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BIBLICAL TEXTS
IN THE BAROQUE ARTISTIC CULTURE OF KYIV

An investigation was carried out into the biblical texts that are part of the 18th-century icons of the Saint Sophia
Cathedral iconostasis in Kyiv. The specificity and originality of Kyiv Baroque sacred culture, which was based
on the characteristic interaction and intertwining of the Word (liturgical texts) and the Image (icons), manifested
itself most vividly in the creation of the iconostases. A comparative analysis of the icons in situ of the basement
row and the seat row of the iconostasis was conducted: “Christ Pantocrator”, “Mother of God with the Child”,
“Saint Sophia — Wisdom of God”, “Hierarchs of Faith”, “St. John the Theologian”, “The Most Holy Theotokos
— Simeon's Prophecy”, “Epistle of St. Paul to the Hebrews”, “Archangel Michael Defeats the Devil”, “Sermon of
St. Peter in Caesarea (Baptism of the Centurion Cornelius and His Household)”, “Seven Angels with Trumpets”.
The deciphering of the partially faded texts was carried out with special infrared (IR) imaging; lost texts were
reconstructed based on the research of relevant literature sources. It has been established that the visual context of
the iconostasis incorporates texts from the Gospels, the Epistles, the Letter of James, the Revelation of St. John the
Theologian, the Book of Joshua, the prophetic books of Isaiah and Zechariah, the Book of Genesis, the Psalms, the
Proverbs of Solomon, and the Akathist to the Theotokos. By examining the relationship between the visual imagery
and the biblical texts, researchers have been able to reconstruct the main idea behind the iconostasis's iconographic
program: to bring together the image of Sophia, the Wisdom of God, and the image of the Virgin Mary, the Mother
of God. This research also demonstrates that the texts incorporated into the icons serve not only to preach and
educate but also to provide biblical interpretation. A comprehensive examination of the biblical texts present in
the iconostasis, with a focus on the cohesive artistic vision, is crucial for enhancing our comprehension of Slavic/
Eastern Christian sacred art and its theological significance.
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Puxosa Oabra. BIBJIIMHI TEKCTH B BAPOKOBIN XYIOXKHIN KYJIBTYPI KHEBA

Y ecmammi nyonixyromucs pezynvmamu 00Cnioxicerb OIONIUHUX MEKCMIB, Wo 6X005Mb 00 CKIA0Y IKOH IKOHOCACY
XVIII ecm. Cogiticbroeo cobopy ¢ Kueei. Cneyugixa ma ceoepionicme Kuigcbkoi 6apokosoi cakpaibHoi Kynvmypu,
wo 6yna 3acHosana Ha xapakmephii 63aemooii i nepenneminni Cnosa (6ococnyxncoosux mexcmis) ma Obpazy
(ixon), maubinbul ACKpaso nposgunu cebe nacamneped y cmeopeni ikonocmacis. Ilposedeno komnapamughuil
aHaniz koM in Situ YoKoabHO20 pAdy i micyeso2o psdy ikonocmacy: «locnods Bcedepoicumenvy, «bocopoouys
3 Hemosnsimy, «Ceama Coghis — Ilpemyopicme boocay, «lepapxu eipuy, «Ce. anocmon loann Bozocnosy,
«bozopoouys-Cumeonose npopouennsy, «llocnanusn ceamoeo Ilasna oo espeigy, «Apxanecen Muxain nepemazae
ouseonay, «Ilponoeiov cesmoeo Ilempa 6 Kecapii (Xpewenns comnurxa Kopuunis ma tioco oomy)», « Cim sneonis i3
mpyoamuy. Ilpouumanns oKpemux, Yacmrko80 GUYSIIUX MEKCINI8 CIANI0 MONCTUSUM 360K Cheylanbhill 3tomyi 6
iHghpauepesoniti obnacmi cnekmpa, pekoOHCmMpyKYis Mmpaienux mekcmie 30IUCHI08ANAC HA OCHOBL JIMEPaAnypHUX
ooicepen. Bemanoeneno, wjo Gi3yanvHuil KOHMeKCm IKoHocmacy micmums mexcmu 3 €saneenii, Anocmonbcokux
Tlocnanw, llocnanns Axoea, Ookpogenns leana bozocnosa, Knueu Icyca Hasuna, npopouux xknue Icai ma 3axapis,
Knueu Bymms, Ilcanmis, [lpunosicmeii Conomona ma Axagicmy 0o boeopoouyi. Jocrioxcyrouu 63aemo38'a30k
Mide 8i3yanvHuMu obpasamu ma OiONIHUMU MeKCmamu, CMano MONCIUBUM PEKOHCMPYIO8AMU OCHOBHY [0elo
ikonoepaghiunoi npoepamu ikonocmacy. 06'eonanns obpazy Cogii [Ipemyopocmi Booicoi 3 obpasom [ieu Mapii-
bozopoouyi. Taxoxc ecmanosneno, wjo mekcmu Ha Yux iKOHAX CAYHCAMb He Juuie nponogioi ma HA8YyauHio, aie
1 maymayennio 0ibnitiHo2o0 0bpazy. Beebiunuil ananiz Oi6NiiHUX MeKcmie, NPUCYMHIX 8 IKOHOCMACI, 3 AKYeHMOM
Ha YiniCHOMY XYOOJCHbOMY OAQUeHHI, MAE€ SUPIUATbHEe 3HAYEHHS Ol Kpaujoco PO3YMIHHS Cl08'SHCbKO20/
CXIOHOXPUCMUAHCLKO20 CAKPATbHO20 MUCIEYMBA ma 1020 0020CI08CbKO20 3HAUEHHS.

Kniouoei cnosa: Kuis, ixonocmac, 6aporo, 0ioniiini mexcmu.
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Introduction. The specific character and
originality of Kyiv's Baroque sacred artistic
culture, which was based on the characteristic
interaction and interpenetration of Word (bibli-
cal and liturgical texts) and Image (icons), was
most vividly manifested primarily in the crea-
tion of iconostases. The 18th-century Baroque
iconostases of Kyiv, with their intricate tapes-
try of biblical and liturgical texts, represent a
remarkable discovery, a profound revelation,
and a unique phenomenon. They stand as a
testament to the richness and depth of Eastern
Christian Orthodox artistic tradition.

In Kyiv, four iconostases from the Holy
Dormition Kyiv-Pechersk Lavra have survived
in their original locations. These include the
iconostasis of the Holy Trinity Gate Church
(1734-1735), the iconostasis of the All Saints
Church above the Economic Gate (1741-1745),
and the iconostases of two cave churches in
the Far Caves: the iconostasis of St. Theodo-
sius of the Caves (1761-1762) and the iconos-
tasis of the Nativity of Christ (1802—-1803); it
is also important to highlight the iconostasis of
the Saint Sophia Cathedral in Kyiv, which dates
back to 1731-1754 and was created for the Met-
ropolitan Cathedral [1, c. 104-388].

Drawing inspiration from a 17th-century
Greek prototype, Kyiv's iconostases evolved
into imposing architectural structures. They fea-
tured distinct divisions and were embellished
with a variety of intricately shaped icons, carved
cartouches, and lavish gilded relief carvings.
Beyond their Baroque aesthetics, Kyiv's iconos-
tases possessed a distinctive characteristic that
sets them apart from those found in other East-
ern Christian regions: a pronounced didactic and
dogmatic function, clearly articulated and rein-
forced visually and verbally through the Word.
These aspects were extremely important and
were conceived by the authors of theological
programs, together with the images, not only as
complementing the images but also as an inde-
pendent conceptual corpus. The diverse range of
ideas and subtle shades of meaning, communi-
cated through the incorporation of texts into the
visual and architectural material of the iconos-
tases, makes Kyiv's iconostases a remarkable
phenomenon worthy of study.

For the study, the main iconostasis of the old-
est cathedral in Kyiv was chosen, which became
a symbol of the revival of the Kyiv Metropolis
in 1743. The iconostasis of Saint Sophia Cathe-
dral in Kyiv was built through the efforts of two
Metropolitans of Kyiv: Raphael Zaborovsky
(11747), who began the construction, and Tim-
othy Shcherbatsky (11767), who completed
it after Zaborovsky's death [2, c. 69]. Unfortu-
nately, the grandiose ensemble lost part of its
multi-tiered structure during its existence, par-
ticularly the festive, apostolic, and prophetic
tiers. Currently, the iconostasis is a pre-altar
barrier: the socle and deesis tiers have been pre-
served. However, the well-conceived and vis-
ually holistic image of the iconostasis has not
lost its main theological, liturgical, and decora-
tive functions, even in fragments.

Comparing F. Solntsev's drawing [3, c. 23],
which depicts the iconostasis before its recon-
struction, with the surviving icons and frag-
ments of decorative elements, along with a cor-
rect reading of the texts and an examination of
the connections between the inscriptions and
the images, makes it possible to reconstruct
and interpret the monumental and multi-layered
symbolic “text” of the iconostasis.

Materials and methods. The author con-
ducted an on-site examination of the icons in
situ. The reading of individual, partially faded
texts was made possible by special infrared pho-
tography (IR photography, by O. Honchar and
O. Ryzhova); the restoration of lost texts was
carried out based on literary sources.

Disscussion. In the symbolic program of
the iconostasis of Saint Sophia Cathedral in
Kyiv, several themes prevail, but the seman-
tic core is four icons of the local tier — “Christ
Pantocrator”, “Mother of God with the Child”,
“Saint Sophia — Wisdom of God”, “Hierarchs
of Faith” — in which its main plot-thematic line
is visually revealed: the convergence of the
image of Sophia, the Wisdom of God, with the
image of the Virgin Mary, the Mother of God
[2, c. 49-51].

In the icon “Christ Pantocrator”, the Savior
is presented in the iconographic type of Lord
Almighty. The Savior's right hand is folded
in a gesture of nominal blessing in front of his
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chest; in his left hand, Christ holds an open
Gospel. The text on the spread of the book is a
fragment from Christ's sermon in the synagogue
in Nazareth (Luke 4:16-20): «AX® FAENE HA_
Mk, éréxe pa_AH Nomdsa ma, BArorkcTHTH
NAwsias nocad ma, Acykantu conpg_mgn'l'a
cpuemn, npo_norLarn naknéinmms Tnsié_
wie, ncaknit npo_spkuie: WnScTiiTn cokpSuiéni
BOWpaAS: nponorEadru akro TAne npid_THo.»
(Luke 4:18-19).

The Lord's sermon in the Nazareth syna-
gogue on the Sabbath day is commemorated on
the first of September (O.S.), when the begin-
ning of the ecclesiastical indiction is celebrated.
This testifies to the beginning of a New Time,
the Lord's Time as an epoch, and the reign of the
one true King — Christ himself. Since the begin-
ning of the new ecclesiastical year is announced
by priests at the behest of the high priest, this
Gospel text also testifies to the priestly anoint-
ing of Christ.

Given that Saint Sophia Cathedral served
as the main cathedral for the Kyiv Metropolis
until the early 20th century, and was the site of
episcopal ordinations, it is reasonable to sug-
gest that this specific Gospel passage was cho-
sen to emphasize the theme of grace bestowed
upon those in priestly and episcopal service.
The figurative “surroundings” of the Savior's
icon support this assertion: above the icon is
a cartouche with the inscription «d3h écmn
cefrn mipy:» (John 8:12), the mosaic image
of Christ the Priest, located at the top of the
eastern transverse arch, and a piece of cloth
over the Savior's belt, which also belongs to
the attributes of episcopal and liturgical vest-
ments. Thus, Christ is here the anointed one
or the Messiah in the exclusive meaning of
this word that is, having all kinds of anoint-
ing prophetic, royal and of the high priest.

In the icon “Mother of God with the Child”,
the Mother of God is presented in the icono-
graphic type of Hodegetria. She holds the
Infant Christ on her left hand and prayerfully
points to Him with her right hand. The Christ
Child rests on the left hand of the Virgin Mary.
With two fingers He blesses; with His left
hand He holds an open book. On the spread
of the book is an inscription — lines from the
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Revelation of St. John the Theologian (Rev.
1:8): «a3h écmb dada HomEray.

The inclusion of verses from the Book of
Revelation in the “Mother of God with the
Child” icon adds another layer of thematic
meaning, highlighting the divine nature and
pre-eternal existence of the Infant Christ.
The inscription from Psalm 44:10 in the car-
touche above the icon: «Ilpepactd Llaprua
oAechy Tegé» interprets the Mother of God
as the Church; see St. Athanasius the Great:
“The queen stands at your right hand, arrayed
in gilded garments. The queen is the Church,
adorned as a bride for the great King, and stand-
ing at the right hand signifies the honor she will
be granted in the age to come, and her mul-
ticolored garments represent faith, hope, and
love. But she also has another, most radiant gar-
ment — Christ himself”.

Time has unfortunately erased the inscrip-
tions on the “Holy Sophia, Wisdom of God”
icon that explained the symbolism of the com-
position's elements. These lost inscriptions,
which include text on the scrolls, the archan-
gels' attributes, and the medallions' symbols,
are crucial for understanding the icon's complex
and unique iconographic program. Therefore, to
properly understand the nuances of iconography
and artistic features, we turned to the work of
Metropolitan Eugene (Bolkhovitinov) “Descrip-
tion of the Kyiv Sophia Cathedral and the Kyiv
Diocese” (1825), where the original is described
in detail [2, c. 49-51].

“[...] the cathedral icon of Saint Sophia in
Kyiv depicts, beneath a canopy upheld by seven
pillars, the Mother of God standing upon a cres-
cent moon, which rests on a cloud; beneath
the cloud is an ambo with six steps. Upon the
breast of the Mother of God, within the medal-
lion adorning the front of her phelonion, is
shown the Savior seated, clad in a white chiton
with a golden cloak draped over the left shoul-
der, blessing with His right hand and holding a
globus cruciger in His left. Along the cornice
of the canopy runs an inscription in majuscule
script with the aforementioned words of Sol-
omon: H ZO®IA QKOAOMHZEN EAYTH
OIKON KAI YIIHPEIZE XTYAOYZX EIITA.
Above the canopy, at its summit, God the Father
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is depicted within rays, inclining and bestowing
a blessing. From His mouth, along the rays, are
inscribed to the right the words of David (Psalm
74:4): I have established, and to the left: its pil-
lars. Below God the Father, above the summit
of the canopy, the Holy Spirit is depicted amid
radiant clouds, encircled by Iluminous rays,
which extend downward and rest upon the head
of the Mother of God. On either side of God
the Father, above the canopy, are seven winged
angels: on the right, Michael holding a flaming
sword, Uriel with a downward-pointing light-
ning bolt, and Raphael bearing an alabaster
vessel of myrrh; on the left, Gabriel with a lily
branch in his hand, Selaphiel with prayer beads,
Jegudiel with a royal crown, and Barachiel
holding a cluster of flowers upon a white cloth.
Before the Mother of God, upon the steps of the
ambo, stand the Patriarchs and Prophets. On the
right, on the third step from the top — formed of
clouds and situated beneath the feet of the The-
otokos — stands the Prophet Moses, holding in
both hands the double tablets; with the finger of
his right hand he points to the inscription upon
them: Rejoice, O tablet of God, upon which the
Word of God was inscribed by the finger of the
Father. On the fourth step stands Aaron, vested
in the mitre and garments of the Old Testament
high priesthood; in his right hand he holds the
rod that budded, while with his left he points
to the steps beneath the feet of the Mother of
God. On the sixth step stands David, wearing
a royal crown and a mantle with an ermine col-
lar and lining, holding in both hands the Ark of
the Covenant. On the left side, from the cloud
beneath the feet of the Mother of God, on the
third step opposite Moses, stands the Prophet
Isaiah, bearing a scroll upon his left shoulder
and supporting it with his left hand; with his
right he points to the inscription on the scroll:
Behold, a Virgin shall conceive and bear a Son,
and they shall call His name Emmanuel. On the
fourth step, opposite Aaron, stands Jeremiah,
holding a scroll in his right hand and gesturing
to the side with his left. On the fifth step is Eze-
kiel, holding in his hands the closed gate. On the
sixth step is Daniel, with a stone in his hands.
On the lower steps, the first bears the inscrip-
tion Faith, and on either side of this word: her

ascent by seven steps. On the second step is
Hope, on the third Love, on the fourth Purity,
on the fifth Humility, on the sixth Grace, and
on the seventh — formed of clouds beneath the
feet of the Mother of God — Glory. On all seven
pillars of the canopy, beneath the capitals of the
Corinthian order, are emblems set within circu-
lar medallions. On the outermost pillar to the
right of the Mother of God is depicted a book in
the form of a scroll, from which seven seals are
suspended; above it is the inscription: 1. The gift
of wisdom, and below it: I saw a book sealed
with seven seals. On the second pillar is the
emblem of a seven-branched candlestick; above
it is the inscription: 2. The gift of understanding,
and below: I beheld a golden candlestick, with
seven lamps upon it. On the third pillar, the one
nearest to the Mother of God, is the emblem of
seven eyes; above them is the inscription: 3. The
gift of counsel, and below: Upon a single stone
are seven eyes. On the fourth pillar, nearest
the left side, is the emblem of seven trumpets;
above them is the inscription: 4. The gift of for-
titude, and below: Seven trumpets for the fall of
Jericho. On the fifth pillar is a right hand sur-
rounded by seven stars; above it is the inscrip-
tion: 5. The gift of knowledge, and below: In His
right hand, seven stars. On the sixth pillar are
seven fiery censers, with the inscription above:
6. The gift of piety, and below: Seven golden
bowls full of incense, which are the prayers
of the saints. On the seventh pillar is a clus-
ter of fiery lightning bolts, with the inscription
above: 7. The gift of the fear of God, and below:
The seven thunders uttered their voices.”

The description of the icon made by Metro-
politan Eugene (Bolkhovitinov) and compari-
son with the original allow us to assert that the
following texts were used as literary sources for
the creation of the Kyiv version of “Sophia —
Wisdom of God”: the Books of Proverbs
(Proverbs 9:1), Psalms «d3w \TEEPANKK
croankl ea» (Ps. 74:4), prophetic books — the
Book of Isaiah: «cé, Akgra Bo upéek npifimeTns
no opoanTh  Cna, mnapex¥Th  ma  emd
E€mandynany (Isa. 7:14), Zechariah «gAAY®
cefipunis  3adTn  neekrianh gepx¥ erd,y
(Zech. 4:2); «Na KAMENH €AHNOMB CEAMK
wuéch» (Zech. 3:9); the Book of Revelation:
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«BnAK[xn] kuiry saneudrany ceamin neudriioy
(Rev. 5:1); «Bp¥uk accnk céamn 3830
(Rev. 1:16); «céah dHAan  3a4TH  NONKI
AHMHAA 1AKE N MATERI cETuxrh» (Rev. 5:8,
8:3); «Tar”awwa c€mk rpomdB™ radchl CROHMH.»
(Rev. 10:4); the Book of Joshua «cepmm Tp?fsrh
NANAAENHE epHXoNa» (Josh. 6:12), as well as
verses from the Akathist to the Theotokos.
«pa,ﬂfncn cnpnmm\'li BHEMK  MECTOMB Wi
NanHcaca caoko». The text of the Apocalypse
corresponds to the very image of the Theot-
okos standing on the crescent moon, and the
multiple repetitions of the sacred number “7”
(Rev. 12:1). The inscription on the cartouche
above the icon is a quotation from John 1:14.
«CASBO NASTh BKICThY.

In the icon “Hierarchs of Faith”, the art-
ist created a carefully structured and balanced
composition. The space is divided into dis-
tinct sections using gentle, semi-circular lines.
The upper part features a vibrant blue sky, while
the lower part depicts marble steps, symbolizing
an ascent. Seven saints, representing the hier-
archs of faith, act as intermediaries between the
heavenly and earthly realms. The inscription on
the cartouche above them is a quote from Mat-
thew 18:19. «TV écmn nocpea’k nxwy»; the Holy
Fathers of the Church interpret as a call for una-
nimity and concord in conciliar prayer.

In the central and highest point of the icon’s
sky, a golden Golgotha cross is depicted with
four nails at its base. Below Golgotha, there is a
wide scroll with an inscription from the catholic
epistle of James (James 3:17): «M:ke cBRILILLIE
npedpocTh néperke uTd €. NOTWAL Ke MiApHA
KPOTKA BArO MOKOPHEA HCMNOANB  MHAOCTH
unaoAden sarn nec¥mEia nueanue wkpna.

On the left side of Golgotha, enclosed in a
round pink mandorla, there are three golden
bishop’s croziers, intertwined in the shape of a
triangle. Beneath this image, there is an inscrip-
tion written in gold: «TpH CBATHTEAH TPeMA
ceoumu  Kezaamu  Ilnt Tponun npceaTan
NHWYTR ELITH CHAMHY.

On the right side of Golgotha, enclosed in
a round pink mandorla, there are four golden
bishop’s croziers. Two croziers are crossed
diagonally, with the other two placed on either
side. Beneath this image, there is an inscription
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written in  gold: «YeThipexns CBATHTEAER
Ke3anl  NaunnawT  Hma  mapun  TolpnTH
NOTPOHLH ABAAKTY.

The upper register of the image uses symbols
to represent three key themes: the Wisdom of
God, which occupies the central axis; the Trin-
ity, depicted on the left; and the Mother of God,
shown on the right.

Another register in the sky features seven
applied medallions in a golden relief frame; they
correlate with both the symbols of the upper
register and the figures of the saints. The painted
images that were previously placed on the con-
vex “mirrors” of the medallions are now erased;
below is according to the text of the article by
Yu. Zvezdina [4, c. 130-138].

Under the “burning pillar” medallion, the fur-
thest on the left, stands the holy hierarch Basil
the Great. The next two medallions, “Holy
Spirit” and “Apostle Paul”, are joined at the bot-
tom by a ribbon; on the ribbon is the inscription:
«d Opont GuszanTiickin». Below the second
medallion stands the figure of Saint Gregory
the Theologian, followed by Saint John Chrys-
ostom under the third medallion. The central
medallion, which appears to be empty or with-
out a clear image, is positioned above the figure
of Saint James, who stands on a central platform
or cathedra. A ribbon above Saint James bears
an inscription: «A, epcanmckiinn. Below the fifth
medallion, which features a heart with the name
of Christ, stands the figure of Saint Ignatius the
God-bearer. A ribbon above the saint bears the
inscription: «ATnESx1fckni». Below the sixth
medallion, which depicts the Trinity, stands
the figure of Saint Athanasius. Under the sev-
enth medallion, featuring an icon of the Mother
of God, is the figure of Saint Cyril. These two
medallions on the right are connected by a rib-
bon at the bottom, which bears an inscription:
«B Aae3aNAPIACKTAY.

While the saints occupy the ambo and the
first three steps, the subsequent steps feature
inscriptions and symbols.

In the center of the fourth and fifth steps,
the inscription «ARa XGpXBIMA CY'Th BEAHKIH
HeprocTa  HaNTICOXICKIA» 1S positioned
between two tall golden ripids. This arrange-
ment visually connects the figures of St. James,
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the Brother of the Lord and first Bishop of Jeru-
salem, and St. Ignatius the God-bearer, Bishop
of Antioch.

On the left side of the fourth and fifth steps,
the inscription «Tpex cTHTAB® TpH CBRBLpH
IABAAE Famike cTHTAK® unn Barc[...]e» is posi-
tioned between three tall candles on a candle-
stick. This arrangement visually connects the
inscription to the figures of Basil the Great,
Gregory the Theologian, and John Chrysostom,
the creators of the Divine Liturgy.

On the right side of the fourth and fifth
steps, the inscription «[...Jx's Azg\ CRATHTEAEH
BEAHKHY GHI ABe CB'BIpH  cOBpa3[...]» is
positioned between two tall candles on
a candlestick. This arrangement visually
connects the inscription to the figures of Atha-
nasius and Cyril, both renowned Archbishops of
Alexandria.

The inscription «llaTpHapwinin  npecToau
YETKIPE VTEBEPKAAKTCA HA NHX CEMb I1EPAPXH
Beph» is located on the last step, spanning its
entire width.

The icon’s composition presents a well-
defined structure of symbolic theological narra-
tive, unveiling multiple layers of meaning.

The central part of the icon visualizes the
concept of Divine Wisdom, which is embod-
ied in both the body of Christ and the Church.
This is conveyed primarily through the radiant
image of the Golgotha Cross, the inscription on
the charter: «Mxe cBRILILWE npenlz\pom*h [...]»
and the depiction of St. James, the Brother of
the Lord, who was the first Bishop of Jerusalem
and the first liturgist. The theme of the first Jeru-
salem bishops inheriting the priesthood from
Christ and their blood relation to him is further
emphasized by the depiction of Christ on the
central medallion of St. James’ miter. In this
image, Christ is portrayed in the Salvator Mundi
iconographic type.

The theme of the Holy Trinity is empha-
sized on the left side of the icon through
several visual elements. These include the
mandorla with the “Shield of the Holy Trin-
ity”, and the medallions depicting the “Burn-
ing Bush” (beneath which stands St. Basil
the Great), the “Holy Spirit” (with St. Greg-
ory the Theologian below), and the “Apostle

Paul” (with St. John Chrysostom below).
Each medallion contains an emblem that vis-
ually represents the specific activity or contri-
bution of the corresponding hierarch.

The theme of the Mother of God (right
side of the icon) is embodied in the images:
the mandorla with the inscription «YeTnipexs
CEATHTEAER Ke3AhI NaunnawT Hma  mapun
[...]» the medallion with the “heart with the
name of Christ” — under it the figure of St. Igna-
tius the God-bearer, the “Holy Trinity” on the
medallion — under it the image of St. Athanasius
the Great, the icon of the Mother of God on the
medallion — under it the figure of St. Cyril of
Alexandria. The emblem of the “heart with the
name of Christ” above the figure of St. Ignatius
the God-bearer is borrowed from an anonymous
Western medieval narrative, according to which,
after the heart of Ignatius the God-bearer was
divided into parts, on each of them was found
an inscription in golden letters of the name of
Jesus Christ. The image of the “Holy Trinity”
above the depiction of St. Athanasius the Great
symbolizes the victory of the Nicene Creed and
the triumph of the doctrine of the consubstanti-
ality of the Father and the Son, which became
possible mainly due to the literary activity and
personal feat of Athanasius the Great. The icon
of the Mother of God above the figure of St.
Cyril of Alexandria refers to the Christological
controversy, which was mainly focused on sub-
stantiating the Mother of God’s divine mother-
hood and was reflected in the name Theotokos.

The main themes visually expressed in the
iconographic program of the icon reflect the
main dogmas of the Orthodox faith: the dogma
of God, One in Three Persons, and the dogma
of Christ the Savior, in which the aspect of
His birth from the Virgin Mary is especially
highlighted.

The image of the saints represents the four
ancient patriarchates: Constantinople, Alexan-
dria, Antioch, and Jerusalem. The Patriarchate
of Constantinople (Byzantine) is represented
by Sts. Gregory the Theologian (f 390) and
John Chrysostom (1 407); St. Basil the Great
(T approx. 379) stands separately (last on the
left), but near Gregory the Theologian, as his
closest friend and companion. The Patriarchate
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of Jerusalem, in the center, is represented by
St. James (approx. f 63), the Brother of the
Lord, Bishop of the Church of Jerusalem. To
his right stands St. Ignatius the God-bearer
(f 108), who headed (67-107) the See of Anti-
och. The Church of Alexandria is represented by
the figures of Sts. Athanasius the Great (1 373)
and Cyril of Alexandria (§ 444).

The compositions of the icons “Hierarchs
of Faith” and “Holy Sophia, Wisdom of God”,
which are based on dogmatic theology, are the
fruit of refined theological thought and icono-
graphic creativity. Extensive commentary
inscriptions accompanying the images explain
not only their dogmatic basis but also the
essence of the pictorial symbolism itself. The
Kyiv versions of the images “Sophia, Wisdom
of God” and “Hierarchs of Faith” are unique
and mark a new era in the icon painting of
Kyiv — an era of completely innovative compo-
sitions, in which the authors try to incorporate
eternal and God-revealed truths, the spiritual
experience of faith, and communion with God.

In the icon “St. John the Theologian”, we
see the image of a beautiful youth standing and
leaning on a lectern. An eagle with a quill in its
beak is depicted above John’s head, and the
apostle himself holds a book lying on the lectern
with his right hand and a scroll with his left. The
inscriptions on the scroll and the book empha-
sise the mystical and visionary state of the evan-
gelist: «M YETREPTOE KHEOTHO MOAOENO OpAY
aetaemy» (Rev. 4:7), «M enpkxomn caagy ere
H[...] caagy eAnnopoanare Wila» (John 1:14).

In the icon “The Most Holy Theotokos — Sim-
eon’s Prophecy”, the Virgin’s hands, folded
on her chest, are pierced by a sword. A ribbon
with an inscription wraps around the blade
of the sword «HTeEe. CAMOM MPOHAE OPYIKNE.
BhAvWy» (Lk. 2:35). The words spoken by
Simeon the Righteous in the Gospel of Luke
are unanimously understood by theologians as
a prophecy of the deep sorrow that the Virgin
Mary would experience upon witnessing the
crucifixion of Christ.

The icons in the socle row of the main icon-
ostasis’s central section depict scenes from
the Old Testament and prefigurements of the
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New Testament. These include “The Epis-
tle of the Holy Apostle Paul to the Hebrews”,
“Archangel Michael Defeats the Devil”, “Ser-
mon of the Holy Apostle Peter in Caesarea”, and
“Seven Angels with Trumpets”.

In the icon “Epistle of St. Paul to the
Hebrews”, the key to the image is the
inscription on the scroll: «Ilognn¥iiTeca
NACTABNHKOMb  BALLIKIMK ﬁnomp’mﬁ'recm:
TiH BOBAATH 3 AMIAX'B BAWIHXH [AKO CAO BO
BO3A ATH xora pe» (Hebrews 13:17). These
are the words of the Apostle Paul from the Epis-
tle to the Hebrews, which the Church interprets
as advice to bishops.

The icon “Archangel Michael Defeats the
Devil” depicts the scene of the battle between
Archangel Michael and the devil-Satan; chap-
ter 12 from the Book of Revelation (Rev. 12) is
taken as the verbal primary source. On the rib-
bon placed below, it is written: «AANKI BhillA
KenE ABA KPhIAA OpAd BEAHKOrO. AANAPHTH
Bhn¥cTring EMEcTo cBoé » (Rev. 12:14).

In the icon “Sermon of St. Peter in Cae-
sarea (Baptism of the Centurion Cornelius and
His Household)”, the inscription on the ribbon
is a quotation from the Epistle of St. Paul to
the Hebrews: «fko Beit oyeEAATH ma Tmdaa
AdKE A0 BeanKa HYw» (Hebrews 8:11).

In the icon “Seven Angels with Trumpets”,
the inscription on the ribbon placed below the
image is a quotation from the prophetic Book
of Revelation (Apocalypse): «H3kIAe AblMh
KAARANKIA MOANTBAMK CTEIKH Wpdkh driaa
npeA 6fa» (Rev. 8:4).

Results. The reconstruction of the semantic
connections identified the main sacred theme,
which is revealed in the unity of image and
text: the Orthodox Church’s understanding of
the Mother of God.

It has been revealed that the four icons of the
local tier in the central part of the main iconos-
tasis: “Hierarchs of Faith”, “Mother of God with
the Child”, “Lord Almighty”, “Holy Sophia,
Wisdom of God”, are the core of the symbolic
text, where the main plot-thematic line is vis-
ually revealed: the convergence of the image of
Sophia, the Wisdom of God, with the image of
the Virgin Mary, the Theotokos.



Ykpaincekuli Mucmeumeo3sHasyuii duckypc / Ukrainian Art Discourse

Bunyck / Issue 2,2026

It is noted that in the icon “Christ Pantocra-
tor” the fragment of the Gospel text is intended
to especially highlight the theme of the grace of
the priesthood and episcopal ministry.

It is indicated that the introduction into the
composition “Mother of God with the Child” of
lines from the Revelation of St. John the The-
ologian (Rev. 1:8) creates an additional the-
matic association, where the divine dignity and
pre-existence of the Christ Child are empha-
sized, and the inscription in the cartouche with
the text from the Psalm (Ps. 44:10) interprets the
Mother of God as the Church.

It is established that the main themes embod-
ied in the iconographic program of the icon
“Hierarchs of Faith” are a reflection of the
main dogmas of the Orthodox faith: the dogma
of God, One in Three Persons, and the dogma
of Christ the Savior, in which the aspect of
His birth from the Virgin Mary is especially
highlighted.

It has been demonstrated that the visual con-
text of the iconostasis incorporates texts from
the Gospels (Lk. 2:35; Jn. 1:14; Matt. 18:19),
the Epistles (Heb. 8:11; 13:17), the Epistle of
James (Jas. 3:17), the Revelation of St. John the
Theologian (Rev. 1:8; 1:16; 4:7; 5:1; 5:8; 8:3;
8:4; 10:4; 12:1), the Book of Joshua (6:12), the
prophetic books of Isaiah (8:1; 7:1) and Zecha-
riah (4:2; 3:9), the Book of Genesis (28:12), the
Psalms (Ps. 44:10), the Proverbs of Solomon,
and the Akathist to the Theotokos.

It has been demonstrated that the texts incor-
porated into the visual compositions of the
icons, in addition to their homiletical and edu-
cational functions, also play the role of biblical
exegesis.

A detailed analysis of the biblical texts in
the icons of the iconostasis, from the point of
view of the integrity of the design, allows us
to improve the understanding of Slavic/Eastern
Christian sacred contexts.
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