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Zofia Brzozowska (£6dz7)

WispoMm Has BuiLt HER HOUSE (PROVERBS 9, 1-6).
THE HISTORY OF THE NOTION IN SOUTHERN AND
EASTERN SLAVIC ART IN THE 14™-16™ CENTURIES*

Wisdom has built her house;

she has set up a its seven pillars.

She has prepared her meat and mixed her wine;
she has also set her table.

She has sent out her servants, and she calls
from the highest point of the city,

“Let all who are simple come to my house
To those who have no sense she says,
“Come, eat my food

and drink the wine I have mixed.

Leave your simple ways and you will live;
walk in the way of insight”

»

he story of the personified Divine Wisdom, building a house for herself, and

then organizing a feast in it, mentioned in the ninth chapter of the Old Testa-
ment Book of Proverbs, seems to be — through its pictorial quality - a perfect theme
for artists concerned with plastic creativity. What astonishes us is the fact that
this motif was virtually absent in Eastern Christian Art until the turn of the 14%
century. As emphasized jointly by experts on this issue, to this day no artefact
of Byzantine provenance containing a representation of Sophia inviting people
who want to accompany her to a feast has been preserved'. In the older literature

* This article has been written under the research project financed by the National Science Centre
(Poland). Decision number: DEC-2011/03/N/HS2/00890 (Sophia - the Personification of Divine Wis-
dom: the History of the Notion in the Byzantine-Slavonic Culture).

' T.A. CunioroBa, Bonomosckas gpecka “IIpemydpocmov co3da cebe 0om” U ee OmHOUIEHUE K HO820-
podckoti epecu cmpuzonvrukos 6 XIV 6., TOIJI 26, 1971, p. 222; D.E FIENE, What is the Appearance
of Divine Sophia?, SRev 48, 1989, p. 454; J.M. EBCEEBA, [Tup IIpemydpocmu, [in:] Cogus ITpemy-
opocmv Boswust. Boicmaska pycckoii uxononucu XIII-XIX e6. u3 cobpanuii myseeé Poccuu, Mocksa
2000, p. 194 (Italian version of the article in: Sophia. La Sapienza di Dio, ed. G.C. AzzARo, P. AZZARO,
Milano 1999, p. 226-229); H.B. ITokpoBckuit, Eeateenue 8 namsmHukax ukonozpag6uu npeumy-
ujecmeenHo susanmuiickux u pycckux, Mocksa 2001, p. 465; B.I. briocosa, Cogus ITpemydpocmo
Boxus 6 dpesnepycckoii numepamype u uckyccmee, Mocka 2006, p. 65-66. Galina S. Kolpakova
claims that this type of work, prepared around 1263, was included in the painting which decorates
the interior of the Hagia Sophia temple in Trebizond. I.C. Konnaxosa, Mckyccmeso Busanmuu. ITo30-
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on the subject one might come across the idea that the issue was initially found
in the manuscript painting of the Latin circle, which then, at the end of the Middle
Ages, moved to the Balkans®. While we do not have enough source material to
incline us towards a thesis supporting the Western European origins of the icono-
graphic scheme discussed in this article, so we can not deny that it is in the area
of Serbia and western Bulgaria that the earliest examples of iconography relating
to the Book of Proverbs 9, 1-6 are known. Moreover, there is no doubt that their
dissemination across the lands of the Southern Slavs is inscribed into a broader
cultural movement characterized by the return to ancient aesthetics, referred to
in the literature as the Paleologian Renaissance’.

Certainly the oldest example of the iconography of Sophia’s banquet, which
has survived to the present day, is a painting located on the southern wall of the
narthex of the Mother of God Peribleptos and St. Clement Church in Ohrid, dated
back to 1295*. The personified Wisdom was located here on the left side of the

Huti nepuod, Cankrt-ITerep6ypr 2010, p. 69-70, 78, 287. Sirarpie der Nersessian assumes that the
representation referring to Prov 9, 1-6 adorned a part of the dome of the church of the Holy Apostles
in Thessalonica. The representation preserved in fragments shows some stylistic similarity to the
representations of Sophia’s banquet, which we know from South Slavic art. However, it does not in-
clude the most important element from the point of view of our considerations: the personification
of Divine Wisdom. In the center of the work on the analyzed painting there is a male figure, which is
sometimes interpreted in the literature as a portrait of King Solomon. S. DER NERSESSIAN, Program
and Iconography of the Frescoes of the Parecclesion, [in:] The Kariye Djami, vol. IV, Studies in the Art
of the Kariye Djami and Its Intellectual Background, ed. P.A. UNDERwOOD, London 1975, p. 341-342.
? K.C. FeLmy, “Die unendliche Weisheit, des Lebens Allgrund und Erschafferin”. Die Ikonen der
Weisheit und die Gottliche Liturgie, [in:] “Die Weisheit baute ihr Haus”. Untersuchungen zu Hym-
nischen und Didaktischen Ikonen, ed. K.C. FELMY, E. HAUSTEIN-BARTSCH, Miinchen 1999, p. 49;
H.B. IToxpoBCKMIA, 0p. cit., p. 465; B.I. briocosa, op. cit., p. 66.

* J. MEYENDORFF, L’iconographie de la Sagesse Divine dans la tradition byzantine, CAr 10, 1959,
p. 270; A. GRABAR, Sur les sources des peintres byzantins des XIII* et XIV* siécles, CAr 12, 1962, p. 379;
S. DER NERSESSIAN, Note sur quelques image se rattachant au théme du Christ-Ange, CAr 13, 1962,
p- 209; T.A. CujioPOBA, 0p. cit., p. 214, 222; ]. MEYENDOREE, Wisdom-Sophia: Contrasting Approaches
to a Complex Theme, DOP 41, 1987, p. 391, 393; L. Uspienski, Teologia ikony, trans. B. DAB-
-KaLINOWSKA, Poznan 1993, p. 195; J1.M. EBCEEBA, op. cit., p. 194. The problem of influence of the
Palaeologian Renaissance and hesychasm on the development of iconography of Divine Wisdom
in 14" century has been analysed the monograph: Z. BRzozowska, Sofia - upersonifikowana Mgdros¢
Boza. Dzieje wyobrazet w kregu kultury bizantyrisko-stowiariskiej, L6dz 2015, p. 49-55, 198-226.

4 V.R. PETKOVIG, La peinture Serbe du Moyen Age, vol. 1, Belgrad 1930, p. V, 24; 1.D. STEFANESCU,
Lillustration des liturgies dans I'art de Byzance et de I Orient, Bruxelles 1936, p. 140; A.M. AMMANN,
Darstellung und Deutung der Sophia im vorpetrinischen Russland, OCP 4, 1938, p. 144; ]. MEYEN-
DORFF, L’iconographie..., p. 270; C. Panoyuns, ®pecke Mapkosoz Manacmupa u sxusom ce. Bacu-
nuja Hosoe, 3PBU 4, 1956, p. 223; S. DER NERSESSIAN, Note..., p. 209; T.A. CunioroBa, op. cit., p. 222;
JI. TIPAIIKOB, Xpenesa 6auis Punvckoeo MoHaCmbLps u ee creHONUCY, [in:] [IpesHepycckoe uckyccm-
60. 3apybexctvie ces3u, Mocksa 1975, p. 155; S. RADOJCIC, La table de la Sagesse dans la literature et
Part serbes, 3PBU 16, 1975, p. 221; J. M. EBCEEBA, []6e cumsonuueckue komnosuyuu 8 pocnucu XIV 6.
Monacmuipsi 3apsma, BB 43, 1982, p. 139; C. Pajiojuns, O Tpnesu IIpemyopocmu y cpnckoj Krou-
sHesrocmu u ymemuocmu 00 paroe XIII do paroe XIX e., [in:] IDEM, Odabpanu unanyu u cmyduje
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iconographic scheme, giving her the form of a young woman clad in ancient Greek
attire (blue-purple chiton with short sleeves, with a gold ribbon around the neck).
Sophia sits on a throne, holding her bare feet on a footrest. With her left hand she
points to the table in front of her. Her head is uncovered and long, dark brown
hair is supported with a band. Behind the Divine Wisdom there is a pair of out-
stretched wings®.

Also noteworthy is the inclusion in the analyzed artefact of many elements
from the so-called “Wisdom iconography of light”, which is, according to Priscilla
Hunt, a reference to the representation of Wisdom as one of the energies of God,
typical of the theological thought of Gregory Palamas®. The head of Sophia is

1933-1978, beorpan-Hosu Cap 1982, p. 227; I.M. ITpoxopros, Ilocnanue Tumy-uepapxy Juonucus
Apeonaeuma 6 cnassHckom nepesode u uxoxozpagus “Ilpemyopocmo cozda cebe dom”, TOLJI 38,
1985, p. 8; I.®. MEnEHOP®, Tema IIpemydpocmu 6 60cmouHoesponetickoti cpedHesekos80ti Kyb-
mype u ee Hacnedue, [in:] Tumepamypa u uckyccmeo 6 cucmeme kynomypo, ed. B.b. [InoTpoBcKum,
MockBa 1988, p. 246; IDEM, Wisdom—-Sophia..., p. 394; P. BALCAREK, The Image of Sophia in Medieval
Russian Iconography and its Sources, Bsl 60, 1999, p. 600; K.C. FELMY, op. cit., p. 43; L. LirSic, Die
Ikone “Sophia — Weisheit Gottes” aus der Sammlung der Museen des Moskauer Kreml. Zur Frage nach
der Herkunft und der Zeit des ersten Auftauchens des sogenannten “Novgoroder” ikonographischen
Typs, [in:] “Die Weisheit baute ihr Haus”..., p. 31; M.V. MARINI CLARELLL, Personificazioni, meta-
fore e alegorie nell’arte paleologa, [in:] L’arte di Bisanzio e I'Italia al tempo del Paleologi 1261-1453,
ed. A. TACOBINI, M. DELLA VALLE, Roma 1999, p. 58; L. L1rSIC, La Sapienza nell iconografia russa,
[in:] Sophia. La Sapienza di Dio..., p. 59; J.M. EBCEEBA, ITup ITpemyopocmu..., p. 194; JI. JInoumnw,
Cogpust IIpemyopocmo Boxwcusi 8 pycckoii uxononucu, [in:] Cogus Ipemydpocmv Boxcus..., p. 11;
H. IIuBoBAPOBA, IIpemydpocmv u Llepxoeo, [in:] Cogus Ipemyopocmv Boxcus..., p. 324 (Italian
version of the article in: Sophia. La Sapienza di Dio..., p. 358-359); JI. lnomny, Ipemyopocmo
6 pycckoii uxornonucu, BB 61, 2002, p. 140, 142; M.H. I'romoB, O6pas caxpanvroii IIpemyopocmu,
[in:] M.H. I'romoB, B.B. MuibKOB, Moeiinvie meuenus opesrepycckoti moicnu, CaHkT-IleTepOypr
2001, p. 56; M. OSTERRIEDER, Das Land der Heiligen Sophia: das Auftauchen des Sophia-motivs in der
Kultur der Ostslaven, WSA 50, 2002, p. 41; B.I. BriocoBa, op. cit., p. 67; V.M. BoPBEBUE, Japosu
Ceemoe [lyxa y npockomuduju bBozopoouuune upxee y Mopauu, [in:] The Monastery of Moraca, ed.
B. Tobi¢, D. Porovid, Belgrade 2006, p. 196; A. DEYNEKA, The Ackland Sophia: Contextualizing, In-
terpreting, and “Containing” Wisdom, Chapel Hill 2007, p. 34; V. TSAMAKDA, Darstellungen der Hagia
Sophia bzw. der Weisheit Gottes in der kretischen Wandmalerei, BZ 101, 2008, p. 227; C. 30/I0TAPEB,
Codpust IIpemyopocmo Boxcus. IIpobnemvl u nepchekmugol penuzuo3Ho-PunocoPckozo u uckyccm-
806e0ueck020 ocmvicnenus, TPIP 44/45, 2008, p. 299-300; E.B. TroMoBA, “IIpemydpocmu co3oa
cebe dom” 6 6ozocnosckoli u uzobpaszumenvroti mpaounyuu XIV 6., [in:] Cepbcko-pycckue numepa-
mypHote u kynomypHoie céasu XIV-XX es., ed. JL.LK. TasprommmHa, Cankr-Iletep6ypr 2009, p. 7;
I.C. KONIIAKOBA, 0p. cit., p. 77-78, 287; M. UxeHKENM, Cumeonuueckas cés3v [Ipemyopocmu Boxcue
u Eexapucmuu 6 cepbckom monymenmanvrom uckyccmee XIII-XIV 6., CRe 4, 2010, p. 134.

* J. MEYENDORFF, L’iconographie..., p. 270; T.A. CunoroBa, op. cit., p. 222; I.M. TIpoxopros, op. cit.,
p. 9; K.C. FELMY, op. cit.,, p. 43; L. LIrS1c, La Sapienza..., p. 59; JLM. EBCEEBA, ITup IIpemydpo-
cmu..., p. 194; JI. JInomnn, Cogust IIpemydpocmo boswus..., p. 11; IDEM, [Ipemyopocmo..., p. 142;
M. OSTERRIEDER, 0p. cit., p. 41; V.M. 'HoPBEBUE, op. cit., p. 196; C. 30/10TAPEB, op. cit., p. 300;
M. YUXEHKEWN, op. cit., p. 134.

¢ P. HuNT, The Wisdom Iconography of Light. The Genesis, Meaning and Iconographic Realization
of a Symbol, Bsl 67, 2009, p. 103.
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adorned with a glory composed of two figures: a blue rhombus and a gold circle
in which a cross is inscribed (typical for the images of Christ)”. Moreover, the
figure of personified Wisdom is surrounded by several concentric circles and her
silhouette seems to shed rays of light®.

The Ohrid depiction is a fairly faithful illustration of the text of Prov 9, 1-6. Next
to the figure of Sophia there is a table on which is a bowl for bread, a jug of wine and
abook, open to Prov 9, 5: "EXOete payete 1OV €udv dptwv kal miete (Come, eat my
bread, and drink the wine which I have mingled for you!)°. The items placed on the
table as well as the above-cited quotation seem to be a clear allusion to the sacra-
ment of Eucharist'. On the right side of the iconographic scheme three servants
of Sophia are represented, giving them the shapes of enticing young women, dressed
- like their lady - in the ancient style. One of them is holding an amphora in her
hand, whereas the other two carry loaves of bread''. Behind them there is a large
building in the shape of a three-aisled basilica, surrounded by a portico, where you
can easily see seven columns. Most likely, there is a depiction of Wisdom’s House,
described in the Book of Proverbs, which is supported by seven pillars'.

7 1.D. STEFANESCU, op. cit., p. 140; J. MEYENDOREF, L’iconographie..., p. 270; S. DER NERSESSIAN,
Note..., p. 215; EADEM, Program..., p. 341; P. BALCAREK, op. cit., p. 600; M.V. MARINI CLARELLI,
op. cit.,, p. 58; JL.M. EBCEEBA, ITup IIpemyopocmu..., p. 194; M. OSTERRIEDER, op. cit., p. 41;
V.M. DOPBEBUTE, 0p. cit., p. 196; C. 301I0TAPEB, 0p. cit., p. 300; M. YXEHKENN, 0p. cit., p. 134. In East-
ern Christian literature, starting from the times of the Fathers of the Church, the Old Testament
Wisdom was usually identified with the second person of the Trinity - the Son of God. The Hagia
Sophia churches in Byzantium were devoted to him, the theological treatises and hymnographic texts
(for example the canon for Holy Thursday by Cosmas of Maiuma) were written in honour of him
and he was represented on “Sophia” icons. I have attempted to analyse this issue in: Z. BRzozowska,
The Church of Divine Wisdom or of Christ — the Incarnate Logos? Dedication of Hagia Sophia in Con-
stantinople in the Light of Byzantine Sources from 5" to 14" century, SCer 2, 2012, p. 85-96; EADEM,
Sofia — Mgdros¢ Boza. Przymiot, energia czy odrebna osoba Boska w teologii Kosciota wschodniego (do
XV w.), Hy 20, 2013, p. 1-21; EADEM, Sofia — upersonifikowana Mgdro$¢ Boza..., p. 22-86.

8 T.A. CnpioroBa, op. cit., p. 222; K.C. FELMY, op. cit., p. 43.

°J. MEYENDOREF, L’iconographie..., p. 270; S. DER NERSESSIAN, Note..., p. 215; EADEM, Program...,
p. 341; P. BALCAREK, op. cit., p. 600; K.C. FELMY, op. cit., p. 43; M. OSTERRIEDER, o0p. cit., p. 41;
C. 3071OTAPEB, 0p. cit., p. 300; M. UXEHKEW, op. cit., p. 134.

12 J. MEYENDORFF, L’iconographie..., p. 270; T.A. CunoroBa, op. cit., p. 222-223; P. BALCAREK,
op. cit., p. 600; M.V. MARINI CLARELLI, 0p. cit., p. 58; A. DEYNEKA, op. cit., p. 34-35; C. 30/IOTAPEB,
op. cit., p. 300.

" 1.D. STEFANESCU, 0p. cit., p. 140-141; ]. MEYENDOREEF, L’iconographie..., p. 270; T.A. CnjiopPoBa,
op. cit., p. 222; S. DER NERSESSIAN, Program..., p. 341; .M. TIpoxopPoB, op. cit., p. 9; P. BALCAREK,
op. cit., p. 600; K.C. FELMY, o0p. cit., p. 43; .M. EBCEEBA, ITup IIpemyopocmu..., p. 194; M. OSTERRIE-
DER, 0p. cit., p. 41; C. 30M0TAPEB, 0p. cit., p. 300; M. UXEHKENW, op. cit., p. 134.

12]. MEYENDOREF, L'iconographie..., p. 270; T.A. CuLOPOBA, 0p. cit., p. 222-223; S. DER NERSESSIAN,
Program..., p. 341; P. BALCAREK, op. cit., p. 600; M.V. MARINI CLARELLIL, op. cit., p. 58; L. L1FSIC, La
Sapienza..., p. 59; .M. EBCEEBA, ITup IIpemyopocmu. .., p. 194; JI. Jluowmn, Copus ITpemyopocmo
Boxus..., p. 11; IDEM, IIpemydpocmep..., p. 142; M. OSTERRIEDER, 0p. cit., p. 41; C. 30JI0TAPEB,
op. cit., p. 300; M. UXEHKENW, op. cit., p. 134.
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A quite unusual development of the theme of Sophia’s banquet is found on
a painting which decorates the eastern wall of the narthex of the Church of the
Entrance of the Holy Mother of God into the Temple, being a part of the Hilan-
dar Monastery on Mount Athos". Unfortunately, the original polychromy of the
interior of the church, created most probably in 1320-1321"* underwent extensive
“renovation” at the beginning of the 19" century, as a result of which significant
parts of the paintings lost their original form'. According to experts on the issue,
the current iconographic scheme - illustrating Prov 9, 1-6 — can be considered
with some degree of uncertainty as a monument dating from the 14™ century
made at the behest of Stephen Uros II Milutin of Serbia’®.

In the Hilandar artefact there is a laid table, at which three winged figures feast.
According to many researchers, one of them, located - as in the above-discussed
painting of Ohrid - on the left side of the iconographic scheme, can be identified
as the personification of Divine Wisdom'”. She is sitting on the throne, supporting
her feet on a footrest. She is enshrouded with sidelong robes: chiton and himation
in contrasting colors. Using her left hand Sophia is reaching for a vessel located
in front of her on the table. She seems to reach her hand out towards the other
participants of the feast.

The most fascinating element of the depiction is the fact that personified Wis-
dom is shown here with three identical heads, surrounded by a joint rhomboid
glory’®. These types of image are very rare in Byzantine art'’’ and seem to suggest
that the figure of Sophia should be recognized as the personification of all persons
of the Trinity*. The Trinitarian connotations on the Hilandar iconographic scheme
is also suggested by the two other figures accompanying the Divine Wisdom at the
table. Looking at the painting, at first glance, three angels feasting together can

1 J. MEYENDORFE, L’iconographie..., p. 272; JLM. EBCEEBA, [J6e cumsonu4eckue KOMNO3UUUL. ..,
p. 140; P. BALCAREK, op. cit., p. 601; B. Top1¢, Serbian Medieval Painting. The Age of King Milutin,
Belgrade 1999, p. 60, 83, 105, 153, 165, 198, 353-354; J1.M. HOPBEBUTE, 0p. cit., p. 196; C. 30/I0TAPEB,
op. cit., p. 299-300.

4 JI.M. EBCEEBA, [J6e cumeonuueckue Komnosuyuu..., p. 140; P. BALCAREK, op. cit., p. 601; B. Top1¢,
op. cit., p. 353; VI.M. HoPBEBUH, 0p. cit., p. 196; C. 30/10TAPEB, op. cit., p. 300.

15 S. DER NERSESSIAN, Program..., p. 341; J1. M. EBCEEBA, []6e cumsonu4eckue KOMNO3uyuu. .., p. 140;
P. BALCAREK, op. cit., p. 601; B. Top1¢, op. cit., p. 60, 353; VI.M. HOPBEBUE, op. cit., p. 196.

16 J1.M. EBCEEBA, []ge cumeonuteckue komnoduyuu. .., p. 140; VI.M. HoPBEBUT, op. cit., p. 196.

7 A.M. AMMANN, op. cit., p. 145; S. DER NERSESSIAN, Program..., p. 341; .M. EBCEEBA, [[6e cumso-
JuvecKue KOMNO3uuulU. ..., p. 140; P. BALCAREK, op. cit., p. 601; VI.M. HoPBEBUE, op. cit., p. 196.

'8 S. DER NERSESSIAN, Program. .., p. 341; JL. M. EBCEEBA, []6e cumsonuueckue KOMNO3uyuu. . ., p. 140;
P. BALCAREK, op. cit., p. 601; VI.M. DOPBEBUTE, op. cit., p. 196.

' A.M. AMMANN, 0p. cit., p. 145; ]. MEYENDORFE, L’iconographie. ..., p. 272; J1. M. EBCEEBA, [[6e cumso-
JiuMecKUue KOMNO3UYUU. .., p. 134-146; V1.D. MEEHIOP®, Tema..., p. 246; IDEM, Wisdom-Sophia.. .,
p- 394; P. BALCAREK, op. cit., p. 601; B. Top1¢, op. cit., p. 60, 83, 105, 165, 351, 354; V.M. HOPBEBIE,
op. cit., p. 196; C. 30JI0TAPEB, 0p. cit., p. 299-300; M. MARTENS-CZARNECKA, The Wall Paintings from
the Monastery on Kom H in Dongola, Warszawa 2011, p. 155-159.

20 JI.M. EBCEEBA, [[6e cumsonuueckue KoMno3uyuu.. ., p. 140; P. BALCAREK, op. cit., p. 601.
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be seen, which is a scene that can be easily associated with depictions of the Old
Testament Trinity. However, in the discussed artefact some clear references to Prov
9, 1-6 can be found. Certainly, one of them is a richly decorated canopy put over
the heads of the feasting persons, which is supported by seven pillars. The placing
of the image of biblical King Solomon on the right side of the iconographic scheme
seems to be of great importance®..

Almost at the same time, on the initiative of King Stephen Uro$ II Milutin
of Serbia, another monument of Serbian art was created, which contains a repre-
sentation of personified Divine Wisdom, feasting in the house built by herself - it
is a painting from 1321, which decorated the eastern wall of the altar in the Church
of the Annunciation in the Gracanica Monastery*.

Sophia sits in the center of the iconographic scheme at the table on which there
is only a parchment and writing material. She is covered with a purple robe with-
out sleeves, which clearly emphasizes her bustline. Her head is uncovered and sur-
rounded by a gold and circular glory. Behind her a pair of outstretched wings can
be seen. In her left hand, as if in reference to the most archaic forms of sapiential
iconography, the personified Wisdom holds a scroll of parchment, whereas in the
right hand she holds a reed pen®.

Despite the relatively free treatment of the issue one cannot have any doubts
that the painting is actually an illustration of a story from the ninth chapter of
the Book of Proverbs. A lesible inscription, located in the upper part of the
depiction informs us about it: ngkm[yp]pocTs cnsa cek xpamn®’. Moreover, behind

'S. DER NERSESSIAN, Program..., p. 341-342; J.M. EBCEEBA, J]6e cumsonuueckue Komnosuyuiu. ..., p. 140.
2 V.R. PETKOVIG, 0p. cit., p. VI, 53; A.M. AMMANN, op. cit., p. 145; ]. MEYENDOREF, L’iconographie...,
p- 270, 273; S. RADOJCIC, La table..., p. 220; J1. M. EBCEEBA, [[6e cumsonuueckue KOMnO3uyuu. .., p. 139;
C. Pagiorans, O Tpnesu IIpemydpocmu..., p. 226; I.M. IIPOXOPOB, op. cit., p. 8; VI.®. MEVEHIOP®,
Tema..., p. 246; IDEM, Wisdom-Sophia..., p. 394; B. )KXuBKoBus, Ipauanuya. Lipmesxu ¢pecaxa, be-
orpapn 1989, pl. VII; P. BALCAREK, op. cit., p. 600; K.C. FELMY, op. cit., p. 44; L. L1r8ic, Die Ikone...,
p- 31, 35; B. Top1c, op. cit., p. 252, 330-331; IDEM, Ipauanuya. Cauxapcmeo, Ilpymrruna 1999, p. 80,
144; JI.M. EBCEEBA, ITup Ilpemyopocmu..., p. 194; JI. JIneumu, Copus Ipemyopocmo Boxcus...,
p. 10-11; H. IImoBaPOBA, IIpemyopocmv u Llepkoeo..., p. 324; JI. JInommt, IIpemyopocmo...,
p. 140; B.I. BriocoBa, op. cit., p. 61, 66; VI.M. 'DOPBEBUT, 0p. cit., p. 196; A. DEYNEKA, op. cit., p. 34;
M. GLIGORIJEVIC-MAKSIMOVIC, Classical Elements in the Serbian Painting of the Fourteenth Century,
3PBU 44, 2007, p. 366; M. TENACE, Le sens des représentations de la Sophia comme ange dans la tradition
orthodoxe russe. Un pont entre teologie, philosophie et art, JEaCS 59, 2007, p. 267; V. TSAMAKDA, op. cit.,
p. 227; C. 30/I0TAPEB, 0p. cit., p. 299-300; E.b. 'POMOBA, op. cit., p. 7; M. UXEHKENH, 0p. cit., p. 136.
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the personified Wisdom is a portico with seven columns, which is a symbol clearly
referring to the text of Prov 9, 1-6*. In the painting there is also a place for the
servants of Sophia: they approach from both sides the table, behind which sits their
lady, and their silhouettes - like that of the iconographic scheme from Ohrid show
the strong influence of ancient aesthetics. Yet, this time the creators of the consid-
ered artefact showed a remarkable inventiveness: the loose robes of both girls and
musical instruments (tambourines?) in their hands make us guess they are dancers
or musicians rather than regular servants®.

At this point it is worth noting one more element: the considered iconographic
scheme, like the painting from the Hilandar Monastery discussed above, evokes
in the viewer — through careful placement of characters — an association with
the representations of the Old Testament Trinity. Interestingly, in the iconogra-
phy of the interior of the Annunciation Church the image of three angels hosted
by Abraham and Sarah was placed in a close proximity to the scene of Sophia’s
banquet®.

Unquestionably, the most developed form of the scheme can be found in the
paintings — made in 1343-1348 — that decorate the vault of the chapel of St. Nich-
olas, which is part of the Serbian Visoki Dec¢ani Monastery. It contains a group
of four thematically related scenes, which are a very faithful illustration of the
story of the ninth chapter of the Book of Proverbs™.
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cmu..., p. 194; B.I. briocosa, op. cit., p. 66; C. 30JI0TAPEB, o0p. cit., p. 300; M. UXEHKENH, op. cit., p. 136.
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In the painting, located in the western part of the vault, there is Lady Wisdom
sitting on a throne next to a table laid for a feast. The image refers to the represen-
tation of Sophia, common in 14™-century Serbian painting: she is covered with
a pink chiton, trimmed with a gold ribbon around the neck and a green himation.
The head is uncovered and adorned with a glory composed of two figures - a gold-
en circle, behind which the contours of a rhombus are visible. Behind Sophia there
is a pair of wings. The personified Wisdom holds in her left hand a scroll of parch-
ment and she puts her right hand up. In the background there is a building, which
is certainly a representation of the house of Sophia. In the upper part of the scheme
there is a quote from Prov 9, 1 (Wisdom hath built herself a house, she hath hewn
her out seven pillars)®.

In the northern part of the vault there is a painting that illustrates Prov 9, 3-4
(She hath sent her maids to invite to the tower and to the walls of the city: Whosoever
is a little one, let him come to me!). Again there is a generously laid table and behind
it are two winged figures, most probably - the images of the maids of the Lady
Wisdom. The figure on the left holds in her hands a loaf of bread and her compan-
ion holds up a cup of wine®. The interpretational context is thus extended by clear
connotations of the Eucharist®. The third scene, located in the eastern part of the
vault, is worst-preserved. In the center there is a table with a purple canopy on it.
The figure represented on the left side of the painting can be interpreted - by anal-
ogy with the above discussed depictions of Ohrid and the Hilandar Monastery — as
the image of the personification of Divine Wisdom inviting people who want to
accompany her to the feast. The representation was likely accompanied by a quote
from Proverbs 9, 5 (Come, eat my bread)>.

In the last southern part there is a scheme based on the painted representations
of the scene of the Communion of the Apostles. The winged figure located on the
left side of the painting can probably be regarded as an image of Sophia, taking into
account the fact that the figure is covered with identical robes as the personification
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of Divine Wisdom in the first scene of the group. She leans in the direction of an
imaginary group of people next to her, giving a cup of wine to the man standing
closest to her. In the upper part of the depiction there is an inscription taken from
Prov 9, 5 (drink the wine which I have mingled for you!)*.

The tendency to depict Divine Wisdom in the form of a young woman, dressed
in costume based on the ancient Greek fashion, spread in the land of Eastern Slavs
in the second half of the 14™ century. At the end of the century the first attempts
to develop the story in terms of iconography, originating from the ninth chapter
of the Book of Proverbs, appeared in the Russian art. Perhaps the oldest known
example of the illustration of Prov 9, 1-6, coming from Russia, is a miniature,
located in the lower right corner of the 63™ card of the Kiev Psalter (1397, PHB,
OJIJII £. 6) right next to the text of Psalm 45*. There is a small-sized figure, rep-
resented inside a building with three domes with a cross. Putting both hands up, it
seems to support the ceiling of the building. Its head is uncovered and surrounded
by a circular, golden glory. Behind this there is a pair of outstretched wings®. It
is also worth nothing that the figure is covered with an unusual kind of robes.
They do not resemble — which one would expect given the means of representing
Sophia in South Slavic painting — an ancient female chiton, evoking associations
with the official regal costume (purple robes with a gold sash and dark red shoes)*.
The image seems to anticipate certain elements of the representation of Divine
Wisdom, typical of the art of Novgorod the Great in the 15" and 16™ centuries.
In the upper part there is an inscription, which leaves no doubts of the identity
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of the figure, shown in the miniature: traa cogia¥. Experts are inclined to assume
that the work contains a representation of the personification of Divine Wisdom,
building a house for herself**.

It is much harder, however, to give a definitive answer to the question why the
depiction, referring to Prov 9, 1-6, was included by the creators of the Kiev Psalter
in the form of illustrations to the text of Psalm 45. As emphasized by the researcher
of the manuscript, G.I. Vzdornov, it is an unprecedented representation. In none
of the preserved Byzantine and Slavic Psalters is there an image referring to the
story of the ninth chapter of the Book of Proverbs®. Furthermore, the minia-
ture, which adorns the 63™ card of the manuscript, does not show any conver-
gence in style and composition with the scenes of Sophia’s banquet, known from
14™-century Serbian fresco painting. The only other artefact that could - with
some degree of uncertainty - be considered a source of inspiration for the creators
of this painting is a headpiece, which adorns one of the cards of Branko Mladenovi¢
Psalter, created in 1346 (currently kept at the National Library in Bucharest).
A building with a dome and an inscription (ngkamoyapo[cmh] cus[pla cesk xpam) is
represented on it*.

The representation of the scene of Sophia’s banquet, which certainly served
as a model for other later depictions of this type, known from the Eastern Slavs,
seems to be a painting from the church of the Dormition of the Mother of God
in Volotovo*'. It was completely destroyed during World War II. The examination
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of the polychromy, which adorns its interior - made most likely in the 80-90°
- must therefore be carried out on the basis of photographs and drawings, prepared
in the first quarter of the 20™ century**.

The painting had the form of an elongated rectangle®. In the lower left corner
there are the contours of a table, on which, however — in contrast to the above-
discussed Balkan iconographic schemes - there is nothing*. Above it, as if in the
background, there is a building, which resembles an ancient Greek sanctuary sup-
ported by seven pillars®. On its roof, in the upper left corner of the painting there
is a figure holding in its left hand an unfolded parchment. The inscription on it
was read: nge[myapoc]m[] cospa co[Re] xpamn n [y]TRegAH cToans 7 [3a]KAa cRoA
Ke[p]TR[enaa n pacTRoJpn [B] ua[we cRoe]u [BHNO M y]romo[R]a cRok Tpanesy nocaa
cro[ero] paga*. The above-mentioned quote can be identified as being from the
Book of Proverbs 9, 1-3*. It is much more difficult to interpret the depicted figure
next to the inscription. Perhaps it is an image of biblical King Solomon who, in the
Middle Ages, was considered the author of the Book of Proverbs*. A further part
of the scheme contains a depiction of Divine Wisdom sitting on a throne with her
back to the viewer. Sophia is covered with regal robes as was the case in the minia-
ture from the Kiev Psalter and on later icons from the Novgorod the Great. In one

idea of T.A. Sidorova, who assumed that the inclusion of the Sophia’s banquet in the interior of the
church in Volotovo was intended to oppose the Novgorod heresy of the strigolniks, has been rejected
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hand she holds a long sceptre. Her head is surrounded by a poorly preserved glory,
which most probably originally had the shape of two overlapping rhombuses®.

On the right side of the Divine Wisdom one can see the barely noticeable
figures of her three servants, who (as in the Book of Proverbs) kill animals for the
feast>’. Above them there is a figure of an old man holding a scroll in his hands.
Unfortunately the inscription on it did not survive into the beginning of the 20*
century’'.

In the central part of the work there is a scene which resembles a representation
from the Visoki Decani Monastery: a group of servants give cups of wine to the
people®”. To the right of them there is another male figure who holds a scroll in his
hand, with a fairly well-preserved inscription:

[Belernn[n]a [u]n[o]pameana kus[uly Be[3 ulucaa nge[mylalpolemn B[o]k[H]a cospa
Xpams cBo o nple]lu[n]cThia BesmykunIA m[a]T[e]pe u[e]pk[o]BK NAOTHY OBAKH CORE
CAAREN'R NMPOCAARHCA X[pHcTo]er B[or] s Haww.

It is not difficult to note that this is a quote from one of the troparions from the
first stanza of the canon of the Matins of Holy Thursday by Cosmas of Maiuma,
in which the process of building a house by Divine Wisdom is compared to
the act of Christs incarnation in the human form through the Virgin Mary*.
In this context it seems quite probable that the two male figures, represented on
the painting are, as it has been suggested in the literature, the images of those
Byzantine hymnographers of the 8" century to whom Eastern Christian liturgical
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poetry owes the most important works devoted to Sophia: Cosmas of Maiuma and
his half-brother, John of Damascus, the author of the Canon of Pascha™.

On the right edge there is — as if in reference to the text of the canon of the
Matins of Holy Thursday - an image of the Virgin and Child. The intention of the
anonymous artist is quite clear: the house of Sophia on the left side, a representation
of a person, who in the hymnography of the Eastern Church was associated with
it on the right one™.

The painting from the church of the Dormition of the Mother of God
in Volotovo is probably the oldest known attempt at the development of that
motif of the Sophia’s banquet in terms of iconography, coming from the East
Slavs. In the discussed depiction there are references to the earlier iconographic
schemes of this kind, emerging in the Balkans in the 13" and 14" centuries as
well as some innovative elements, which in time would become typical of Russian
representations, illustrating the story from the ninth chapter of the Book of Proverbs.

The most representative example of the East Slavic variant of the discussed
iconographic scheme is the icon that was originally created for the church of the
monastery of St. Cyril located in the vicinity of Novgorod the Great”. This artefact,
dated to the end of the 15" century®® or the first half of the 16" century (up to
1548)*, is now located in the collection of the Tretyakov Gallery in Moscow
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(inventory Ne 28830)%. The icon - like many other 16" century Russian sacral
paintings — is a well-developed image in terms of composition®. The scene
of the feast, laid by Lady Wisdom is included. The figure of Sophia is located on
the left side of the depiction - just as it is in the painting in the church of the
Mother of God Peribleptos in Ohrid, in the Hilandar Monastery or the church
in Volotovo. Her image was agreed with the typical sapiential iconography, which
was already widespread in that period in Russia - like the ancient representation
of muses. Sophia is wearing a white chiton, which uncovers the shoulders and
clearly emphasizes the bustline. It is worth noting the windswept robes shown
in almost the same way as in miniatures adorning Russian Gospels of the 15" and
16™ centuries (e.g. MI'Y, 2 Bg 42; PI'B, ¢. 247, Poroxck. Ne 138; BAH, 13.1.26).
The head of Sophia is uncovered and surrounded by a glory, consisting of two
rhombuses in red and green. The Divine Wisdom sits on a throne, supported by
seven pillars. In her right hand she holds a long sceptre and in her left she holds
the Eucharistic chalice®.

Interestingly enough, the figure of Sophia is surrounded by an extensive
mandorla, consisting of several concentric circles. Perhaps the introduction of the
element to the depiction should be explained as a reference to the theological
concepts of Pseudo-Dionysius the Areopagite. It may be suggested by the placement
of angelic figures in the two outer circles, described in the pages of the Celestial
Hierarchy: seraphim, cherubim, thrones (first-sphere angels, which are closest to
the Creator) in the red field and the angels of lower orders in the green and brown
circle, which is most distant from Divine Wisdom®. It cannot also be excluded
that it is an attempt of iconographic representation of the most important themes
of the theology of Gregory Palamas. The circles directly surrounding Sophia are
almost completely black, which can be interpreted as a reflection of the image
of the unsearchable nature of God. Angels located in further spheres (red and
green) would, in this context, be the personification of God’s uncreated energies®.
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The icon is, above all, a faithful illustration of the text of Prov 9, 1-6. Next
to the figure of Sophia there is a table laid for a feast, at which her servants are
bustling about. One of them pours wine from the amphorae in the ground into
pots and cups. Behind him two other men kill calves which are to be eaten during
the feast®. In the background there are seven servants of Divine Wisdom, giving
out — in the same way as on the Volotovo painting — cups of wine to people®.

There are also three other figures that appear in the same context on a wall painting
in the church of the Dormition of the Mother of God in Volotovo. On the right side
there is a figure of the Virgin and Child in an identical mandorla as Sophia. The
glory consists of several concentric circles, the last of which, the most external one,
includes red figures of seraphim and cherubim®. On the back facade of the building
there appears a male figure, depicted in regal purple robes and a gold crown. It can
be identified as King Solomon. He holds in his left hand a scroll with a quote from
Prov 9, 1°. At the foot of the Mother of God is another figure of a saint. His attire
(dark brown cloak and white turban on his head) seems to suggest that it is a portrait
of John Damascene®. However, a different interpretation can be adopted if one takes
into account the text located on the scroll the saint holds (geegun[n]an n xug[o]Ts
noAaTeANAA M[yAlpocTh Boxia cos[pla xpa[m] cork), which is a fragment of the first
stanza of the canon of the Matins of Holy Thursday by Cosmas of Maiuma™.

In the upper part of the icon there is a representation of the house of Lady
Wisdom. It was given the form of large six-pillar basilica with seven domes (six
maller and one central)”. Below there is a depiction of seven ecumenical councils.
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This gives the impression that it is an element which was ineptly combined with
the image of a temple, probably added by a later author. It is worth noting that
although the conciliar scenes were shown fairly conventionally (each of the meet-
ings of the clergy is chaired by the emperor sitting in the center of the congrega-
tion), the 16™ century artist included a few historical details. For example, in the
depiction of the council in Chalcedon (451), which was held in the St. Euphemia
Church there is a figure of a saint resting on her tomb; in the scene of the council
in Nicaea of 787 the figures of two rulers: Empress Irene and her son Constantine
VI can be seen”. In the uppermost part of the depiction there are seven angelic fig-
ures, included in medallions. Each of them holds a scroll with a different quotation
from the Old Testament Book of Wisdom (Wis 2, 24; 1, 5; 2, 23; 1, 12; 1, 13; 2, 1)™
These figures probably represent the gifts of the Holy Spirit or the churches of the
Apocalypse of John”.

Summing up, the icon is the most complete representation of the motif of
Sophia’s banquet. It contains many direct references to the text of the Book of
Proverbs and to Christian symbolism (the sacrament of the Eucharist, the dogma
of the incarnation of Christ). A novelty is, however, an attempt to extend the inter-
pretational context of the artefact with a historical thread, represented by a fairly
realistic depiction of seven ecumenical councils™.

At this point it is worth noting that the work may have served as a model for
later artists. To this day, three 16" century icons, carved in wood, have been pre-
served, which contain representations of Sophia’s banquet, and show significant
compositional and stylistic similarity to the above painting. Perhaps the oldest
of them is a small icon, originally held in the collection of A.S. Uvarov, and cur-
rently in the collections of the State Historical Museum in Moscow (I'IM, Ne OK
9153)”. There is still a lack of unanimity as to the dating of the object. In the
literature there is information that it was created at the end of the 15" century’,
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at the turn of the century” or even in the first half of the 16™ century®. It has been
suggested the icon was made in Novgorod®.

There is no doubt that the iconographic scheme in the icon clearly refers to the
previous representations of the scene from Prov 9, 1-6, known to us from Russia.
The personification of Divine Wisdom is placed on the left side of the depiction.
Her figure inscribed in a circle is characterized by unprecedented delicacy. Sophia
sits on the throne, supporting her feet on the footrest. She is enshrouded with
ancient Greek robes, whose windswept ends seem to fall freely behind the back
of the figure. The head of Lady Wisdom is revealed and adorned with a rhombus
glory. In her right hand Sophia holds a sceptre and in her left most probably an
Eucharistic chalice®. Right next to the figure of Divine Wisdom there is a table
with two items, which would give rise to associations with the sacrament of the
Eucharist: a cup of wine and a loaf of bread. Around them the servants of Sophia
are bustling about: three of them are killing animals, one is pouring wine into cups
and five of them are giving full cups to people®.

In the upper left corner, the house of Wisdom is represented by a three-aisled
basilica, decorated with a portico supported by seven columns. There are also
a few figures which had already appeared in the same context on the icon at the
Tretyakov Gallery and described previously. On the right side there is an image
of the Virgin sitting on a throne with the Child on her knees. It is surrounded by
a circular nimbus. Just above the figure of the Virgin there are seven medallions
with the busts of angels. Next to the facade of the house of Wisdom there are
also two male figures holding scrolls in their hands. They may be interpreted as
King Solomon and Cosmas of Maiuma®!. Unfortunately, it is impossible to read the
inscriptions now, due to a bad condition of the object.

The representation of the scene of Sophia’s banquet on two other icons carved
in wood should be regarded as a faithful representation of the same scheme that
shaped the depiction on the icon from the collection of Uvarov. The examination
ofboth will, therefore, be limited to the identification of the elements differentiating
the three artefacts.

The perfectly preserved representation of Sophia, holding a feast in the house
built by herself, can be found on a miniature relief icon, which now belongs to
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the collection of the State Russian Museum in St. Petersburg (I'PM, Ne [TP]1-47)%.
It was made - according to the inscription on the reverse — by a priest named
Ananias and then offered by Fyodor Ivanovi¢ Yaroslavovi¢ to Fyodor Ivanovi¢
S¢epin: AdNd EhIGTh KHA3EMEh ®EAO0POMTE HRANORHYEM'H APOGA-
EH4Y4 ®EA0POY HRAHOEHYOY HIGNHHOY POEHAL IOI'L AHAHHA®. The
first of the above-mentioned figures can be identified as the Duke of Pinsk Fyodor
(died 1525)¥. On this basis it should be assumed that the artefact was created
in the Grand Duchy of Lithuania. Moreover, a paleographic analysis of the quote
of Prov 9, 1-2 on the icon suggests that it was taken from the so-called Bible by
Francis Skoryna — an old print issued early in 1517. The date of creation of the icon
should therefore be limited to between 1517 and 1525%.

The personification of Divine Wisdom is represented in almost the same way as
on the icon coming from the collection of A.S. Uvarov. Sophia sits on the throne,
supporting her feet on the footrest. She is covered with a chiton and himation
on her shoulder. Her head is uncovered and surrounded by a standard circular
nimbus. In her left hand she holds a scroll and stretches out her right hand as
a gesture of blessing. Interestingly, the gender of Sophia cannot be clearly defined.
The figure is massive and the hair is short. Perhaps the intention of the author was
to represent not a female personification of Divine Wisdom, but Christ Emmanuel.
This can be proven by the inscription located next to the figure: HG XG. The figure
of Sophia is surrounded by a circular nimbus with an inscription in the rim: 3dRAd
GRO4 KPTEH YEPIARIIA YIIH BHHO (Prov 9, 2)¥.

The scene of Sophia’s banquet is presented in a fairly conventional way. Next
to the figure of Sophia there is an empty table around which servants are bustling
about: two of them kill animals, one pours wine, and others are giving filled cups
to people gathered around them. Above this there is the facade of the house
of Wisdom. King Solomon leans out from the balcony, holding a scroll with the
text of Prov 9, 1: IPMAPOGTh GO3Ad GOEE XPMh H {TEPAH GTAIl GAMA.
On the right side there is an image of the Mother of God with Child surrounded by
a glory with a fragment of the Anaphora of St. John Chrysostom depicted in its rim:
YEGHEHIIY 10 XEPYEHMh H GAdRHEHIIYIO RO HG[THHY GEPADHML].
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p. 12; K.C. FELMY, op. cit., p. 60, 62; J.M. EBCEEBA, ITup IIpemyopocmu..., p. 196; E.b. TPOMOBA,
op. cit., p. 20; B.I. Briocosa, Cogpus ITpemyopocmu Boswus..., p. 115; B. ITy1ixo, op. cit.; C. 30/I0TAPEB,
op. cit., p. 304.

8 VIL.L. IIIEMAHOBA, 0p. cit., p. 214; B.T. Briocosa, Cogus ITpemyopocmo boxcus. .., p. 115-116.

¥ A. YBAPOB, op. cit., p. 4; T.A. CuJIOPOBA, o0p. cit., p. 212; VL.V. TINEMAHOBA, op. cit., p. 209, 214;
K.C. FELMY, op. cit.,, p. 60-62; B.I. briocoBa, Cogus IIpemyopocmo Boxcus..., p. 116; B. IIviiko,
op. cit.; C. 30/I0TAPEB, 0p. cit., p. 304.

8 B. ITy1iKo, op. cit.

8 VLWL IDIEMAHOBA, op. cit., p. 211; K.C. FELMY, op. cit., p. 61; B.I. Briocosa, Cogus ITpemyopocmo
Bosxcus..., p. 1155 B. Ilyiko, op. cit.
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Below, there is a figure of Cosmas of Maiuma holding a scroll with a quote from
the first stanza of the canon of the Matins of Holy Thursday: RGERHNHA MTOA4-
TeANd MYAP[OGTL]. In the upper part there are seven medallions with busts
of angels. Above there is the following inscription: GO®EH [IIPEMYAPCTh
RiKHA AdHA BLRIGTh KN3ME ®EAOPOMT: HE™.

It should be added that one more icon carved in wood has survived to this
day, which - thanks to the inscription in the upper part — can be considered an
object prepared at the request of the Duke of Pinsk Fyodor Ivanovi¢ Yaroslavovic.
Interestingly enough, for a long time it was known solely thanks to a drawing
from mid-19" century attached to an article devoted to Russian art in the museum
collections of Paris®. The layout of the icon is almost identical to the above-
discussed depiction of the scene of Sophia’s banquet. The differences are limited
only to minor details, such as distribution of dishes on the table, lack of mandorla
surrounding the angelic figures and minimal discrepancies in the method of staging
the figures. The only element that makes it possible to give a clear (negative) answer
to the question whether the icon from the Paris collection and that from the State
Russian Museum, is the same one is the accompanying inscription. It can be read
as follows: GO®EH NNPEMYAPOCGThL KA RPORAEHA IOREAGHIEMh EATO-
REPHA KH3d ®EA0PA HRAHORIYA APOCAARYA*.

An interesting representation of Sophia’s banquet can be found in a part
of a foldable icon, made in the 16™ century for the Ipatiev Monastery in Kostroma®.
In this small artwork, carved in bone, there is Sophia sitting next to a richly
laden table. Her figure was stylized to look similar to ancient images of muses:
personified Wisdom is wearing a chiton and himation. Her head is uncovered and
surrounded by a circular nimbus. Right next to Sophia’s face there is an inscription:
HG XG. Wisdom is accompanied by three servants: one of them in the foreground
kills a calf, and two other give cups of wine to people gathered on the right side
of the iconographic scheme. Above is the image of Mother of God, in a circular
mandorla. In the upper left corner there is a representation of the house of Sophia,

% VLWL IINEIMAHOBA, op. cit., p. 211; K.C. FELMY, op. cit., p. 61; B.I. briocosa, Coﬁuﬂ IIpemydpocmo
Bosxus..., p. 115; B. Ilyuko, op. cit.

' A.YBAPOB, 0p. cit., p. 1; IL. JIEBENVHLEB, Cogpust IIpemydpocmuv Boxcus 6 uxonozpaguu Cesepa u FOza
Poccuu, Kuesckas Crapuna 10, 1884, p. 565; T.A. CujioPOBA, 0p. cit., p. 212, pl. 4; VL.VI. TINEMAHOBA,
op. cit., p. 209, 210; I.M. TIPOXOPOB, 0p. cit., p. 11; E.B. TPOMOBA, 0p. cit., p. 20; B.T. briocosa, Cogus
IIpemyopocmo Boxus. .., p. 116; B. ITynko, op. cit.

> A. YBAPOB, op. cit., p. 1; I1. JIEBEAMHLEB, op. cit., p. 565; K.C. FELMY, op. cit., p. 61; B.I. briocoBa,
Cogpust IIpemyopocmov Boxcus. .., p. 116.

% H.B. IToxpoBckuit, Jpesrocmu Kocmpomckozo Mnamvesckozo monacmuips, BAU 4, 1885, p. 21;
T.A. CuioroBa, op. cit., p. 212, pl. 7; VL.V IIEWAHOBA, op. cit., p. 211; K.C. FELmY, op. cit., p. 53, 63;
M.H. T'romos, op. cit., p. 57.
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next to which there are two male figures who look at Mary. Most probably they are
King Solomon and Cosmas of Maiuma®.

The overview of Eastern Slavic art depicting the scene of Sophia’s banquet,
with reference to the compositional scheme worked out in Russia in the 14" and
15" centuries, should be concluded with a discussion of a 17-century icon made
for the Shelter of the Mother of God church, in the Rogozhskoe Cemetery of the
Old Believers in Moscow”. At first glance, this painting seems to be a true copy
of the above-described depictions. The figure of Divine Wisdom in a mandorla
consisting of several concentric circles is located at the left side of the picture.
In the foreground there is a table, around which servants are bustling about,
two of them Kkilling an animal, one pouring wine into cups which are then
distributed to the assembled people. Just above this there are the figures
of Solomon and Cosmas of Maiuma, holding scrolls in their hands. A huge
building, the house of Wisdom is right behind the king. Over the head of the
hymnographer there are eight medallions. The largest of them holds an image
of the Virgin with Child, whereas the other contain busts of angels. The picture
is accompanied by a quote from Prov 9, 1: ngemoyagocTh co3A4 CERE XpaMh
H OYTREPAH CTOAMNWE S CEAMB.

Where is the novelty then? At first, it should be emphasized that on the left
side of the picture, i.e. in the place where one would expect to find a female
personification of the Divine Wisdom, there is a figure of a long-bearded old
man sitting on a throne, surrounded by angelic figures. He is enshrouded
in a white robe and his head is surrounded by a nimbus of two rhombuses: red
and brown. It should be assumed that this is a non-canonical depiction of God
the Father like in the so-called Ancient of Days (in reference to the vision of the
prophet Daniel)””. The picture would be therefore one of the earliest pieces
of evidence of the identification of Sophia with the First Hypostasis in Russian
spirituality.

In the 17" century, a separate depiction of Sophia’s banquet, modeled upon
Western European patterns, began to form among Eastern Slavs. It will not be
discussed at this time, since it falls outside the chronological limits of this article®®.
Finally, it is worth noting that the considered motif appears in the post-Byzantine

 H.B. ITokPOBCKMIL, 0p. cit., p. 22; T.A. CrjiopPoBA, op. cit., p. 218; K.C. FELMY, op. cit., p. 63.

% H.IL. Kounaxkos, /Tuyesoii ukoHonucHwviil nodnunnux, vol. I, Mkonoepagus Iocnoda boea u Cnaca
nawezo Iucyca Xpucma, Cankt-Iletep6ypr 1905, p. 88, pl. 34; T.A. CunoroBa, op. cit., p. 212;
B.I. briocosa, Tonkosanue..., p. 298; VL.V IINEWIAHOBA, op. cit., p. 210; K.C. FELmy, op. cit., p. 53, 63.
% B.I. briocosa, Tonkosanue..., p. 298; K.C. FELMY, op. cit., p. 63.

7 K.C. FELMY, op. cit., p. 63.

% Discussion on the representations of the scene of Sophia’s banquet from the 17" and 18™ centuries
can be found in the article: K.C. FELMmy, op. cit., p. 46-53.
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period paintings that decorate the monasteries in the area of Bukovina, including
the Sucevita monastery (16" century)®.

In conclusion, the motif described in this article enjoyed great popularity in the
art of Slavia Orthodoxa. At the turn of the 14" century iconographic depictions,
referring to Prov 9, 1-6, began to appear. Initially the scene of Sophia’s banquet
became common in South Slavic painting to arrive in Russia in the middle of the
14™ century. On the artefacts that illustrate the story of the ninth chapter of the
Book of Proverbs, Sophia is usually represented as a young woman in ancient
Greek robes (chiton and himation). Her head is surrounded by a distinctive
nimbus, of two figures: a circle and a rhombus (in the Balkans) or two intersecting
rhombuses (Russia). In the images of this type it is possible sometimes to see an
attempt to identify Sophia with Christ.
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Abstract. Sophia’s banquet (Divine Wisdom’s banquet) — this type of iconography is an illustration
of a specific passage of the ninth chapter of the Old Testament Book of Proverbs: Wisdom hath built
herself a house (Prov 9, 1-6). That text became widespread in Old Russian literature within liturgical
books containing passages of the Old Testament. Also the comment of Anastasius Sinaites for Pro-
verbs 9, 1-6 was translated into Old Church Slavonic. Iconographic images of the Wisdom’s banquet
scene should be considered as a phenomenon typical of South Slavic wall paintings from the period
of fourteenth century. Later on, the discussed motif became popular in Old Russian art and began to
appear on the East Slavic icons.

Keywords: Sophia, Divine Wisdom, Book of Proverbs, medieval Slavic art
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1. 2. Sophia’s banquet - a painting
on the eastern wall of the altar in the
Church of the Annunciation in the
Serbian Gracanica Monastery, 1321.
The Old Church Slavonic inscrip-
tion in the upper register quotes
Prov 9, 1. Drawing by E. Myfliniska-
-Brzozowska.

Ill. 1. Three-headed personification of Divine
Wisdom from the scene of Sophia’s banquet
(Prov 9, 1-6). The eastern wall of the narthex
of the Church of Entrance of the Holy Mother
of God into the Temple (a part of the Hilan-
dar Monastery on Mount Athos), 1320-1321.
Drawing by E. My§linska-Brzozowska.
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