 65-90; idem, Christ as Priest in Byzantine Church
Decoration of the 11" and 12" centuries, Acts. XVIII" In-
ternational Congress of Byzantine Studies. Selected Papers,
VolL.III, Moscow 1991: Art History, Architecture, Music,
Shepherdstown, WV 1996, 158-170; B. J. Bypuh, Paganuu-
Ku orcusonuc u tumypeuja, Manactup PaBannia. CiomeHu-
11a o 1recToj croroqummuim, beorpan 1981, 54, note 80.

° T1. MusskoBuk-Ilenex, op. cit., 54, 93, fig. 24, CXII-
CXV, B. Todi¢, Serbian Medieval Painting, the Age of
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Fig. 2 The Communion of the Apostles with the
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wine, St. George at Polosko

(around 1320),'° in Decani (before 1345)!, in the church
of the Saviour in Prizren (around 1348)", in Matejce
Monastery (1348-1352)"3, in St. Nicolas in Psa¢a (1365-
1371)" and in Ravanica Monastery (1381)%.

King Milutin, Belgrade 1999, 146; G. Millet, A. Frolow,
op. cit., pl. 31/3-4.

10 Ch. Bakirtzis, op. cit. pl. 3, 18, 19.

11 B. Iomoswuh, llpoepam orcueonuca y onmapcrkom
npocmopy, 3ugHo cnukaperBo [ledana. I'paha u cryamje,
Beorpan 1995, 79-80.

12 P. Tumorujesuh, [Jprea ce. Cnaca y Ipuspeny.Cra-
pune Kocosa n Meroxwuje, VI-VII, [Ipumtuna 1972-1973,
74; B. J. Bypuh, Busanmujcke ¢pecke y Jyzocrasuju, be-
orpan 1974, 62.

13 E. TumutpoBa, Manacmup Mamejue, Cxorje 2002,
85-86, fig. 4-6, XI-XII.

14 This scene is not published. Dating according to: B. J. By-
puh, Buzanmujcxe ¢ppecke y Jyeocnasuju, beorpan 1974, 75.

> T. Crapomybues, op. cit.,, 53-59, B. J. Bypuh,



Fig. 3 The Genealogy of Christ, barrel vault (east), St. George at Polosko

Christ dressed in Patriarchal garments is an icon-
ographical novelty of the Palaeologan period. The
episcopal sakkos of Christ reflects the theological
idea that the priest on earth replaces the Christ who
celebrates the eternal liturgy in heaven's.

The role of Christ as Great Archpriest is due to the
fact that he has established the rite of the Commun-
ion. Thus he became a Great Archpriest, the perfect
first priest of the New Testament and the heavenly
ideal of the priesthood. This concept is based on the
Epistle of Paul to the Hebrews (Christ as High Priest
is mentioned several times in this Epistle, such as V,
1-20, VII, 1-28, VIII, 1-6 IX, 11-28, X 10-21). The
Christ as a High Priest is already announced in the
Psalm 110/4:

“You are a priest forever, in the tradition of
Melchizedek™"".

Pasanuuxuscusonuc, 216-217. In all these representa-
tions, he is regularly painted twice, giving the communion
to the apostles. The only exception is the fresco painting of
Ravanica, which offers a different iconography.

6 R. Bornert, Les commentaires byzantins de la Divine
Liturgie du Vile au XVe siécle, Paris 1966, 81.

7 For the theological explanation of Christ the eternal

164

The idea of Christ as a High Priest is also clearly
indicated in the liturgy, especially in the low voice
prayer that the priest is saying while the Cherubic
Hymn is being sung:

“You became man without alteration or change.
You have served as our High Priest, and as Lord of
all, and have entrusted to us the celebration of this
liturgical sacrifice without the shedding of blood.
For You alone, Lord our God, rule over all things in
heaven and on earth ™.

By the middle of the fourteenth century Christ the
Great Archpriest of the Communion of the Apostles,
also receives the royal insignia. Christ depicted as
Great Archpriest and King, except for Polosko of-
fers the communion to the apostles in De¢ani'® and
in Matejée®.

priest after the order of Melchizedek, who perpetually of-
ficiates, being in the same time Pontifex and victim, see: E.
Yapeuh, Apxujepej no pedy Menxucedekosy, bococnosmwe
32, 1-2, beorpan 1973, 17-42.

8 R. P. F. Mercenier, La priere des églises de rite byz-
antin, vol. 1, Amay-sur-Meuse 1937, 232.

19 B. Ionosuh, op. cit., 79-80.

2 E. lumutposa, op. cit., 85-87, fig. 4.
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Fig. 4 The Genealogy of Christ, barrel vault(west), St. George at Polosko

The representation of Christ as King has been a
subject of researchers of T. Papamastorakes who ex-
plains the priestly and royal attributes of Christ with
the contemporary political situation in Byzantium
and the significant influence of the Patriarchate of
Constantinople. According to him, because the pa-
triarchs of Constantinople were considered the main
protectors of the Orthodox world, with authority that
exceeded that of the emperors, the image of Christ
Archpriest reflected his role of supreme guide of or-
thodoxy. Furthermore, the redistribution of the basic
authority between the patriarch and the emperor was
not only the reason for the creation of the new icono-
graphic type of Christ archpriest, but also the reason
why he obtained the royal insignia®'.

Still, it is more likely that the royal and priestly
attributes of Christ are due to the influence of the lit-

2 Titog Tamapactoplkng, H wuopentov Xpiotoo-
Meydlov Apyiepéa, AXAE 17, Abiva 1993-1994, 67-78.
This hypothesis is also accepted by S. Gabeli¢ who ex-
plains the presence of Christ the Great Archpriest in the
scene of Communion in the monastery of Lesnovo by
the influence of the monks of Mount Athos on the mon-
astery, C. T'abemuh, Manacmup Jlecnogo. Hcmopuja u
cauxapcmeo, beorpan 1998, 68-69.
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urgy on the painting. Cvetan Grozdanov gives such
an explanation of the royal attributes of Christ. In-
terpreting the composition in the north dome of the
monastery of Treskavec (1340), conserving the first
known example of Christ the King in Byzantine art,
he showed the Eucharistic significance of such a rep-
resentation of Christ.

At the Monastery of Treskavec (1340), Christ
depicted in the dome of the church is dressed as a
king and he is surrounded by angelic forces. The in-
scription refers to him as the “King of Kings”. The
Hetoimasia is under him surrounded by the Virgin
as Queen and king David. A seraphim and cherubim
stand behind the Virgin and behind king David hold-
ing a rhipidia on which are inscribed the words of
the Trisagion, “Holy, Holy, Holy”. A procession of
holy warriors dressed in costumes of dignitaries of
the imperial court is shown in the drum of the dome.
This unusual composition is the first representation
of Christ as King and the Virgin as Queen in the Byz-
antine art. At the same time this composition is the
only example of this theme named in the literature as
the “Heavenly Court”, placed in the dome*. Cvetan-

2211. I'po3naHoB, op. cit., 132-149.
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Fig. 5 King David and prophet Zechariah, St. George at Polosko

Grozdanov explains the composition represented in
the monastery of Treskavec as a specific iconography
of the moment of the Great Entrance, when Christ of-
fers himself as a Eucharistic sacrifice®.

2 He based this conclusion on the very pronounced
liturgical elements in the composition: the angelic forces
that carry the Christ - King of Kings, while he is being
sacrificed; the presence of Hetoimasia; the introduction
of the Trisagion in the composition sang during the litur-
gy: L. I'poznanoB, Xpucmoc Lap, boeopoouya Lapuya,
nebecnume cunu u Ceemume 6ounu 60 dcusonucom 00 X1V
u XV sex 6o Tpeckasey, CTynuu 3a OXpHICKUOT )KUBOIIHC,
Ckomje 1990, 133. The findings of Grozdanov are based
on the research of Lazar Mirkovi¢, who interpreted the
lowest register of the apse of Marko Monastery as a rep-
resentation of the Great Entrance. At the Monastery of
King Marko, in the lowest register of the apse, Christ the
Great Archpriest officiate on the altar, while Christ King
of Kings with the Queen Mary and king David is depicted
next to the north gate of the sanctuary. L. Mirkovi¢ was
the first who saw the link between the Song of Cherubim
and the representation of Christ as Great Archpriest (Christ
officiating) and Christ as King (Christ who offers himself
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This visual representation of Christ as a Eucharis-
tic sacrifice is inspired by the liturgy. The reception
of Christ the King, who offers himself as a Eucharis-
tic sacrifice, is expressed during the Great Entrance
of the Divine Liturgy before the holy gifts are placed
on the altar. This idea is expressed in the Cherubic
Hymn:*

“We who mystically represent the Cherubim, and
who sing to the Life-Giving Trinity the thrice-holy

as a Eucharistic sacrifice), JI. MupxoBuh, Jaiu ce ¢ppecke
Maprosa manacmupa moey mymavumu sxcumjem Ceemoe
Bacunuja Hosoza, Crapunap, H. c., 12, beorpax 1961, 77.

24 The words of this hymn resonate five times during
the liturgy. The first time these words are sung by the choir
during the procession while the priest prays in a low voice,
“no one is worthy.” Then these words are sung three times
before the Great Entrance when the priest and the dea-
con make three metanies before the altar reciting in a low
voice the Cherubic Hymn. And finally, at the end of the
Great Entrance when the priest and the deacon enter the
sanctuary with the saint gifts, the choir finishes singing the
Cherubic Hymn, N. Edelby, Liturgicon, Misselbyzantin a
l'usage des fidéles, Beyrouth 1960.



hymn, let us now lay aside all earthly cares that we
may receive the King of all, escorted invisibly by the
angelic orders. Alleluia™™.

In the secret prayer of the priest during the Great
Entrance, Christ is also named as “King of glory”
according to the Psalm 23, 7-9 (“No one bound by
worldly desires and pleasures is worthy to approach,
draw near or minister to You, the King of glory... ).

The image of Christ the King which expresses the
idea of Christ as a victim of the Eucharistic sacrifice
is even more pronounced in the song “Let All Mor-
tal Flesh Keep Silence” that replaces the Cherubic
Hymn on the day of the Nativity and Holy Saturday:

“Let all mortal flesh keep silent and in fear and
trembling stand, pondering nothing earthly-minded.
For the King of Kings and the Lord of Lords comes to
be slain, to give himself as food to the faithful.

Before him go the ranks of angels. all the princi-
palities and powers, the many-eyed cherubim and the
six-winged seraphim, covering their faces, singing
the hymn: Alleluia! Alleluia! Alleluia! ™.

Christ is called the King of Kings, epithet that ac-
companies his image in the dome of Treskavec.

In the Divine Liturgy of the Presanctified Gifts
this idea is expressed in the hymn sung during the
Great Entrance:

“Now the Powers of Heaven minister invisibly with
us. For, behold, the King of Glory enters Behold, the
mystical sacrifice, fully accomplished, is ushered in”".

Additional data for the understanding of the Eu-
charistic sense of the image of Christ King can be
found in the composition called “Royal Deesis”,
where Christ the King is surrounded by the Virgin
Queen and John the Baptist®. It should be noted that
soon the Christ King of the Royal Deesis also re-
ceives insignias of a Great Archpriest®. The Royal
Deesis with Christ the Great Archpriest and Kingis
common in post-Byzantine painting in Macedonia.

Z R. P. F. Mercenier, op. cit.,232.

2 Joc. cit.

¥ Triode de Caréme, 615, R. P. F. Mercenier, op. cit., 232.
28 jbidem, 281- 282.

» For the Royal Deesis, see: L. Grigoriadou, L’ Image
de la Déésis Royale dans une fresque du XIVe siecle a Cas-
toria, CEB 14, vol. 2, Bucarest 1975, 47-52.

30 See the representation at Kovalievo dating from
1380, B. H. JlazapeB, Koganesckas pocnucv u npoonema
TOXCHOCTABAHCKUX cés3ell 8 pycckoui dcusonucu X1V eexa,
Esxeromauk MHCTUTYTa UCTOPUN UCKYCCTB AKaJIeMUH HayK
CCCP, Mockga 1957, 249-262; S. Dmitrieva, The depictions
of warrior saints in frescoes of 1380 at the church of the Holy
Saviour in Kovaliovo: whether Balkan masters painted the
Novgorod church?, 3orpad 33, Beorpan 2009, 131, fig. 2.
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Some of these examples provide additional confirma-
tion of the liturgical meaning of Christ the King. The
best example is the fagade of Zrze Monastery (1535),
where, the Christ in the Royal Deesis is called “the
King of Kings and Lord of Lords,” just as he is called
in the song “Let All Mortal Flesh Keep Silence” that
was mentioned above. In addition, in the inscription
he is also named as a High Priest’!.

It seems that by representing Christ as Great
Archpriest and King in the Communion in the church
of Polosko, as well as in Decani and Matejce, paint-
ers have emphasized once aging the main idea of the
scene: the Communion of the Apostles represents in
fact the eternal liturgy celebrated by Christ himself*.
Representing Christ as Great Archpriest and King,
the painter managed to represent Christ in the exer-
cise of his priestly function and in his role of an eter-
nal Eucharistic victim according to the words of the
liturgy (the Cheroubikon, secret prayer of the Priest):
“For You, Christ our God, are the Offerer and the Of-
fered, the One who receives and is distributed ...*”.

The idea of Christ as an ideal Archpriest and King
in St. Georges at Polosko is not limited to the episode
of the Communion of the Apostles.

The ancestors of Christ are depicted in the bar-
rel vault and in the dome of the church®. In the
drum of the dome are depicted the prophets: Moses,

3UT. I'po3naHoB, op. cit, 140, fig. 61. For the inscription
“King of Kings and Lord of Lords” see also First Epistle
to Timothy VI, 15 and the Apocalypse XVII, 14, XIX, 16.
Another post-Byzantine example contributes to the un-
derstanding of the image of Christ King. At St. George in
Vranesnica (early XVI century) on the representation of
the Royal Deesis is inscribed the beginning of the Psalm
93 (92): “The Lord reigns, he is robed in majesty”, read in
the office of Proscomidy. loc. cit.

32 J.-M. Spieser, Liturgie et programmes icono-

graphiques, Travaux et Mémoires 11, Paris 1991, 588,L.
H. Grondijs, Croyances, doctrines et iconographies de
la liturgiecéleste, Akten des 11 Internationalen kongress,
Munich 1968, 194.

3 R. P. F. Mercenier, op. cit., 233.

34 The theme of the ancestors of Christ is known in the
art from the beginning of the 10" century. The ancestors of
Christ were depicted in the church of Stylianos Zaoutzes,
known trough a sermon of Leo VI, C. Mango, The Art of
the Byzantine Empire 312—1453, Sources and Documents,
New Jersey 1972, 204. Apart from some representations
in the manuscripts (see for example: Par. gr. 74, XI cen-
tury, A. Grabar, L’Art de la fin de I’ Antiquité et du Moyen
Age, vol.1, Paris 1968, 163; S. G.Tsuji, The Headpiece
Miniatures and Genealogy Pictures in Paris. Gr. 74, DOP
29, Paris 1975, 197-202, fig. 15.); the genealogy of Christ
is probably for the first time more elaborately depicted
in Sopocani (1265, b. XKuskosuh, Conofianu. Lpmedxicu
@pecaxa, beorpan 1984, 8-9, 11-12, B. bypuh, Conohanu,



Habakkuk, Daniel, Nahum, Ezekiel, Noah, Elisha,
Elijah, and on the arch: the king David and the proph-
ets Zachary, Jonas, Jeremiah, Aaron, Solomon, Za-
chariah, Osee, the tree Hebrew Youths, Melchizedek,
Samuel, Amos, Joel, and St. Joachim and Anna®.

These figures represent the ancestors of Christ
celebrated on the second Sunday before the Nativity
on “the Sunday of the Holy Forefathers” in which the
Church remembers all those who are of the ancestry
of Christ*. During this feast are celebrated the an-
cestors of Christ according to the flesh, but also the
prophets who announced his coming, orprefigured it
including the priests of the Old Testament*’.

So, once again, we see the tendency to emphasize
the role of Christ as the ideal priest. This tendency has
first resulted in the introduction of many Old Testa-
ment priests among the prophets®. Including the Old
Testament priests among the figures of the genealogy
of Christ is consistent with the general trend of Palae-
ologan art and relates to an older tradition. Byzantine
painters introduce their images as a prefiguration of
the sacrifice of the New Testament or the priest from
the New Testament®.

Towards the end of the thirteenth century their
number increases and can reach six figures, with the
introduction of new figures that had an indirect link
or no connection with the role of a priest, but that are
indicated in the liturgy as equal to Aaron. Thanks to
the liturgy even the judge Samuel is celebrated with
the high priests from the Old Testament, which influ-

beorpan 1963, fig. 46-57.) The theme is than developed in
the 14th century art.

% On the representation of the genealogy of Christ at
St. Georges at Polosko, see: A. Ristovska, L’ Eglise Saint-
Georges de Polosko (Macédoine) : Recherchesur le monu-
ment et ses peintures murales (XIVe si¢cle), Thése de Doc-
torat, EcolePratique des Hautes Etudes, Paris 2010, 26-48.

36 Ménée de Décembre, traduction P. D. Guillaume,
Chevetogne 2001, 138-152, 229-256; L. D. Popovich, 4
Study of the Standing Figures in the Five Domes of the
Virgin Ljeviska in Prizren, 3PBU 41, beorpan 2004, 337,
P. Underwood, éd., The Kariye Djami, vol.1, New York
1966, 54-56, 52.

3 Meénée de Décembre, 149-150, 243-249, P. Under-
wood. op. cit., 54-56; C. I'abemuh, op. cit., 64. In the office
of the ancestors of Christ are mentioned all the prophets
depicted on the barrel vault and the dome of the church,
except for the prophet Joel.

38 At Polosko the Old Testament priests are shown with
their attributes which is an practice established from the
end of the thirteenth century, /. Bojsomuh, O rukosuma
CMapo3asemHux npeoceeUlmenuKa y eU3AHMUjCKOM 3uo-
nom caukapemsy ¢ kpaja XIII eexa, 3PBU 37, beorpan
1998, 130.

% Idem, 122-123, with examples and references.

168

enced their iconography®. Their status as priests is
underlined by their clothing on which sometimes are
inscribed the names of the twelve tribes of Israel or
inscriptions emphasizing their individual qualities as
prophets*!.

The importance given to the leading Old Testa-
ment priests in the late thirteenth and early fourteenth
century shows on one hand, the interest in the Old
Testament subjects, and on the other, the intention to
represent Christ as the first priest of the New Testa-
ment*.

According to the Epistle of Paul to the Hebrews,
Aaron became High Priest, by the will of God (Epis-
tle to the Hebrews V, 4). Athanasius the Great ex-
plains that the priesthood of Aaron is a prefiguring
of Christ’s priesthood®. The same idea is included
in the works of Cyril of Jerusalem and Cyril of Al-
exandria**. We also find the same parallel in the lit-
urgy®. In the liturgy dedicated to the prophet Samuel
(20th of august), it is said that this priest was in serv-
ice of God, according to the law, and was offering
Him the sacrifices for the people, a prefiguration of
the sacrifice of Christ*. The same ideas also refer
to Melchizedek whose sacrifice is a prefiguration of
Christ’s sacrifice, or even more of the Eucharist*’.

As we saw earlier this idea of Christ as an ideal
priest is especially pointed out in the scene of the
Communion of the Apostles where Christ id depict-
ed as a Great Archpriest and King. This scene, di-
vided in two, is depicted on the lateral walls of the
sanctuary. Each of these scenes is topped with two
Old Testament figures: a priest and a king. Above
the Communion with the wine are depicted David
and Zechariah, and above the Communion, with the

40 Idem, op. cit, 126-127.

4 T. Hanapactopdkng, O didkoouos t00 TPpovAOD
WV vaov TS moiaioddyelag mepiodovary Balkoavikn
Xepaovnoo kol v Ko-mpo, ABniva 2001, 334; JI. ITaBno-
Buh, HUxonoepagpcka enuzpaguxa koo npopoxa, 3J1Y 20,
Hosu Can 1984, 3-46.

42 B. J. Bypuh, Paganuuxu scusonuc, 54-55, Ch. Wal-
ter, op. cit., 214-216, T. ITarnapactopdkng, op. cit., 131.

“P.G.,t. 26, col, 161 C., 1. Bojoauh, op. cit., 132.

4 J. Lecuyer, Le Sacerdoce dans le mystere du Christ,
Paris 1957, 78, 107-108, PG 68, col. 616 C, 624 D — 625
B, PG 69, col. 88-89.

4 J1. Bojeomuh, op. cit., 132.

“Joc. cit.

4 G. Bardy, Melchisédech dans la tradition patris-
tique, Revue Biblique 35, Jerusalem 1926, 500, 507, n.
6; J. Danielou, Bible et liturgie. La théologie biblique des
sacrements et des fétes d’apres les Peres de [’Eglise, Paris
1951, 196-201; R. Bornert, op. cit., 77-78,205, 208; 1.
Bojsomuh, op. cit., 132.



bread on the north wall, are Aaron and Solomon. In
this manner the Old Testament figures on the barrel
vault testify the double role of Christ in the scene of
the Communion.

The depiction of Christ as Great Archpriest and
King in the Communion of the Apostles at St. Georg-
es at Polosko draws inspiration from the liturgical
hymns, whose subject is the establishing of the Com-
munion rite. This representation in Polosko, as well
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as in Decani and Matejce, shares the theological idea
of the officiating Christ, “who offers and who is of-
fered”. In the iconographic program of St. Georges
at Polosko this idea is also emphasized by the repre-
sentation of many Old Testament high priests in the
upper parts of the church who are the prefiguration of
the High Priest of the New Testament. Furthermore
the depiction of the Old Testament high priests Aaron
and Zechariah, as well as the kings David and Solo-
mon, directly above the image of Christ the Great
Archpriest and King complement the idea that em-
phasizes the role of Christ as a supreme High Priest
and Eucharistic Victim.



Amna [IOTIOBA

XPUCTOC LAP 1 BEJIMKHU APXHEPEJ BO "KUBOIIUCOT HA IIPKBATA
CB. F'OPI't TOJIOIIKHA

Pezume

Cuenara [IpuuecTyBame Ha alnocTOINTE BO IPK-
ara CB. ['opfu [onomku e crienuduyHa 110 T0a IITo
BO HEj3MHHU paMKH, XPHCTOC € HACIHMKAH CO LAPCKU
JIOPOC U CO CBELITEHUYKH cakoc, kako [{ap u Benuku
Apxwuepe;j.

IIpercraBata Ha Xpucroc Bemmku Apxuepej Bo
cueHara Ha [IpudectyBameTo e HKOHOTpadCKK1 HOBH-
TET BO YMETHOCTA O YeTHPHHAECETHOT Bek. M ejara
3a CBEIITEHHYKaTa yjlora Ha XpHUCTOC € 3acTaleHa
Bo Ilocnanuero Ha anocton IlaBne no EBpeure, BO
ncaamot 110/4 kaxo u Bo nutyprujara. CBemTeHnd-
KHOT aTpuOyT Ha XPHUCTOC BCYITHOCT ja OJpa3yBa Te-
OJIOIIKAaTa MHCJA JIeKa CBELITEHHKOT Ha 3eMjaTra ro
3aMeHyBa XPHCTOC, KOj Ha HEOOTO ja CITy’KH BedHaTa
JUTYypTHja.

Bo Cs. fopr’m [Tonomiku, kako u Bo Jleuanu u Bo
Marejue, Xpuctoc Benukuor Apxuepe] UCTOBpeMe-
HO € TpeTcTaBeH U Kako map. [IpercraBara Ha Xpuc-
toc Lap e ukonorpadcku HoBurer on Ilaneonoros-
ckuoT nepuoa. IIpoydyBameTo Ha NpBUTE COUYBaHH
MpeTCcTaBH BO KOM ce mojaByBa Xpuctoc Lap (densu-
coT BO MapkoB MaHnacTup, Kynojara BO MaHaCTUPOT
TpeckaBen) ykaxyBa JieKa OBaa NpeTCTaBa, WHCIIHU-
pHpaHa off IMTypryjara, umMa 3a Iej J1a ro WIyCTpupa
MOMEHTOT O[] IPOCKOMUAMjaTa Kora XprucToc CaMHOT
ceOe cu ce mpuHecyBa kKako EBxapucruuka xptBa. Bo
TOj KOHTEKCT, peTcTaBata Ha Xpucrtoc Llap u Apxu-
epej Bo [IpudecTyBameTo Ha aloCTONUTE BCYITHOCT €

170

WIIyCTpLHja Ha JIMTYPTUCKHOT TEKCT KaJle Ce YKaKyBa
Jieka XpUCTOC € TOj IITO ce HyJH KaKo eBXapHCTHIKA
’KPTBa U UCTOBPEMEHO JINTYPryBa.

JKenbara na ce Harmacu uaejara 3a Xpucroc Llap
n Bemuku Apxuepej Bo Ilomomkara npkBa ce 3abe-
Jie)KyBa M BO HOTKYIOJHHUOT MPOCTOP Ha IPKBAaTa.
Hmeno, B0 TaMOypoT U Ha MOTYOOTUYECTHOT CBOJ
Ce TMPETCTAaBeHH ABACCET M YETUPU CTapO3aBETHU
JUYHOCTH KOM ja MpeTCTaByBaaT XpHUCTOBaTa TeHe-
anoruja. [IpucycTBoTo Ha roiem Opoj cTapo3aBeT-
HU CBEUITCHHUIM MOMery OoBHe (UTYpH TIOBTOPHO HE
yrnaTyBa Ha XpUCTOBaTa CBELITEHWYKa yiora. Mme-
HO, CTap03aBETHH CBEIUTCHHUIIH CE CITUKAAT KaKo Mpe-
¢urypanuja Ha HoBo3zaBeTHaTa >XpTBa, OMHOCHO Ha
HoB03aBeTHHOT CBEIITECHHUK.

Cenak, HajroyieMa IOTBpIA JeKa OCMUCITyBa-
YOT Ha MKOHOIPad)CKUOT MpPOrpaM MMail 3a Lel Aa
anymupa Ha Xpucrtoc llap (EBxapuctuuka xprBa)
u Apxuepe]j (cBemreHukK) € ¢axror mro Hax [Ipu-
YeCTyBambeTO Ha alloCTOIMTE CE€ HACIMKAHU IO JIBE
CTapo3aBeTHH (PUTYpPHU, O/ KOH €IHATA € CBEIITCHHUK,
a apyrara e uap. Taka, HaJ ciieHata [IpudectyBame
€O BHHO ce Hacnukanu nap asun u 3axapuja, a Hax
[TpuuectyBameTo co 1ed Aapon u Conomon. Ha T0j
Ha4MH, CTApO3aBETHUTE MPETCTaBH Ha MOIyo0nndec-
THOT CBOJ YIITE €IHAIl CBEIOYAT 3a JBOjHATA yJora
Ha XpucToC BO clieHara Ha [IpudectyBamero.



