Maksim Onufrienko

(Lomonosov Moscow State University)
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Abstract: The Heavenly Liturgy appears at the beginning of the 14th cen-
tury as an image of the angelic procession, celebrating the Great Entrance. This
iconography was formed on the basis of existing scenes of angelic worship in
a cupola which gradually became more complicated and supplemented with
liturgical objects. In the middle of the 14th century, the images of angels-priests
finally fixed in the composition and the figure of Christ the High Priest was
added. This slightly changed semantics of the whole scene and likened it to
the earthly liturgy. This version of The Heavenly Liturgy has been existing
throughout the post-Byzantine period almost unchanged. At the same time, an-
other version of the liturgy appeared, where the church service was performed
not by the heavenly forces, but by saints or anonymous earthly deacons and
priests. Largely based on this type, new liturgical images were formed in post-
Byzantine times both in the Balkans and in Russia. Some of them borrowed
the motif of the Great Entrance (for example Russian scenes Let All Human
Flesh Be Silent... or Cherubikon), and some had unique iconography (A4//-Saints
Saturday, The Vision of Gregory the Theologian). Perhaps, these iconographies
were influenced by such images as The Service of St. Basil the Great or The
Service of St Nicholas.

Key-words: The Heavenly Liturgy, Let All Human Flesh Be Silent,
Cherubikon, The Service of St. Basil the Great, Christ the High Priest, Byzantine
art, post-Byzantine painting.

In this paper I shall try to survey the development of the liturgical scenes
throughout the late and post-Byzantine periods in general, marking some key-
points in this process. The liturgical compositions will be viewed in a broad
perspective, concentrating on The Heavenly Liturgy and treating some other
subjects as its predecessors and successors.

I The research was prepared with the financial support of Russian Science Founda-
tion, grant no. 20-18-00294, at the Research Institute for Theory and History of Architecture
and Urban Planning, branch of the Central Research and Project Institute of the Construction
Ministry of Russia (Moscow).
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Fig. 1 The Heavenly
Liturgy. The murals of
the church of Christ the
- Savior in Thessaloniki.
Middle of the 14th
century. Photo by M.
Onufrienko.

Cn. 1 Hebecka
Jlurypruja. ®pecke
xpama Xpucra Cnaca
y Comyny. Cpenuna
XIV Beka. ®oro. M.O.
Onydpuenko.

The Heavenly Liturgy appears in the 14th century and depicts the transfer
of the Holy Gifts from the prothesis to the altar for their consecration. The core
of the composition is the Great Entrance motif, therefore usually the scenes
containing this motif are named The Heavenly Liturgy, while the others might
be called otherwise.

This iconography has been studied by several scholars. It was mentioned
in the works by several Russian authors such as Nikolay Pokrovskiy?2, Alexey
Dmitrievskiy3, Nikodim Kondakov4, but they described only post-Byzantine
compositions in monasteries of Mount Athos and Russian late medieval images.
The first systematic study of the liturgical scenes was undertaken by Romanian
scholar Jon Stefanescus. His book deals with many of them (such as The Arc
of the Covenant, The Sacrifice of Abraham and others) viewing these scenes as
examples of the images of liturgy, but almost without the analysis of their ico-
nography. The monuments are listed randomly, without correlation with other
contemporary artistic phenomena. Similar approach was used in the 1997 book
by Tryphonos Tsompanes, H ueydly eioodog atnv eikovoypagio. However, the
main advantage of these books is reviewing not only the iconography of The
Heavenly Liturgy, but also a number of other liturgical scenes that appeared
in the post-Byzantine time. At the turn of the 21st century a number of publi-
cations appeared that were based on the achievements of historical liturgics.
The researchers, in addition to using iconographic and comparative analysis

2 H.B. IokpoBckuii, CmenHbie pocnucu 6 Ope6HUX Xpamax 2pedecKux U pyccKux,
Mocksa 1890.

3 A.A. Imutpuesckuii, Cospemennoe 6020cmydicenue Ha npasociagHOM 60CHOKe,
Kues 1891, 119.

4 H.II. Konnakos, Jluyegoii uxononuchwlii nooaunnux. Urxonoepaghus I'ocnooa boea
u Cnaca naweeo Hucyca Xpucma, Cankr-IletepOypr 1905, 71-72, Kar. 33.

5 J.D. Stefanescu, L’illustration des liturgies dans l’art de Byzance et de I’Orient,
Bruxelles 1936.
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methods, provide a broader coverage of the material placing the liturgical
subjects in religious and cultural context which is necessary for understand-
ing the original meaning of the images. The earliest and the most significant
work is the monograph by Christopher Walter¢. In his view, the iconography
of The Heavenly Liturgy was formed at the end of the 13th century, based on
the motif of the Great Entrance. In fact, this work laid the base for comprehen-
sion of this iconography as related to the liturgical life of the Church. Serbian
researcher Tatiana Starodubtsev published an article on this iconography and
its development in Serbian murals of the 14-15th centuries’. She notes the
connection between the images of the liturgy in the domes and the image of
Pantokrator surrounded by the heavenly forces. Titos Papamastorakis exam-
ined The Heavenly Liturgy in the context of other cupola decoration schemess.
Altar scenes were overviewed by Marka Tomi¢ Duri¢ in connection with St.
Demetrius church in Marko’s monastery. In fact, this is a number of essays
devoted to various iconographic motives. The scholar describes the history and
proposes an interpretation of each iconographic element basing on the liturgical
texts and the monograph by Robert Taft®. The article The Heavenly Liturgy by
Nina Kvlividze published in the Orthodox Encyclopedia can be considered to
be a certain milestone in the study of this subject, since it summarizes almost all
up-to-date researches!0. The author states that The Heavenly Liturgy is an image
of the Great Entrance, where angels are represented as deacons, and also notes
the close connection of this iconography with other liturgical subjects such as
The Eucharist, Melismos, etc. The story of this iconography is traced from the
liturgical scroll in Jerusalem, Xtovpod 109 (late 11th ¢.) to the wall paintings
of the Dormition Church of Sviyazhsk Monastery in Russia, so post-Byzantine
paintings are not in the focus of this article. Also, there are several publications
devoted to particular images, ensembles or regions!!. The latest research is the
article by Vasileos Marinis!2. He argues that the idea of angelic service ex-

6 Chr. Walter, Art and Ritual of the Byzantine Church, London 1982.

7 T. Craponyoues, Ilpedcmasa Hebecke numypeuje y kynonu, Tpeha jyrociosencka
rxoH(pepennuja suzantonora (Kpymesar 2000), 381-415.

8 T. Homapactopdkng, O didkoouog tov podiov tv vawv e Ilalaioldyeiag
wepiodov oty Balkoviky yepaovnoo kot tyv Korpo, Abfva. 2001, 135-165.

9 M. Tomi¢ Puri¢, To Picture and to Perform: the image of the Eucharistic Liturgy
at Markov Manastir (1), 3orpad 38 (beorpan, 2014), 123-142; eadem, To Picture and to
Perform: the image of the Eucharistic Liturgy at Markov Manastir (1), 3orpad 39 (beorpapn,
2014), 129-150.

10 H.B. KenuBuaze, Hebecnas aumypeus, IlpaBocnaBHas suipkimoneaus 48 (Mocksa
2017), 487-489.

11 1. Spatharakis, Representations of the Great Entrance in Crete, Studies in Byzan-
tine Manuscript Illumination and Iconography (London 1996), 293-335; M. Mapkosuh, b.
CreBanoBuh, Ciuxanu npoepam y kynone ypxeée Ceemoe bBopha y Jlobpunosunu, 3orpad.
Yacomnwc 3a cpeamoBekoBHy ymetHOCT 42 (Beorpax 2018), 209-229; E.M. Caenkosa, O He-
Komopblx ocobennocmsx ukonozpaguu Benuxozo Bxooa é OpesHepycckom MOHYMeHMATbHOM
uckyccmee, UckycctBo xpuctuanckoro mupa 8 (Mocksa 2004), 144-151; M.O. Onydpuen-
Ko, Hebecnas numypeusa 6 monymenmanvhou sscueonucu Maxeoonuu XV-XVI eexos, AXTy-
anpHBIe TPOOIeMbl Teopun U uctopuu uckycctsa 10 (Cankr-IletepOypr 2020), 829-844.

12 V. Marinis, On earth as it is in heaven? Reinterpreting the Heavenly Liturgy in
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isted since Early Christian times. The author suggests that The Heavenly Liturgy
does not parallel the heavenly service to the earthly one, as T. Papamastorakis
thought!3, but rather gives a special, independent way of interpreting the rite.
So, one can find quite a lot of works devoted to specific issues of the liturgy
scenes, but there is no any general work that would demonstrate the develop-
ment of these compositions during the late and especially post-Byzantine period
showing their continuity and peculiarities.

Liturgical subjects were present in Byzantine art since the Middle
Byzantine period. The Communion of the Apostles was one of the main com-
positions of the altar decoration at that time. The sporadic inclusion of ritual
realities (liturgical vestments and vessels) in this scene shows the unity of the
heavenly and earthly Churches, but in a metaphorical way. The figures of an-
gels-deacons add only one element of the actual rite to the composition. The
Officiating Bishops as well as Melismos became widely spread in the altar deco-
rations of Byzantine churches since the 12th century.

The Heavenly Liturgy appeared in the 14th century in Serbia and
Constantinople almost simultaneously, in the dome of the Kraljeva Church in
Studenica (1314) and in the prothesis dome of the Chora Monastery church
(1320-1321). Initially the scene was formed spontaneously as an expression of
the idea of an angelic service, embodying the idea of the theophany, based on
the existing schemes of the dome decoration. As T. Starodubtsev has already
shown, The Heavenly Liturgy scenes in the dome are rather close to the compo-
sitions in Panagia Theotokos Church in Trikomo (12th ¢.), Panagia Kanakaria
in Litrankomi (12th ¢.), St. Euphimianus in Lisi (13th ¢.)!4. The angelic pro-
cession occupies the same place and plays the same role as the angels next to
Christ Pantokrator or the apostles in the Ascension. Moreover, the location of
The Heavenly Liturgy in the dome reflects the comprehension of this subject as
an image of theophany. This also can be confirmed by the texts of the liturgy
interpretation. Thus, Nicholas Kabasilas (1322—-1397/1398), on the one hand,
considered the Great Entrance rite to be an utilitarian action, and on the other
hand, did not deny the possibility of its symbolic interpretation. All the mean-
ings given by Kabasilas are connected with the images of the Lord’s Second
Coming. During the 13th century the scene of the angelic worship became more
and more complicated, supplemented with liturgical objects (candles or censers
as in the church of Taxiarchai in Kostaniani and The Virgin Olympiotissa in
Elassona, late 13th ¢.). We can also consider the inscriptions with liturgical con-
tents paraphrasing the Let A/l Human Flesh Be Silent hymn to be the forerun-
ners of The Heavenly Liturgy in the altar spaces. At the next stage, the motif of
the Holy Gifts transfer, images of angels in diaconal vestments, the altar and the
prothesis appeared. In fact, the development of the scene was gradual: from an
abstract angelic procession to the depiction of a specific moment of the Liturgy.
Due to liturgical motives included in the dome painting, the faithful joined the
heavenly world. Inasmuch as the Great Entrance was the most significant and

Byzantine art, Byzantinische Zeitschrift 144, Issue 1, 255-268.
13 omouacropdxng T. O duaxoopog... X. 139.
14 T. Crapony6ues, [Ipeocmasa Hebecke numypeuje y kynonu, 405-410.
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magnificent part of the Liturgy that took
part not only in the altar but in the naos too,
perhaps this made the artists transform the
abstract angelic procession into a proces-
sion with the Holy Gifts!5.

The Heavenly Liturgy in Byzantine
art is represented in two types, which can
be placed both in the dome, and in the altar
space. The first type is the most common
and, apparently, the oldest one. This is a
representation of the service performed by
the heavenly forces. It was formed at the
beginning of the 14th century and existed
throughout the post-Byzantine period. The
main motif of the first iconography type is
the Great Entrance as it is depicted in the
dome of the Kraljeva Church in Studenica
which is the earliest example. The proces-
sion of angels marches from the prothesis
to the altar carrying the Holy Gifts. In later
images this iconographic scheme became
more or less complex, but the core re-
mained unchanged!6. Initially, the proces-
sion moved from the prothesis table to the
altar, but since the 1340-1350s the proth-
esis table disappeared!’. So by the middle
of the 14th century the composition got its
final form.

Altar paintings are slightly different
from the scenes in the domes. The obliga-
tory element of the altar composition is the

Fig. 2 Let All Human Flesh Be Silent... 1580—
1590s. The sacristy of the Pokrovsky Cathedral at
the Rogozhsky Cemetery. Photo by https://icons.

pstgu.ru/icon/4135.

Cu. 2 ,,J1a MOJTYUT BCSKas IUIOTH YesoBeya ...«
1580-1590. Caxpuctuja [TokpoBcke kaTegpaie Ha
Poromikom rpo6sby y Mocksu. Criika CHUMJbEHA:

https://icons.pstgu.ru/icon/4135.

image of Christ the High Priest!8, standing behind the altar, to whom the angels-
deacons and the angel-priests attend. Most scenes are placed in the altar apse,

15 See: M.O. Onybpuenko, Hcmoku uxonoepaguu «Hebecnas iumypeus» 6 usam-
mutickom uckyccmee, Busantuiickuii BpemeHauk 105 (Mocksa 2021), 242-257.

16 The following monuments can also be attributed to the same group: Church of St.
George in Staro Nagoricane (1316-1318), Katholikon of the Hilandar Monastery on Mount
Athos (ca. 1320, 19th c.), Dormition of the Virgin in Gracanica (1320-1321), Hodegetria
Church in the Patriarchate of Pe¢ (1337), Archangel Michael in the Lesnovo Monastery (ca.
1347), Decani Monastery Church (ca. 1335-1345), Hagia Sophia in Mystra (ca. 1350-1365),
Ascension of Christ in the Ravanica Monastery (ca. 1385), Sts. Constantine and Elena in Ohrid
(1380s) and some others, including badly preserved ones (paintings of the Holy Trinity Church
in Manasia (1406—1418) and the Virgin Mary Church of the Kaleni¢ Monastery (1418-1427)).

17 T. Craponyoues, [Ipedcmasa Hebecke numypeuje y kynoau, 398.

18 On the iconography of Christ the High Priest see: T. Ilorapactopdaxng, H pop-
o1 o0 Xpiotod-Meydlov Apyiepéa, Agktiov g Xpiotovikng Apyatoroyikng Etapeiog 17

(ABnva 1994), 67-78.
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but some are in the prothesis!®. It is not possible to separate the process of
development of the dome and altar scenes. As Papamastorakis correctly pointed
out, the dome composition was designed initially and then it was adapted for
the apse20.

In the middle of the 14th century the second type of iconography ap-
peared, although it was less frequent. Unfortunately, all of the examples have
been damaged, so that none of them presents this iconography in full. The motif
of the Great Entrance does not play a leading role here; the emphasis is shifted
to other details of the real service. In these scenes the liturgy is performed by the
earthly clergy together with the saints. A prototype of such scenes could be The
Service of a Saintly bishop (The Service of St. Basil the Great, The Service of St.
Nicholas) that existed since the 11th century. It is an image of the bishop, who
stands in front of the altar, holding a scroll in his hands. These compositions are
direct representations of a certain moment in the liturgy. Probably these scenes
show the moment just before the Communion?2!.

The earliest example of the Heavenly Liturgy iconography is the wall
painting of the middle of the 14th century in the church of Christ the Savior in
Thessaloniki. (fig. 1) The scene consists of several episodes, showing various
moments of the liturgy. Among others, there are Little and Great Entrances,
and the second one is inscribed as 70 Xepovfeiu, so this composition can be
understood as an event taking place during the Cherubikon singing. The liturgy
is celebrated not by the heavenly forces and Christ, but by earthly clerics in an
ordinary church. St. Nicholas receives the vessels, while the Savior in a man-
dorla appears in glory to the participants during the service22. The scene also
includes singers together with Romanos the Melodist standing on the pulpit,
deacons, reading the Psalter, as well as elements of the church interior (the
Royal gate, ciborium, templon, etc.). So the everyday event is transferred to the
highest level. The images of the holy hierarchs together with the earthly clergy
express the unity of the earthly and heavenly Churches. Similar motives are still
found in a number of Cretan churches. For example, in the church of St. George
in Agios Georgios (Ierapetra, Crete, second half of the 14th ¢.) in the altar, in the
eastern niche of the southern wall, we can find the image of an earthly deacon,
who carries both a chalice, and a diskos with Christ in it23.

In the middle of the 14th century, when the first type of The Heavenly
Liturgy was formed, with a complete hierarchy coinciding with that of the

19 The following monuments can also be attributed to the same group: church of
Theotokos Peribleptos in Mystra (ca. 1350-1380), St. Demetirus Church of the Marko’s
Monastery (1377), as well as a number of Cretan churches of the second half of the 14th and
15th centuries.

20 T. Homapaotopdkng, O didkoauos tov podlov, 138.

21 M.A. Maxanbko, K ucmopuu cioocema «Cryscoa ceéssmoeo Hukonvry, Ot Laps-
rpazaa 1o benoro mopsi: cOOpHUK cTaTeil o CpeIHEeBEKOBOMY UCKYCCTBY B uecTh J. C. Cmup-
HoBoil (Mocksa 2007), 248.

22 E. Kovpkovtidov-Nikoraidov, Nadg tov Zwtipog Xpiorod Oeooalovikny, ABiva
2008, 100.

23 1. Spatharakis, Representations of the Great Entrance in Crete, 304. Also see: K.
Gallas, K. Wessel, M. Borboudakis, Byzantinisches Kreta, Miinchen 1983, 441-442.
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Church on earth, the other type of this subject also appeared. All these changes
aimed at a more concrete representation of the reality. Undoubtedly, they are
connected with all the alterations that took place in the Byzantine art during
the Paleologan time targeted to embody the heavenly world using the realities
of the mundane one, and to demonstrate reality of the God’s appearance in our
world.

However, the changes might be associated with the Hesychastic idea of
deification of the human nature. Heavenly reality constructed in the manner
of the earthly one showed the ideal human state, the ideal earthly world in all
its details. Therefore, the theme of theophany, revelation (especially in dome
paintings), which was thus connected with ,,deification®, was also important.
Thinking on the individual reasons for changing the iconography, I may sup-
pose that this was due to the intellectual atmosphere of the middle of the 14th
century, which was saturated with theological controversies. Although the
Eucharist and the liturgy were not the central subjects of St. Gregory Palamas’
writings, he had some controversies about it with his opponents. These debates
on the Eucharist could have inspired artists to change the composition, to make
it more concrete more like a real service. For example, Palamas’ attention to
the presence of Christ Himself in the Eucharist24 possibly might implicitly in-
fluence on the direct appearance of the Christ image in The Heavenly Liturgy.
His image as the High Priest in this scene was an adequate replacement for the
central image of the Savior in the dome. And nearly at the same time, the images
of the angels-priests became usual for this subject25. Due to it Christ appeared
in liturgical vestments too, thus complementing the existing composition. So,
the entire hierarchy with Christ at its head, depicted in the dome, possibly might
demonstrate the Divine dimension of the Church service and Church hierarchy,
which may also echo the Palamas’ ideas26. So, all these changes and new ver-
sions in iconography were not only prompted by the neoplatonic ideas but were
also a response to the theological discussions of that time.

In the post-Byzantine period The Heavenly Liturgy was also included in
fresco programs both in a dome?7 and in an altar apse28. The Heavenly Liturgy

24 See: A.I. lynaes, Bocociosue esxapucmuu ¢ KOHmMeKCme naiamMumcKux cnopos,
Borocnosckue tpyast 42 (Mocksa 2009), 146—168; 1. Meiiennopd. Esxapucmuueckuii 0oe-
mam 8 boeocrosckux cnopax XIV cmonemus, IlacxanpHas TaitHa. CTaTby 110 GOTOCIOBUIO
(Mocksa 2013), 597-604.

25 Although the earliest example is the painting in the prothesis dome of the of Chora
monastery, this motif became widespread since the middle of the 14th century. It can be seen,
for example, in the Decani Monastery.

26 St. Gregory Palamas argued against Dionysios the Areopagite notion that the Eucha-
rist was the only sacred symbol denoting Christ. This idea was quite popular in the 14th century,
it is also found in the writings by Philotheos Kokkinos. According to Palamas, God Himself
appeared in the Eucharist, so His Body was not a symbol but the true receptacle of God.

27 For example, in the katholikon of Stavronikita (1546) and Gregoriou (1768-1779)
monasteries on Mount Athos; in the church of St. Panteleimon in Nerezi (late 16th century),
Katholikon of Treskavac monastery (1480-s).

28 In the painting of the Great Lavra and the Chapel of St. Nicholas of this church
(1535), the katholikon of the monasteries Docheiariou (1568) on Mount Athos and Barlaam
in Meteora (1548).
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and the image of the Savior
demonstrate the possibility of
salvation in the bosom of the
Church. In the altar scenes, the
% Savior is often depicted twice:
at the beginning of the proces-
sion and receiving the vessels,
carried by angels. This corre-
lates to The Communion of the
Apostles which is often placed
below The Heavenly Liturgy (as,
for example, in the churches of
Nekresi, Georgia (mid-16th c.),
or Barlaam Monastery (1548),

Fig. 3 The Vision of St. Gregory the Theologian. The murals ~ Meteora, Greece). Also, this
of the prothesis of the Church of Our Lady of Smolensk of the monumental composition was
Novodevichy Convent. 1598. Photo by A. Preobrazhensky. adapted to icon format (The

Cu. 3 Buzuja I'puropuja borocnoa. ®pecke ontapa Heavenly Liturgy by Michael
CmorneHncke katenpane HoBopesuukor Mmanactupa. 1598. doro. Damaskinos, mid-16th ¢.), but
A.C. IlpeoGpaxcenckor. icons with this subject were not

widespread.

During the post-Byzantine period, the tendency of including elements of
the earthly world in The Heavenly Liturgy was growing in different ways. The
first one can be seen, for example, in the altar wall painting of Piva Monastery
in Montenegro (1605), where the procession of angels on the one side carries
out the epitaphion and on the other side they bring it back to the altar. So, the
Great Entrance begins in the mural, then the earthly clergy in the real church
continues it, and finally it ends also in the mural: the fresco shows the beginning
and the end of the procession, complimenting the earthly one and showing its
part hidden from the worshipers. Another way of interaction can be found in the
church of The Forty Martyrs in Chrysapha, Greece (1620s), where the proces-
sion of the Great Entrance is depicted against an image of a contemporary ico-
nostasis, so the scene shows a real church space with specific interior details29.

Another side of this process can be seen in the way how the new liturgical
subjects were constructed. Most of them used the motif of the Great Entrance,
and new compositions appeared on this basis. The Romanian painting 7aking
out the epitaphion in the narthex of Dobrovac monastery is rather close to The
Heavenly Liturgy. It uses as the main motif of the angelic procession, who car-
ries the shroud, as the composition of this scene. But due to absence of Christ
the High Priest and the liturgical vessels (discos and chalice) and presence of
the saint bishops this scene transformed from the metaphorical image of the lit-
urgy to the depiction of the real rite of the taking out the epitaphion on the Good
Friday Vespers on Holy Saturday Matins.

29 A. Toéhyka—Avtovpdxn, Eva sikovoypopiko amel otnv apioa tov lepod Biuarog
v Aylwv Teooapdrxovio ota Xpboapa Aaxwviag (1620), Agktiov g XpioTiavikng Apyoto-
Aoyweng Etonpeiog 34 (AOnva 2013), 215-226.
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During the post-Byzantine period completely new liturgical subjects were
created in Russia. The Cherubikon and Let All Human Flesh Be Silent... both
used the motif of the Great Entrance, but the first scene is closer to the Byzantine
The Heavenly Liturgy than the other one due to the depiction of the angels
and the image of the Christ the High Priest. (fig. 2) Yet the compositions be-
came more complex: besides marching angels with Holy Gifts The Cherubikon
includes episodes of preparation of the Eucharist, image of a church, a small
group of worshipers and the Lord Sabaoth in the sky. Thus the scene showes the
heavenly church service descending to an earthly church. Let all human flesh be
silent... included the image of a large group of praying saints and mortals, the
Great Entrance performed by earthly clerics processing to the Three Hierarchs.
Thereby this iconography demonstrates the whole universe celebrating the Holy
Saturday when this hymn is sung. In contrast with The Cherubikon, its seman-
tics has shifted from the depiction of everyday liturgy to the visualization of
the ideal state of the humanity and their salvation30. Thus the Balkan scenes
which developed the Byzantine schemes and meaning depict the moment of the
Liturgy itself, demonstrating the connection between our world and the Heaven,
while Let all human flesh be silent... shows the whole Church, all mundane
world praying to God during the Liturgy.

Also, several new compositions were constructed on the basis of the es-
tablished motif of The Service of a Saintly bishop. It could be supplemented in
different ways with praying worshipers, the Great Entrance motif, images of
the Lord Sabaoth, liturgical vessels etc., but the core remained. The Vision of
St. Gregory the Theologian is based on the text of the liturgy commentary3!.
(fig. 3) This subject was not widespread, but rather popular in Russia where
it was placed in the altar part of the church (Cathedral of the Archangel in
Moscow Kremlin, 1560s, 1652—1666; Church of Our Lady of Smolensk of the
Novodevichy Convent, 1598; Holy Trinity Church in Vyaziomy, late 16th centu-
ry), while in the Balkans there was only one example — the series of miniatures
(Vat. gr. 2137). The main task was not to convey the text of the commentary in
detail, but to show the activity of the heavenly forces during the earthly liturgy.
Therefore, artists were limited to only the most important scenes in miniatures
as well as in frescoes. Due to the Great Entrance motif in one of the pictures,
this subject occupies the intermediate position between The Heavenly Liturgy
(and scenes on this basis) and different types of The Liturgy of St. Basil. The last
one has several different versions (which are rather close one to another) and
titles, such as The Service of the Holy Saturday, All-Saints Saturday. The almost
identical iconography and many different titles suggest that the names were
chosen for the image, and not vice versa. Although all these icons do not depict
the liturgical action directly, they are related to the liturgy theme. These scenes

30 On Russian subjects see: M.O. Onydpuenko, Hosvie numypeuueckue crodxcenl
6 pycckotl acugonucu XVI éexa, AxTyanapHble IPOOIEMBI TEOPHUH M UCTOPUH HCKyccTBa 11
(Cankr-ITerepOypr 2021), 382-397.

31 The text could be named differently, the one of the names is didlvoig t7jc dyiog
Aerrovpyiag. On the Slavonic translation and the Greek text see: M. XKentos, «Omkpogenue
ceamoeo I pueopus Boeocnosa o numypeuuy: ucciedosanus, mekcm u €20 ClassiHcKue nepe-
600vt, Bectauk [ICTTY. Cepus 3: @unonorus 54 (Mocksa, 2018), 9-26.
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were widespread in Russia, and I know only one example of this subject in the
Balkans — the icon The Divine Mystagogy (H Ocio. Mvoroywyia)32. Despite its
iconography is different from all known Russian icons, it depicts Saint Basil the
Great recording his liturgy in front of the apostles and Christ the High Priest
behind the altar, so this version can be considered to be a part of this group too.

Thus, in the late and post-Byzantine periods, several liturgical subjects
were developed. Since the beginning they acquired more and more concrete
forms that were borrowed from liturgical practice. The Great Entrance mo-
tif, which is the core of The Heavenly Liturgy composition, existed since the
beginning of the 14th century and influenced the other liturgical subjects. The
Heavenly Liturgy was the main type of the liturgical scenes. Other types, on the
one hand, were inspired by the main one, and, on the other, they could develop
The Service of a Saintly bishop iconography or follow a text. Using images
of earthly clerics and details of service, artists demonstrated the unity of the
earthly and heavenly Church. Such a literal reflection of symbolic ideas through
the details of mundane world was rather common in the late and especially post-
Byzantine epochs.

Maxkcum Onygpuenio
(MockoBCKHM JipyKaBHU yHUBEP3UTET JIOMOHOCOB)
KPATAK ITPETJIE[] JIMTYPIUJCKUX TEMA Y KACHOBU3AHTHUJCKOJ
N TIOCTBU3AHTUICKOJ YMETHOCTU

Tema ,Hebecka Jlutypruja“ mojaBpyje ce mouetkom XIV Beka. [Ipencraipa
cnuky anhencke moBopke Bemmkor Bxoma. Mxonorpadwuja je dopmupana Ha ocHoBy Beh
nocrojehnx cmeHa Gorociykema anbena y Kymonu, Koja je HMOCTEHNEHO IIOCTajaja CBe
CIIOKeHUja U JOIyHhCHA CIMKaMa ITojequHuX OorocmyxOeHux npenmera. Cpegumaom XIV
BEKa y KOMIIO3HLMjH Ce KOHAYHO (ukcupajy ciuke anbena-cBELITEHHKA M JOJaje Ce JIMK
Xpucra Cnaca Benmukor Apxujepeja — To Majio MEHba CEMaHTHKY Iielie CIIeHe U yrnopehyje
ca 3eMaJbckuM OorociyxkemeM. OBa Bepauja ,,HebGecke Jlutypruje* mocrojana je TOTOBO
HEIIPOMEH-eHa TOKOM YHTABOT IMOCTBU3AaHTHjCKOT nieproza. FIcToBpeMeHo ce 1ojaBibyje joul
jeIHa Bep3uja, y K0joj ciry:k0y Bpie He HeOecke cuiie, Beh CBEIH WiiH OC3MMEHH 3eMaJbCKH
hakoHn W cBemTeHUIM. Y BEJHMKO] MEPH Ha OCHOBY OBE BapHjaHTE y MOCTBH3AHTH)CKOM
nepuony GopMHUpaHH Cy HOBU JIMTYPIUjcku 3amieTu. Heku ox \ux cy MoTuB Benukor Bxozna
no3ajvmiu u3 ,,Hebecke Jlutypruje (Ha nmpumep, pycke KOMIIO3UIHje ,,Jla MOTIHUT BCsIKast
IUTOTH YeNloBeya... win ,,Jxe xepyBumu...”), JOK €y Ipyrd He3aBHCHU cueHe (,,JIutypruja
Bacuiuja Benukor”, ,,Buheme ['puropuja borocnosa®). OunrienHo, Ha BUX0BO popMupame
Cy CHaxHO yThmane ciuke nomyt ,,CiyxOe cB. Bacmmja Bemuxor® wmm ,,Ciryx6a Cs.
Huxome*.

32 Kat’ ewcova. Iepa keyujlia miotews kor molitiouov g Exxinoiog twv Zeppav,
Xéppeg 2019, Kar. 54.



