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Anna Zakharova

IMAGES OF SAINTS IN THE WALL PAINTINGS
OF SAINT SOPHIA IN KIEV

21N uerétn mapovoraloviar ta TEDTA ATOTEAEOUOTA
¢ Epogvvag mov SLteEdyeTal yia TNV ATOXATATTOON TOV
ToLYOYoaQPLXOU draxoouov tns Ayias Xogias Kiébov,
AL ETLYELOEITAL 1) TAUTLON TWV TOAVAQLOU®WY ayimv
UETW TNG ELXOVOYQQPIOS TOVS XAl O CUVOUAOUO UE T
XOQAYUATA TTOV EVIOTILOVTAL OTOV YWDOO0. SUVETMS, E(VaL
ONUAVTIXO VA XA TAVONBOUY 0L EYES TTOU UTTAYOQEVOUV
TNV EXLAOYH XAl TNV XATAVOUN TWV QYWY OTOV XHOO.
ALOTLOTOVETAL OTL, EVOH XATOLES ATTO QVTES TIS OLOYES
axolovBovv tnv 1o€xovoa Bulavtivy tapddoon, aAres
amnyovv 161alovoes 1OEES Lo TOVS VEOPWTIOTOVS Pwg.

A€Eerg nAherdra

Meoopvlavtivi mepiodog, 110¢ aLdvag, ToLYOYQUQIES, ELXO-
VOYOQPIXA TTOOYOGUUATA, ELXOVOYOQQPIQ, ATELXOVIOELS AyiwY,
Kigpo, Ayia Zopia tov Kigbov.

T he Church of St. Sophia in Kiev, together with a num-
ber of other 11th-century ensembles, marks an import-
ant point in the history of Byzantine art when the clas-
sical system of church decoration reached its maturity®.
St. Sophia also marks a key monument for Old Russian
art, and its influence on its subsequent development was
immense? It is therefore important to arrive at a better

* Lecturer at the Department of History and Theory of Art, Facul-
ty of History, Lomonosov Moscow State University, zakharova@
inbox.ru

** The research was carried out with the financial support of the
Russian Foundation for the Humanities, grant no. 14-04-00317.

' O. Demus, Byzantine Mosaic Decoration. Aspects of Monumen-
tal Art in Byzantium, London 1947, 59-60. C. Walter. Art and Rit-
ual of the Byzantine Church, London 1982, 193-198.

2 The most important works on the mosaics and frescoes of St.
Sophia are the following: V. N. Lazarev, Mozaiki Sofii Kievskoi
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The paper presents some preliminary results of a re-
search on the wall paintings of Saint Sophia in Kiev
aiming to identify the images of the saints through
the analysis of iconography and medieval graffiti.
Numerous images of saints constitute a significant
part of St. Sophia’s iconographic program. Therefore,
it is important to understand the principles for their
choice and distribution. While some of these princi-
ples were in keeping with the current Byzantine tra-
dition, others reflected ideas peculiar to the newly
baptized Rus.

Keywords

Middle-Byzantine period; 11th century; wall paintings; By-
zantine church decoration; iconography; images of saints;
Kiev; Saint Sophia of Kiev.

understanding of St. Sophia’s iconographic program.
Identification of the images of the saints is part of this pro-
cess. This is the aim of a research project that we began a
few years ago together with Nadezhda Gerasimenko and
the late Vladimir Sarab’ianov. The results of this research
have so far been published in Russian in a series of arti-
cles describing the images of saints identified in different
parts of the Kiev cathedral®. We are currently preparing

(Mosaics of St. Sophia of Kiev), Moscow 1960. Idem, “Freski
Sofii Kievskoi” (Frescoes of St. Sophia of Kiev), Vizantiiskoe i
drevnerusskoe iskusstvo. Stat’i i materialy (Byzantine and Old
Russian Art. Articles and Materials), Moscow 1978, 94-111. G.
N. Logvin, Sofiia Kievskaia (St. Sophia of Kiev), Kiev 1971. S. A.
Vysotskii, Svetskie freski Sofiiskogo sobora v Kieve (Secular Wall
Paintings in St. Sophia of Kiev), Kiev 1989. O. S. Popova — V. D.
Sarab’ianov, “Zhivopis’ kontsa X — serediny XI veka” (Painting
of the Late 10th — Mid 11th Century), A. I. Komech (ed.), Istori-
ia Russkogo iskusstva. 1. Iskusstvo Kievskoi Rusi. IX - pervaia
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a general catalog presenting the results of our system-
atic analysis of all the surviving images and fragments,
which are more than 800. Here we would like to share
the preliminary results and the principles of our work.

St. Sophia has preserved the greater part of its mosa-
ics and at least half of its wall paintings created in the
1030’s-1040’s (Fig. 1)* Yet the attribution of the images

chetvert’ XII veka (History of Russian Art. 1. Art of Kievan Rus.
From the 9th to the First Quarter of the 12th c.) (in Russian with
extensive bibliography and summaries in English), Moscow 2007,
178-323 (available online: http://hra.sias.ru/en/1/, accessed on 25
November 2017). O. S. Popova — V. D. Sarab’ianov, Mozaiki i fre-
ski Sviatoi Sofii Kievskoi (Mosaics and Frescoes of St. Sophia of
Kiev) (in Russian, abstract in English), Moscow 2017.

3 N. V. Gerasimenko — A. V. Zakharova — V. D. Sarab’ianov, “Izo-
brazheniia sviatykh vo freskakh Sofii Kievskoi. Chast‘ I: Vnutren-
nie galerei” (Images of Saints in the Wall Paintings of St. Sophia of
Kiev. Part I: Inner Ambulatory), Vizantijskij viemennik 66 (2007),
24-59. N. V. Gerasimenko — A. V. Zakharova — V. D. Sarab’ianov,
“Izobrazheniia sviatykh vo freskakh Sofii Kievskoi. Zapadnoe
prostranstvo osnovnogo ob”ema pod khorami” (Images of Saints
in the Wall Paintings of St. Sophia of Kiev. Western Compartments
of the Naos under the Galleries), Iskusstvo khristianskogo mira
X1 (2009), 208-256. N. V. Gerasimenko — A. V. Zakharova — V. D.
Sarab’ianov, “Izobrazheniia sviatykh na khorakh sobora Sv. Sofii
v Kieve. Novye atributsii” (Images of Saints in the Galleries of
Saint Sophia Cathedral in Kiev. New Attributions) (in Russian,
abstracts in English), Vizantijskij viemennik 73 (2014), 219-236.
V. D. Sarab’ianov, “Obraz sviashchenstva v rospisiakh Sofii Kiev-
skoi. Chast’ I: Programma Sofiiskogo sobora i vizantiiskaia trad-
itsiia posleikonoborcheskogo perioda” (The Image of Priesthood
in the Wall Paintings of St. Sophia of Kiev. Part I: The Program of
St. Sophia Cathedral and the Byzantine Posticonoclastic Tradi-
tion), Iskusstvoznanie 3-4/11 (2011), 15-52. Idem, “Patronal’nye
izobrazheniia Yaroslava Mudrogo i ego sem’i v rospisiakh Sofii
Kievskoi i problema datirovki pamiatnika” (The Patronal Images
of Prince Yaroslav and His Family in the Paintings of St. Sophia
Church in Kiev and the Problem of the Church Dating), Trudy
Gosudarstvennogo Ermitazha, vol. 65: Pervye kamennye kh-
ramy Drevnei Rusi. Materialy arkhitekturno-arkheologicheskogo
seminara 22-24 noiabria 2010 goda (Transactions of the State
Hermitage Museum, vol. 65: First Stone Churches of Old Rus.
Materials of the Seminar on Architecture and Archaeology, 22-24
November 2010), ed. D. D. Yolshin, Saint-Petersburg 2012, 232-
258. N. V. Gerasimenko — A. V. Zakharova — V. D. Sarab’ianov,
“Izobrazheniia sviatykh vo freskakh Sofii Kievskoi. Podkupol’'noe
prostranstvo” (The Images of Saints in the Frescoes of St. Sophia
of Kiev. The Central Nave) (in Russian, abstracts in English),
Iskusstvo khristianskogo mira X111 (2016), 115-130.

4 On the questions of dating see: A. Poppe, “The building of the
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of the saints is difficult due to the almost complete loss
of accompanying inscriptions. These were washed off
during the 17th- and 18th-century renovations and also
during the first mid-19th-century restoration’. Wherev-
er fragments or traces of an accompanying inscription
survive, they provide the most secure basis for the iden-
tification of the images. Unfortunately such cases are
very few: St. Lauros, St. Timon, St. Papylas, St. Floros,
St. Sabbatios, St. Dorotheos, St. Anthony, St. Ephraim,
St. Eustathios, St. Tarachos, St. John the Theologian, St.
Kerykos, St. Chariton (two images in different places),
St. Philemon, St. Adrian (two images in different plac-
es), St. Aniketos, St. Romanos, St. Elpis, St. Philippo-
los, St. Domnus, St. Ignatios the Godbearer, St. John the
Merciful, St. Ermylos, St. Sozon, St. Menas, St. Victor,
St. Eudokia, St. Gerontios, St. Natalia, St. Theopistos,
St. Agapios, St. Pankratios, St. Andronikos, St. John
Kalybites, St. Therapon and a few others (Fig. 2 nos 7,
8, 12, 14, 20, 24-26, 49, 55, 62, 72, 79, 80, 86, 90, 94, 99,
107, 111, 112, 120, 121, 123-126, 129, 136-138. Fig. 3
nos 141, 142, 149, 152, 160, 161).

Other indications are provided by medieval graffiti.
This is the main tool for identifying the images of saints
used by our Kievan colleagues, Nadezhda Nikitenko and
Vyacheslav Kornienko®. Although we do not agree with
their general interpretation of St. Sophia’s iconographic
program as aiming to glorify prince Vladimir and with
the dating of the mosaics and frescoes to 1011-1018, as
well as with several of their identifications of the imag-
es of saints’, on many occasions we have benefited from

Church of St. Sophia in Kiev”, Journal of Medieval History 7/1
(1981), 15-66.

5 Lazarev, “Freski Sofii Kievskoi”, op.cit. (n. 2), 65-71. G. 1. Vzdor-
nov, Istoriia otkrytiia i izucheniia russkoi srednevekovoi zhivopisi.
XIX vek (The History of Discovery and Study of Russian Mediae-
val Painting. The 19th Century), Moscow 1986, 31-35.

® N. N. Nikitenko, Rus’ i Vizantiya v monumental’nom komplekse
Sofii Kievskoi (Rus’ and Byzantium in the Monumental Ensemble
of St. Sofia of Kiev), Kiev 1999. N. N. Nikitenko — V. V. Kornienko,
Drevneishie graffiti Sofii Kievskoi i vremia ee sozdaniia (The Oldest
Graffiti of St. Sophia of Kiev and The Date of Cathedral’s Con-
struction), Kiev 2012. N. N. Nikitenko — V. V. Kornienko, Sobor svi-
atykh Sofii Kievskoi (The Synaxis of Saints in St. Sophia of Kiev),
Kiev 2014. N. Nikitenko, Sofiia Kievskaia i ee sozdateli (St. Sophia
of Kiev and its Ktetors), Kamenets-Podol’skii 2014, and other.

7 For the critics of this view see: Tiudy Gosudarstvennogo Ermitazha,

AXAE A®" (2018), 297-310
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Fig. 1. Kiev, St. Sophia. View towards the Sanctuary.

their work on the corpus of medieval graffiti of the Kiev
cathedral®. We also found some graffiti ourselves. The
most helpful are the pre-Mongol graffiti containing a
short prayer to the saint represented on a fresco or just
reproducing his or her name. In many cases the saint’s
name is reproduced in its Greek form, sometimes even

vol. 65: Pervye kamennye khramy Drevnei Rusi. Materialy arkhi-
tekturno-arkheologicheskogo seminara 22-24 noiabria 2010 goda
(Transactions of the State Hermitage Museum, vol. 65: First Stone
Churches of Old Rus. Materials of the Seminar on Architecture
and Archaeology, 22-24 November 2010), ed. D. D. Yolshin,
Saint-Petersburg 2012. See also: E. N. Boeck, “Believing is Seeing:
Princess Spotting in St. Sophia of Kiev”, B. J. Boeck —R. E. Martin
—D. Rowland (eds), Dubitando: Studies in History and Culture in
Honor of Donald Ostrowski, Bloomington 2012, 167-179.

8 V. V. Kornienko, Korpus grafiti Sofii Kyivs’koi (XI - pochatok
X VI st.) (The Corpus of Graffiti of St. Sophia of Kiev, 11th-ear-
ly 18th c.), vols 1-VIL, Kiev 2009-2017.

AXAE A©" (2018), 297-310

imitating the vertical layout of letters of the accompa-
nying inscription, now lost.

Another important tool is iconographic analysis
based on parallels in the art of the Middle Byzantine pe-
riod. In some cases there are clear distinctive features or
attributes that help to identify the saints. For example,
in the south-western compartment on the ground floor
an image of a female martyr was identified as St. Thecla
thanks to a rare attribute —the Gospel book in her left
hand (Fig. 2 no 60), and a saintly bishop was identi-
fied as St. John Chrysostom thanks to his characteristic
appearance and a cross in his hand (Fig. 2 no 77)°. In
another case, we could identify the elderly medical saint

? Popova — Sarab’ianov, “Zhivopis’ kontsa X —serediny XI veka”,
op.cit. (n. 2), pls 200, 275. Gerasimenko — Zakharova — Sarab’ian-
ov, “Zapadnoe prostranstvo osnovnogo ob ‘ema pod khorami”,
op.cit. (n. 3), 214, 236.
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Fig. 2. Kiev, St. Sophia. Plan of the ground floor (reconstruction).

Cyrus wearing a monastic cloak and holding a little bot-
tle in his hand, represented next to his younger compan-
ion who was identified as St. John (Fig. 2 nos 108, 109).

More often, however, it is the combination of the
iconographic analysis with graffiti that bears fruit.
Thus, many other images have been identified includ-
ing St. Epiphanios, St. Paul the Confessor, St. Proclus of
Constantinople, St. Martin, three images of St. Blasios,
St. Leo, St. Meletios, St. Nikephoros, St. Anthimos of

10 Popova — Sarab’ianov, “Zhivopis’ kontsa X —serediny XI veka”,
op.cit. (n. 2), pl. 190. Gerasimenko — Zakharova — Sarab’ianov
“Vnutrennie galerei”, op.cit. (n. 3), 31-34, figs 2, 3.
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Nikomedia, two images of St. Andrew Stratelates, St. Ja-
cob the Persian, St. Theodore Stoudites, St. Ananias, St.
Anastasios the Persian, St. Constantine with St. George
and Irene, St. Marina, St. Anastasia Pharmakolytria,
St. Polychronia, St. Sabas, St. Sampson, St. Pantelei-
mon, St. Hierotheos, St. Lazarus, St. Maria Magdalene,
the prophet Sophonias, St. Stephen, St. Onuphrios, St.
Gregory the Wonderworker, St. Kapiton, St. Phokas, Sts
Cyprian and Justine, St. Theopiste, St. Artemios, St.
Theodore Stratelates, St. Menas, St. Christine, King He-
zekiah, St. Akepsimas and others (Fig. 2 nos 2-6, 15-19,
21, 22,27, 35, 46, 58, 59, 61, 68, 69, 71, 74, 76, 78, 82, 98,
103, 110, 113, 114, 118, 119, 127, 128, 132, 134, 135, 139.

AXAE A®" (2018), 297-310



LEGEND FOR Fig. 2

Sanctuary

1. St. George.

2. St. Epiphanios.

3. St. Paul the Confessor.
4. St. Proclus of Constantinople.
5. St. Martin of Rome.

6. St. Blasios of Sebaste.
7. St. Lauros.

8. St. Timon.

9. St. Mark.

10. St. Andrew.

11. St. Luke.

12. St. Papylas.

13. St. Lauros (?)

14. St. Floros.

15. St. Leo of Rome.

16. St. Blasios of Sebaste.
17. St. Meletios.

18. St. Nikephoros.

19. St. Anthimos of Nikomedia.
20. St. Sabbatios.

Central nave and cross arms
21. St. Andrew Stratelates.

22. St. Jacob the Persian (?)

23. Sts Constantine and Helen.
24. St. Dorotheos.

25. St. Anthony.

26. St. Ephraim the Syrian.

27. St. Theodore the Stoudites.
28. St. Nicholas Stoudites (?)
29, 30. Sts Cosmas and Damian.
31. St. Demetrios.

32. Prophet Elijah.

33. St. Theodore Stratelates (?)
34. St. Clement (?)

35. St. Ananias.

36. St. Azarias.

37. St. Misael.

38, 39. Sts Sergius and Bacchus.
40-43. The Holy Five of Sebaste (?)
44. St. Mardarius (?)

45. St. Onuphrios.

46. St. Anastasios the Persian.

47, 48. Sts Agapios and Theopistos.

49, St. Eustathios.
50. St. George (?)

AXAE A©" (2018), 297-310
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South-West corner

51. St. Gurias (?)

52. St. Samonas (?)

53. St. Abibos (?)

54. St. Probus (?)

55. St. Tarachos.

56. St. Damian (?)

57. St. Cosmas (?)

58. St. Constantine with St. George
and St. Eirene.

59. St. Andrew Stratelates.

60. St. Thekla.

61. St. Marina.

62. St. John the Theologian.

63. St. Mark.

64. St. Luke.

65. St. Matthew.

66. St. Nina (?)

67. St. Helen.

68. St. Anastasia.

69. St. Polychronia.

70. St. Paraskeve.

71. St. Sabas.

72. St. Kerykos.

73. St. Julitte.

74. St. Sampson.

75. St. Nicholas.

76. St. Panteleimon.

77. St. John Chrysostom.

78. St. Hierotheos.

79. St. Chariton.

80. St. Philemon.

North-West corner
81. St. Aaron.
82. St. Lazarus.

83. St. Germanos of Constantinople.

84. St. Paul.

85. St. Peter.

86. St. Adrian.

87. St. Natalia.

88. Prophet Moses.

89. St. Ignatios of Constantinople.
90. St. Aniketos.

91. St. Photios.

92. Prophet Elijah.

93. Prophet Elisha.

94. St
95. St
96. St
97. St
98. St
99. St

. Romanos.

. Barula.

. Barbara.

. Eirene (?)

. Maria Magdalene.
. Elpis.

100, 101. Sts Pistis and Agape.
102. St. Sophia.
103. Prophet Sophonias.

104-1
M

06. Sts Ananias, Azarias and
isael.

Inner and outer ambulatory

107. St. Chariton.

108. St. Cyrus.

109. St. John.

110. St. Stephen.

111. St. Philippolos.

112. St. Domnos.

113. St. Onuphrios.

114. St. Gregory the Wonderworker.

115. St. Gregory of Nyssa.

116. St. Nicholas.

117. St. Gregory the Theologian.

118. St. Kapiton.

119. St. Phokas.

120. St. Ignatios the God bearer.

121. St. John the Merciful.

122. St. Stratonikos.

123. St. Ermylos.

124. St. Sozon.

125. St. Menas.

126. St. Victor.

127. St. Cyprian.

128. St. Justine.

129. St. Eudokia.

130. St. Eustathios.

131, 133. Sts Agapios and
Theopistos (?)

132. St. Theopiste.

134. St. Artemios.

135. St. Theodore Stratelates.

136. St. Gerontios.

137. St. Natalia.

138. St. Adrian.

139. St. Menas.

140. St. Panteleimon.
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Fig. 3. Kiev, St. Sophia. Plan of the upper gallery (reconstruction ).

LEGEND FOR Fig. 3

Upper gallery: 141. St. Theopistos. 142. St. Agapios. 143. St. Christine. 144. St. Mardarius. 145-148. The
Holy Five of Sebaste. 149. St. Pankratios. 150. King Hezekiah. 151. St. Probus (?). 152. St. Andronikos.
153. St. Tarachos (?). 154. 155. Sts Sergius and Bacchus. 156. St. Blasios of Sebaste (?). 157. St. Akepsimas.
158. St. Aeithalas. 159. St. Joseph. 160. St. John Kalybites. 161. St. Therapon.

Fig. 3 nos 143, 150, 156, 157). In some other cases the
graffiti are obscure or not well preserved, leaving the
identification of the images in doubt.

It is important to try to understand the general
principles that guided the painters of St. Sophia in the
choice of individual saints!’. Distributing the images of

'Whereas the general principles of arranging the images of saints
in Middle Byzantine church decoration were described long ago
[see Demus, Byzantine Mosaic Decoration, op.cit. (n. 1), 26-29],
the need to study them in more detail has been underlined in the
papers of the Round Table “Pour une nouvelle approche des effigies
hagiographiques dans le décor des églises byzantines” organized
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saints according to their rank was already the common
practice in Byzantine church decoration by the 11th
century. Thus prophets or apostles were usually placed
in the dome, saintly bishops in the sanctuary, martyrs in
the naos, holy monks and holy women in the western part
of the church. Very often the saints were further divided
into smaller groups according to their profession or their

by C. Jolivet-Lévy, S. Brodbeck and N. Chatzidakis at the 2016
Congress in Belgrade. See: Proceedings of the 23rd International
Congress of Byzantine Studies, Belgrade, 22- 27 August 2016.
Round Tables, eds B. Krsmanovi¢ — L. Milanovi¢, Belgrade 2016,
118-149. See also: A. V. Zakharova, “Principy gruppirovki izo-
brazhenij svjatyh v vizantijskoj monumental’noj zhivopisi do

AXAE A©®’ (2018), 297-310
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commemoration day. The patron saints of the donors or
some local saints were often given a prominent position.

As our research revealed, the painters of St. Sophia
followed these general rules. Thus, the images of holy
bishops, presbyters and deacons (more than 70) prevail
in the eastern part, not only in the main apse, but also in
the side chapels as well as in the prothesis and diakon-
ikon on the walls and on the sides of an opening. In the
western part of the cathedral there are about 60 images
of holy women. Yet the majority of saints represented in
St. Sophia are male martyrs. Very often they form smaller
groups according to their occupation. Thus, many holy
warriors are placed on the piers in the central zone and
elsewhere. There are also groups of medical saints, presby-
ters, holy monks, stylites. The commissioners and paint-
ers obviously tried to make the hagiographical program
diversified and representative of all types of holiness.

Another important principle was the placing togeth-
er of the images of saints sharing the same vita and/or
commemoration date'” Such smaller groups of two, three,
four or five saints were often painted next to each other
on the wall, or opposite one another on the sides of an

i posle ikonoborchestva” (Principles of Grouping the Images of
Saints in Byzantine Monumental Painting before and after Icon-
oclasm), A. V. Zakharova — S. V. Maltseva (eds), Actual Problems
of Theory and History of Art: Collection of Articles (in Russian,
abstract in English), vol. 4, Saint-Petersburg 2014, 109-122.
Ead., ”Izobrazhenija svjatyh v monumental’noj dekoracii ran-
nehristianskih i vizantijskih hramov do XI v.” (Images of Saints
in Monumental Decoration of Early Christian and Byzantine
Churches Before the 11th Century (in Russian, abstract in En-
glish), Istoricheskie issledovanija 2 (2015), 31-62: http://www.his-
torystudies.msu.ru/ojs2/index.php/ISIS/article/view/18, accessed
on 10 October 2015. Ead., “The choir of saints in the Middle
Byzantine monumental decoration: the evidence of the 9th-11th
century wall paintings in Cappadocia”, V. Katsaros — A. Tourta
(eds), Agiéomua otov axadnuaixo Iavayidty A. Boxotémov-
Ao, Athens 2015, 341-346.

12 See more on the formation of this principle in: A. V. Zakharo-
va, “Izobrazhenija muchenikov v vizantijskoj monumental’noj
zhivopisi X—XI vv.” (Images of Martyrs in Byzantine Monumental
Painting of the 10th-11th ¢.), Trudy Gosudarstvennogo Ermitazha,
vol. 74: Vizantija v kontekste mirovoj kul’tury. Materialy konfer-
encii, posvjashhennoj pamjati A. V. Bank (1906-1984) [ Transac-
tions of the State Hermitage Museum, vol. 74: Byzantium in the
Context of World Culture. Materials of the Conference in Mem-
ory of A. V. Bank (1906-1984)], Saint-Petersburg 2015, 63-80.

AXAE A©" (2018), 297-310

opening or in the soffit of an arch. The identification of a
single image may often help to identify the whole group.

Thus, in the inner ambulatory, St. Stratonikos was
identified as he is painted below the image of St. Ermy-
los, the latter with a surviving inscription (Fig. 2 nos
122, 123)3. The graffiti with names on the images of
an elderly bishop and a female martyr painted on the
sides of an opening helped us to identify them as Sts
Cyprian and Justine; another graffito with the name
of Theopiste on the figure of a female martyr encour-
aged us to identify the neighboring images of a bearded
martyr, a young boy and another damaged figure as her
husband St. Eustathios and their children Agapios and
Theopistos (Fig. 2 nos 127, 128, 130-133)'* In the upper
gallery on the sides of a pier three images are painted
next to each other: a holy bishop, a presbyter and a dea-
con. There is a graffito with the name Akepsimas on the
painting of the holy bishop. Therefore we identified all
three as the Persian martyrs bishop Akepsimas, presby-
ter Joseph and deacon Aeithalas, who were martyred on
the same day (November 3) and were usually represent-
ed together (Fig. 3 nos 157-159, Figs 4, 5)'.

Sometimes this principle of grouping helps to attri-
bute even the worst preserved images. Thus, in another
place on the upper gallery, we have identified the Holy
Five Martyrs of Sebaste commemorated on December
13 (Fig. 3 nos 144-148)'¢, In this case we could discern
the rare attribute of St. Mardarius, who always wears a
red cap. The second clue was provided by the number
of surfaces available in this compartment where four
arches rest on four piers at the sides and a single col-
umn in the center which is inconvenient for painting
due to its rounded shape. Four busts of saints including
St. Mardarius were placed in the soffit of one of these
arches, and the fifth surface was provided by the side
of the only adjoining pier. Therefore this was a perfect
location for the popular group of the Holy Five, whose
image appears frequently in Byzantine art'”.

13 Gerasimenko — Zakharova — Sarab’ianov “Vnutrennie galerei”,
op.cit. (n. 3), 46-47, figs 20, 22.

Y Ibid., 51-53, figs 28-31.

5 Gerasimenko — Zakharova — Sarab’ianov, “Novye atributsii”,
op.cit. (n. 3), 229, fig. 12.

1o Ibid., 225-226, fig. 7.

7. On their iconography see: K. Weitzmann, “Illustrations to the
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Fig. 4. Kiev, St. Sophia. South-West corner in the upper gallery.
Graffito with the name of St. Akepsimas on the wall-painting
(see Fig. 3 no 157).

Yet in another similar case we encountered difficul-
ties. A bearded martyr wearing a cap is also represented
on the ground floor in the northern arm of the cross
(Fig. 2 no 44). However, we could not identify him with
the same certainty as St. Mardarius, since other martyrs
next to him differ in their appearance from the usual
iconography of his companions and two have torques
(uaviaxia) on their necks characteristic of Sts Sergius
and Bacchus (Fig. 2 nos 38-43)'.

Some images in St. Sophia definitely have a patronal
character!®. The most conspicuous case is the painting
of St. Constantine with two small-scale figures of St.
George and St. Eirene identified long ago® (Fig. 2 no

Lives of the Five Martyrs of Sebaste”, DOP 33 (1979), 97-112.
Ch. Walter, The Warrior Saints in Byzantine Art and Tradition,
Aldershot 2003, 219-222.

8 Gerasimenko — Zakharova — Sarab’ianov, “Podkupol'noe pros-
transtvo”, op.cit. (n. 3), 117-120, figs 3-5.

19 Sarab’ianov, “Patronal’nye izobrazheniia Yaroslava Mudrogo”,
op.cit. (n. 3). Gerasimenko — Zakharova — Sarab’ianov, “Podk-
upol’noe prostranstvo”, op.cit. (n. 3), 121-127.

2'N. P Kondakov, Izobrazhenie russkoi knyazheskoi semii v min-
iatyurakh 11 veka (Image of the Russian Princely Family in the
11th c. Miniatures), Saint-Petersburg 1906, 39. Logvin, Sofiia Ki-
evskaia, op.cit. (n. 2), pl. 172. Nikitenko, Rus’ i Vizantiya, op.cit.
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Fig. 5. Kiev, St. Sophia. South-West corner in the upper gallery.
Sts Akepsimas, Aecithalas and Joseph (see Fig. 3 nos 157-159).

58. Fig. 6). The latter two are the patron saints of the
great prince Yaroslav and his wife Ingigerd, the donors
of Saint Sophia.

On the next pier there are some other images that
may relate to Yaroslav’s family. The frescoes in the lower
zone of the pier facing the central nave mainly represent
holy warriors and martyrs. In the north-eastern corner,
however, there is a single image of a prophet, who can be
identified as Elijah based on his characteristic appear-
ance and clothes, the melote (Fig. 2 no 32). Elijah was the

(n. 6), 163-165. On this and another image of St. Constantine see
also: S. C. Simmons, “Rus’ Dynastic Ideology in the Frescoes of
the South Chapels in St. Sophia, Kiev”, N. S. M. Matheou — T.
Kampianaki — L. M. Bondioli (eds), From Constantinople to the
Frontier: The City and the Cities, Leiden — Boston 2016, 207-225.
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name of the eldest son of Yaroslav who died young, long
before the construction of St. Sophia. The second son and
heir of Yaroslav was Izyaslav baptized as Demetrios. The
image of St. Demetrios is placed next to that of Elijah
on the eastern side of the pier facing the altar (Fig. 2 no
31)?L The accompanying inscription does not survive,
but the appearance and the military attire of the saint
makes this identification more than plausible.

It is also possible that another image of the holy war-
rior and great martyr George, the patron saint of Yaro-
slav himself, was painted opposite St. Demetrios, on the
western side of the corresponding altar pier. In 1893 the
iconostasis was removed for renovation, and an image
of a martyr was discovered there, but he was not identi-
fied at that time (Fig. 2 no 50)%

Another image connected with the great prince was
painted in the upper gallery, directly above the images
of saints Constantine, George and Eirene. This is a rare
image of the Old Testament king Hezekiah, who is iden-
tified by the iconography, two graffiti and the Greek
inscription on his roll (Fig. 3 no 150)*. The southern
part of the gallery was the usual place for the prince and
his family to attend the liturgy. Therefore this image of
king Hezekiah may be interpreted as Yaroslav’s private
model of the pious ruler.

Images of locally venerated saints are also present in
St. Sophia. Although at the time of its construction and
decoration the first Russian saints had not yet been can-
onized, there were already some saints who were partic-
ularly venerated. After embracing Christianity, prince
Vladimir brought the relics of St. Clement of Rome from
Cherson and he left them in his church of the Tithes in
Kiev. The church was consecrated in 996 on May 12,
which is the day of commemoration of St. Epiphanios
of Cyprus. Therefore the cult of these two saints became

2 Popova — Sarab’ianov, “Zhivopis’ kontsa X — serediny XI veka”,
op.cit.(n.2), 240, pls 191, 193. Gerasimenko —Zakharova —Sarab’ian-
ov, “Podkupol’'noe prostranstvo”, op.cit. (n. 3), 122-123, figs 11, 12
22 Gerasimenko — Zakharova — Sarab’ianov, “Podkupol’noe pros-
transtvo”, op.cit. (n. 3), 123.

S, A. Vysotskii, Srednevekovye nadpisi Sofii Kievskoj. Po mate-
rialam graffiti XI-XVII veka (Medieval Inscriptions in St. Sophia
of Kiev. On the Graffiti of the 11th-17th c.), Kiev 1976, 37. Popova
— Sarab’ianov, “Zhivopis’ kontsa X — serediny XI veka”, op.cit.
(n. 2), 256-258, pl. 217. Gerasimenko — Zakharova — Sarab’ianov,
“Novye atributsii”, op.cit. (n. 3), 227-228.
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Fig. 6. Kiev, St. Sophia. South-West corner on the ground floor.
St. Constantine with St. George and St. Eirene(see Fig. 2no 58).

widespread in Rus, and their images are often found in
monumental painting?’. The mosaic images of both of
them hold places of honor in the row of saintly bishops
in St. Sophia’s main apse. Another fresco image with
similar iconographic traits has been tentatively iden-
tified as St. Clement in the south-western corner of the
central nave (Fig. 2 no 34).

The role of Cherson as the baptismal font of Rus was
probably one of the reasons why some other saints of

2 V. D. Sarab’ianov, “Chtimye svjatye domongol’skoj Rusi v ro-
spisjah Sofii Kievskoj. K voprosu o formirovanii lokal’'noj tradicii.
Chast’ I” (The Venerated Saints of Premongol Rus in the Wall Paint-
ings of St. Sophia of Kiev. On the Problem of Shaping of the Local
Tradition. Part 1), Iskusstvoznanie 3-4/2014, Moscow 2014, 49-62.
% Gerasimenko — Zakharova — Sarab’ianov, “Podkupol’noe pros-
transtvo”, op.cit. (n. 3), 125, fig. 15.
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the Pontic area were also depicted in Saint Sophia. In
the inner gallery there is a curious depiction of St. Kapi-
ton of Cherson and St. Phokas of Sinope, the latter hold-
ing an oar in his hand (Fig. 2 nos 118, 119)%*. However,
this geographical principle of grouping the images of
saints remains rare in St. Sophia.

One more factor that played an important role in the
choice of individual saints was the presence of their rel-
ics in the church. The placing of the saints’ relics into the
foundations and walls of a church under construction
was an ancient practice. Among other medieval sources,
this is attested in the Paterikon of the Kiev monastery
of the Caves. This tells that relics of different martyrs
were laid under the walls of the cathedral of the Dor-
mition and that the images of these saints were paint-
ed upon the walls?”. It is highly probable that the same
practice was used in building and decorating the Kiev
metropolis half a century earlier. In St. Sophia there are
many crosses painted next to the images of saints (Fig.
7), possibly indicating the places where pieces of relics
had been put?.

On another side of the pier with the images of St.
Demetrios and the prophet Elijah there is an image of St.
Nicholas facing westwards (Fig. 2 no 75). Opposite this
is St. Panteleimon (Fig. 2 no 76). Both were identified

% Logvin, Sofiia Kievskaia, op.cit. (n. 2), pls. 211, 212. Vys-
otskii, Srednevekovye nadpisi Sofii Kievskoj, op.cit. (n. 23), 34.
Gerasimenko — Zakharova — Sarab’ianov “Vnutrennie galerei”,
op.cit. (n. 3), 43-44, figs 15, 16. V. D. Sarab’ianov, “Izobrazhenija
dvuh Pontijskih svjatitelej v rospisjah Sofii Kievskoj” (Images
of Two Pontic Saints in the Wall Paintings of St. Sophia of Kiev),
Ocherki po istorii hristianskogo Hersonesa (Essays on the History
of Christian Chersonnessus), vol. 1/1, Saint-Petersburg 2009, 109-
117. T. Starodubcev, “Holy gardener and holy bishop: the images
and cult of holy martyrs named Phokas”, Zograf 37 (2013), 37-53.
2 L. A. Ol'shevskaja — S. N. Travnikov (eds), Drevnerusskie pa-
teriki. Kievo-Pecherskij Paterik. Volokolamskij Paterik (Old Rus-
sian Paterika. The Paterikon of the Kiev Cave Monastery. The
Paterikon of Volokolamsk), Moscow 1999, 12-14, 115-116. The
Paterik of the Kievan Caves Monastery (transl. M. Heppel), Cam-
bridge, MA 1989, xlvii, 7-9.

2 Gerasimenko — Zakharova — Sarab’ianov, “Vnutrennie galerei”,
op.cit. (n. 3), 27-29. V. D. Sarab’ianov, “Relikvii i obrazy svjatyh
v sakral’'nom prostranstve Sofii Kievskoj” (Relics and Images of
Saints in the Sacred Space of St. Sophia Cathedral in Kiev), Spatial
icons. Performativity in Byzantium and Medieval Russia (in Rus-
sian, abstract in English), ed. A. Lidov, Moscow 2011, 364-392.
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Fig. 7. Kiev, St. Sophia. North-West corner on the ground floor.
St. Aaron, St. Lazarus and St. Paul (see Fig. 2 nos 81, 82, 84).

long ago thanks to their characteristic appearance and
graffiti. St. Nicholas is considered the patron saint of
Yaroslav’s third son Svyatoslav. As for St. Panteleimon,
it is known for sure that his relics were present in St.
Sophia. During the excavations of 1940 an 11th-century
silver reliquary with this saint’s name was found there®.

So far we have discussed some of the main principles in
the choice and grouping of the images of saints, princi-
ples which were general in 11th-century Byzantine art.
However, there are also some particularities specific to
St. Sophia.

One conspicuous trait of St. Sophia is that this is a

2 Sarab’ianov, “Patronal’nye izobrazheniia Yaroslava Mudrogo”,
op.cit. (n. 3). 242.
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very large and complex building. The other particular-
ity is ideological. Being the first cathedral of the newly
baptized Rus, St. Sophia emphasizes the importance of
the Church and its apostolic mission. These two partic-
ularities also affected the choice and grouping of the
images of saints.

The structure of the building is very complicated (Figs
2, 3). There are numerous cross-shaped piers providing
narrow vertical surfaces unsuitable for painting any sub-
ject other than individual figures in several registers. The
central five-nave core is enveloped by an inner and outer
ambulatory and spacious galleries in the upper storey. The
painters had to fill all these numerous compartments.
These were probably perceived as separate spaces, as im-
ages of some saints and groups of saints are repeated sev-
eral times in different parts of the cathedral. Thus, there
are at least two different images of St. Nicholas (Fig. 2
nos 75, 116), St. Panteleimon (Fig. 2 nos 76, 140), St. Me-
nas (Fig. 2 nos 125, 139), St. Andrew Stratelates (Fig. 2
nos 21, 59), prophet Elijah (Fig. 2 nos 32, 92), Sts Sergius
and Bacchus (Fig. 2 nos 38, 39. Fig. 3, nos 154, 155), Sts
Adrian and Natalia (Fig. 2 nos 86, 87, 137, 138), Sts Cos-
mas and Damian (Fig. 2 nos 29, 30, 56, 57, probably rep-
resenting two different pairs of homonymous saints), etc.

The inner and outer ambulatory on the ground floor
were initially open. Most probably they did not func-
tion as proper liturgical spaces, but were used for lita-
nies. This could also account for some peculiarities in
their decoration®. Thus in the western corners of the
inner ambulatory there are two groups of images that
clearly have some special meaning. In the north-western
compartment there are nine images of holy warriors,
mostly represented in military attire (Fig. 2 nos 134,
135, 139 and others not identified). In the south-west-
ern compartment of the inner ambulatory there are nu-
merous images of holy bishops (Fig. 2 nos 114-121 and
others not identified). Among them, St. Nicholas was
singled out: there are traces of some decoration now lost
which had been set around his head (Fig. 2 no 116)3.

30 Gerasimenko — Zakharova — Sarab’ianov, “Vnutrennie galerei”,
op.cit. (n. 3), 30.

3 V. D. Sarab’ianov, “Obraz svjatitelja Nikolaja Chudotvorca v
rospisjah Sofii Kievskoj” (The Image of St. Nicholas the Wonder-
worker in the Wall Paintings of St. Sophia of Kiev), Dobryj korm-
chij. Pochitanie svjatitelja Nikolaja v hristianskom mire. Materialy
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Fig. 8. Kiev, St. Sophia. North-West corner on the ground floor.
St. Peter, St. Germanos, unknown martyr and Prophet Moses
(see Fig. 2 nos 85, 83, 88).

Another interesting combination of images of saints
is found in the north-west corner of the naos®’. This com-
partment stands in the same line as the prothesis which
also functioned as a chapel dedicated to the apostles Peter
and Paul In the prothesis, next to the cycles of Sts Pe-
ter and Paul, there are numerous single images of other
apostles, including those from the Seventy Apostles. The
north-western compartment of the naos continues the
theme of the apostolic mission of the Church. It opens

Mezhdunarodnoj konferencii v Bari, 2007 g. (The Good Guide.
Veneration of St. Nicholas in the Christian World. Materials of the
International Conference in Bari, 2007), Moscow 2011, 446-463.
32 Gerasimenko — Zakharova — Sarab’ianov “Zapadnoe prostrans-
tvo osnovnogo ob ‘ema pod khorami”, op.cit. (n. 3), 226-233.
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again with the images of St. Peter and Paul facing each
other (Fig. 2 nos 84, 85. Figs 7, 8). Other images painted
in this compartment include figures representing the Old
Testament servants of God: prophets and high priests.
Based on the iconography, we identified the images of
Aaron, Moses, Elijah and Elisha (Fig. 2 nos 81, 88, 92, 93).

Next to them, there are a number of holy bishops rep-
resenting the New Testament church. Yet the choice of
individual saints is specific. We identified one of them
as Lazarus, who was resurrected by Jesus and later be-
came the bishop of Cyprus (Fig. 2 no 82). His traits are
very peculiar: he has short grey hair, but no beard, his
cheeks are hollow, his eyes are wide open. His appearance
really conveys the horrifying experience of returning to
life from death. Outside Cyprus, images of St. Lazarus as
bishop are not encountered very often. Yet there are some
examples in pre-Mongol Russian wall paintings, the im-
age in St. Sophia being probably the model for the other
ones as they all share the same iconography. Next to the
image of St. Lazarus there is a large cross that could mark
the presence of his relics in this place.

Two more saintly bishops are painted on two other
piers of this compartment, both having the same unusual
appearance: short grey hair and no beard. Based on this
rare iconography, we hypothesize that these may be St.
Germanos and St. Ignatios, patriarchs of Constantinople
known for their struggle against iconoclasm (Fig. 2 nos
83, 89). They were eunuchs and therefore had no beard.
As their canonization was a relatively recent event at the
time of St. Sophia’s decoration, they may have been de-
picted here as heroes of the contemporary Church. The
images of these saints are among the first mosaics of St.
Sophia of Constantinople created following the victory
over iconoclasm, and their iconography persists in later
tradition, although they were not frequently depicted3.

The meaning of the combination of saints in this

3 Sarab’ianov, “Chtimye svjatye domongol’skoj Rusi v rospisjah
Sofii Kievskoj”, op.cit. (n. 24), 72-75.

3 C. Mango, Materials for the Study of the Mosaics of St. Sophia
at Istanbul, Washington, D.C. 1962, 44, 51-57. C. Mango — E. J. W.
Hawkins, “The Mosaics of Saint Sophia at Istanbul. The Church
Fathers in the North Tympanum”, DOP 26 (1972), 9-11, 28-30.
R. Cormack — E. J. W. Hawkins, “The Mosaics of St. Sophia at
Istanbul: the Rooms above the Southwest Vestibule and Ramp”,
DOP 31 (1977), 223-224.

308

compartment may then be interpreted as an exaltation
of the salvific mission of the Church. Starting with the
ministry of prophets and high-priests, when the Law
was given to Moses and the Divine grace passed from the
prophet Elijah to the prophet Elisha, the Lord then gives
His new Law to the Apostles and lays the foundations
of the New Testament Church. The same ministry and
grace is taken over by the leaders of the Church, starting
from the times of Jesus and up until the present day.

It is not always possible to understand and interpret
the meaning of such minor hagiographic programs in
different parts of the cathedral, especially when only
some of the images are preserved and can be identified.
It is clear, however, that the meaning of the iconograph-
ic program of St. Sophia as a whole was conceived as a
sum of these several groups, and the individual images
of saints played their important part in this ensemble.

The conclusions that we draw from our analysis of
the St. Sophia hagiographical program may be summa-
rized as follows.

It is evident that all the images of saints in St. Sophia
fit within the general idea of its decoration. These images
are arranged according to the main principles of hierar-
chy already established in Byzantine monumental paint-
ing. Yet, this system was not very rigid, it allowed for
exceptions, special accentuations and a number of seem-
ingly random factors for which we can give no account.
It is evident that within this universal program smaller
units may be identified, and the principles guiding the
choice of saints for them may vary. It is only the complex
analysis summing up all these elements and factors that
can provide an adequate reading of St. Sophia’s program.

The unprecedented multitude of images of saints is
a very important peculiarity of St. Sophia’s appearance
compared to other coeval ensembles. One reason for this
was the great size and particular structure of the build-
ing. Yet the other more important reason was ideologi-
cal: the newly baptized Rus had just become a member
of the Universal Church, and it is the multitude of saints
that represented this idea in the most effective way.

Illustration credits

Figs 1, 4-8: photos by Anna Zakharova. Figs 2, 3: schemes by
Anna Zakharova basing on reconstructed plans by Yu. Aseev and
others, in Vseobshchaia istoriia arkhitektury (Universal History
of Architecture), 3, Moscow 1966, 540.
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ATIEIKONIZEIZ ATTIQN 2TIZ TOIXOI'PADPIEX
THX ATTAY ZOPIAZ XTO KIEBO

H Avyia Zogia oto Kigfo, pall ue dhla ovvola tov
11ov audvo, oNUaTOSOTED ik ONUAVTIXY OTLYUH OTNV
wotopta e Pulavrivig téyvng, tav 1o ®Aaowms ov-
omua dtaxdounong vadv €ptace otV axun tov. H
Avyia Zogta elval exiong to uvnueio-xAeldt yur v
TAAaLd QWOXY TEXYVN' 1) ETLRQON TOV Wynueiov oty Ue-
Témerta avamTTuEn] ™S NTav 1TepdoTo. AVTd TO OTOL-
xelo x0BLoTOUVV TOAY ONUAVTIXY TNV AVAYRY ULOG KO-
AUTEONS RATOVONONS TOV TEQITAOROV ELXOVOYQUPLROU
rooyodupatoc e Ayioc Zogiac (Ew. 1). H tavtion
TOWV LORPAV TWV ayiwv amotelel H€pog avtig g dLa-
dwaoiog.

H xalvtepn €vOelEn yio tny 1adTion wog woeenic
elval N avayvwon g ovvodevTIviC ETLYQOQTS, Onla-
oM tov ayiwvuuiov g, dTav daTNEOVVTOL ATOOTA-
opata M v T€tolwy emLyQa@®dV. AVoTUYMDS, TETOLES
TEQUTTWOELS €lval TOAY Alyeg, eEantiog tng ®axng da-
TNONONS TOAADY ATTO TLS TOLYXOYQUPIES, Ol OTOlES KaL-
Baptotnrayv extetapéva ®atd T OLEEAELD CUVTNONONS
tov 190 awdva. Exiong, n avayvoon ®amoimy Heotm-
VXDV XOQOYUGTWVY 0rtodenvigtal Todd yonown (Eux.
4). Te wolhéc meQUTTMOEIS TO GVOUO. TOV ayiov ava-
TAQAYETAL 0TV EAMANVIXY HOQYPY TOV, UEQXES POQEC,
wdAlota, Togatneeital utunomn ts ®ovndov dtdtagng
TOV YOOUUATMV TOV XOUUEVOL aytwvuriov. QLotdo0, TO
%010 gpyaleio elval n elovoyoa@Lry avalvuon ®ot 1
oUY%ELon ue AAAeS LoEEES aylmy TS T€YVYNS TS UECO-
BuCavtiviig mepLddov.

OewEOVUE ONUAVTIXS VO TOOOTCONCOVUE VO KATOL-
VO|OOUUE TIG YEVIRES OQYES TTOV VITAYOQEVOOY OTOUS
Loyodovg g Ayiag Zoglag ™V eTAOYY TWV UEUO-
vouévoyv ayiov. H xatavowy twv nooewy tov ayinv
avaloya pe TV LepaEywy tovg B€om ftav NON noLvi
mooaxtwy and tov 1lo awdva oty Puvlavrivy duaxo-
ounon tov vadv. Etol, mpogteg ®al axdotohol to-
mobeTovvTaL CUVHBWS 0TOV TEOUAO, LEQAQYES OTO LEQD,
UWAQTVQEES OTOV RVQIMS VAG RAL LOVAOTLIXOL AyLoL %ol
aylec oto dvtws tuqua Tov vaoU (Ew. 2, 3). TTolv
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ovYVa oL Gylol YwEIovTtal TEQULTEQW OF UIKQOTEQES
XOTNYO0QIES, avdhoya ue TV WOIOTTA TOVS | TNV MUE-
oa g €0QTNHG ToVs. Ot emdVUHoL dylol Twv dwENTAV 1
®AmoloL TomLrol dylol TorofeTovvTaL ovyvd o€ mepio-
nteg B€oeic.

Onwg €0e1&e 1 €pgvvd nag, ov Lwyopdgot g Aylog
Zopilog axolovOnoay avtég Tig yeviréc apyés. ‘Etol, ot
HoOQES LepaYdV, TEeofuTépwy %ot dtoxrévay (TEvm
amd 70) xvoLaEyovv otn Ldvn Tov 1EQoY, Gyl LEVo oTNY
XEVTOXN aPida ahld ®aL O0To TAEVQLRA TTOREXRANOLA,
®0Bdg ®aL otV TEAOEON Rl OTO OLAKROVIRG, OTOUS
TOLYXOUC KOl OTA TAGYLO. TV AVOLYUATWOV. 2T1 dUTKY
TAEVOA VLA YOVYV TTEQTTOV 60 LOQPES ALYiWY YVVOLXMYV.
Q0T1600, 1 TAELOVATNTO TOV AYiwY TOV ATELROVILO-
vialr oty Ayio Zogia, eival AvOpes HAQTVQES, ®VQTNC
XWOLOUEVOL O ULRQOTEQES OUADES. ZUVETMG, N TAVTLON
WIS OVYREXQUEVNS LOQPNS WITOQEL WEQLRES (POQES VOl
fonOnoel otV tavTion oAGxANENS TS ouddag, €dL-
%A OTLC TEQUTTDOELS UEQLRWY ONUOPLA®Y ouddwv dVo,
TOLMYV, TE00GQWV 1| TEVTE aYlmV, dmtwg .y, ot dytor Kv-
oLavog ®at Tovotivy, o dywor Axepde, Iwofe xot
AeBardc (Ew. 5), 0 dyroc EvotdBioc ue ) 69Cuyd tov
%o Toug dU0 YLovg tov, ot dywol ITévte MAapTuees tng
>efdorteog ®.4.

Mepwéc amerrovioelg oty Ayia Zogio €xovv ot-
YOUpQ ®TNTOEWXO Yapaxrthoo. H mhéov enpavic mepi-
TTWo eivar o ayog Kovotaviivog ue tig d90 uirenic
xAMuanog nopeés tov ayiov lewpylov ol tng aylog
Ewpfvng tomv mootat®yv ayimv tmv xTnTéomv Tng
Avyitag Zogiag, Tov mplyxiwa Yaroslav xot tng ovliyou
tov Ingigerd (Ew. 6). Allec TAQOUOLES TEQLTOOELS
oo TeELOVV Ol LOQEPES OTOV VOTLOOUTIXG TTECOOS, OOV
xvolopyn Béom xoatalaupdver o dywog Anunitolog, o
TEOOTATNS GYLog Tov dtaddyov tov Yaroslav, Izyaslav.
Almha og ovtév amewrovitetar o mpopntng HAlag, o
TEOOTATNS GYLOS TOV UEYQAUTEQOV YOV TOV Yaroslav,
0 omoiog elye mebdveL TOAD TELY AT THYV AVEYEQON TNG
Avyiag Zogiac. AMN uio woeen mov amnyet xamola
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TEOOWILKY OYEON UE TOV UeYdAo mEiyxiuma, €ival 1
ontdvio uoe@n tov molatodadnxirov Baoiiid Elexia
0TO VIEQMO, Atd GOV 0 NYEUOVOS OVVIOWS TOOAUXO-
AovBovoe T Aertovpyia.

To ntihoo g Aylog Zogiog etval mohy ueydho xot
mepimhoro (Ewx. 2, 3). Yrdoyovv mohvdolBuol otaved-
OYNUOL TTECOOL TTOV TTUREXOVV HATARGQUPES ETLQPAVELES,
aratdAAnheg yio dAha Béuata exTég oo HELOVOUEVES
nopgéc oe molhamhéc tihvee (Ewx. 7, 8). O neviownde
TEVIAXRALTOS TVENVOS TeQurAeleTal amd €vo e0WTEQL-
%36 rou évo eEnteond mepiotwo (Ew. 2) ol axd gv-
pUymea vrepwa otov pogo (Ewt. 3) xot or Loyodgot
€mperme va yenioovv pe ta £0yo Tovg GAOVS 0VTOUE TOVS
xdpove. ITibavétata, oL xdeot avtot Bempovvtay ave-
EdotnToL netakv tovg, abdg 0L TOUEUOTACELS XATOLWY
ayliwv zot ouddmv aytmv exavaroupavovtol aQRETES
POEEC 0 dLOPOETIXA onueior Tov xaBedoLrov. Ze ue-
0o Ug YWEOVE eVTOTilovToL LA VOUATA 0TV ETTL-
Aoyn ayiov xor oxynuoatifovtol urEng EXTaong ewxo-
vOYQa@Lrd TOOYQAUUATO. ZVVETMS, TO YEVIXO vonua
TOV ELXOVOYQAPIXOU TROYQAUUATOS TS Ayiog Zogiag
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amaQTiletal amd 10 oVVOAO aVTHV TV aveEGOTNT®WY
XDOWV.

H mowtogavic tAnbdeo ayiwv amotehel Tohd on-
novtiry Wartepdtnto e Aytag Zogios. "Evag Adyog
7OV €ENYEL AVTO TO PALVOUEVO, ElVaL TO UeYAAO uéye-
0oc »ot M Waitepn doun Tov xINEiov. ‘Evag axdun
oNUAVTIROS AGYoS ftav 0 WOeOAOYIRAS TAQAYOVTOG:
oL veopdtiotol Pwg elyav uokig evraybet otnv Owmov-
ueviry ExxAnoilo ol n tindbdoa twv ewovilouevmy
aylov exgedlel avtiv v W€a ue tov ®aliTeQo TEO-
no. EAntiCovue dtL oL mpoomdbeléc wag va tavticovue
TIC WOQYPES TV ayiwV ouuBdAovY 0T OCWOTH RATOVO-
N0M TOV TEQITAOXOV VONUOATOS TOU ELXOVOYQUPLKOU
TEOYOAUUOATOS AVTOV TOV EXTEVEOTATOV OUVOAOU TOU
11ov awdva.

Metagpoaon axod ta ayylxd: Nixoiaos MeABdavi

Aéxtwo — Tuniua Iotopiag

xar Oswoias s Téxvng, Zyolq Iotopiag
Lomonosov Moscow State University
zakharova@inbox.ru
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