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The main function of religious art is to embody the abstract idea of God in a form that
allows its easiest perception. A central problem of any religious system is God's presence and
its adequate description. Theophanic events are never single-layered and this is a challenge
for both the spiritual writer and the spiritual artist.
One of the most enduring trends in religious beliefs in all ages and cultures is the
designation of the diversity of manifestations of the divine power, presence and action with
unifying notions. Probably the most sustainable and universal in this respect is the concept of
the "glory" of gods, through which their divinity is expressed most emphatically, most
sensually, and at the same time most unattainably for mankind. This concept is expressed
through the term "the glory of God", which is used in the theological language of all
organized religious systems to denote the manifestations of the sacred.
The radiance, which symbolizes the divine grace, power and superiority over all the
senses is a common and invariable part of the outward expression of the supernatural
character of the events connected with the manifestations and actions of God's glory.
Therefore, one of the key problems facing the visual language of any religion is to find a
concise, clear, easily doable and easily understandable form in which to express the
theophanic radiance. Thus, two of the most ancient sacred symbols in human history - the
nimbus and the aureole (mandorla) were born.
In Christian art, the mandorla has been used to depict the manifestations of God's
presence and actions. The human consciousness perceives the verbal descriptions of
theophanic events differently and is not able to create a general convention for their uniform
understanding, so the iconographic canon uses certain symbols capable of presenting the
necessary universal ideas. The mandorla is an oval, oval-pointed or round outline, which in
certain iconographic subjects encompasses the figure of the Lord Jesus Christ, the Holy
Trinity and the Theotokos or in rare cases those of some saints. It serves as a visual epitome
of the phenomenon of God's glory.
This symbol is not static and contains an internal potency for change, because the
theological concept of the glory of God undergoes its development in the course of
establishing the dogmatic structure of Christianity. Driven by the works of the Holy Fathers
and the conciliar decisions of the Church this establishment is reflected in the Orthodox
liturgical and festive tradition, in the gradual formation of the religious subjects that compose
the repertoire of Christian art. The dynamics of the mandorla symbol have become especially
visible in periods of heated theological debates concerning the means and ways of knowing
God. The most important period of that kind is that of the last century and a half of the
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existence of Byzantium, when the theological disputes between Barlaamites and Palamites
ended with the victory of the followers of the mystical theology led by St. Gregory Palamas
and the establishment of Hesychasm as the leading spiritual concept in Byzantium and its
sphere of religious and cultural influence.
Byzantine Hesychasm did not influence late Byzantine art to such an extent as to give
birth to a new iconographic school, a new iconographic style, or to form a complete artistic
trend, but it left a thematic and exegetical imprint on the artistic language of the time. The
spirit of the times and its theological atmosphere have created favorable conditions for the
proliferation of certain symbols associated with the visual expression of the ideas of
Hesychasm and the characteristics of its mystical worldview. The word influences the image
and turns it into a visual exegesis of its contemporary theological thought.
Some peculiarities in the development of late Byzantine iconography suggest that
hesychastic mysticism has left its mark on the interpretation of iconographic subjects related
to the depiction of the uncreated light of God's glory as a manifestation of God's presence
and actions. Therefore, the object of the present study is the depiction of the biblical concept
of God's glory in the late Byzantine iconographic tradition. The subject of the research is the
origin and semantics of the new type of mandorla, used as the main iconographic symbol for
the visuahzation of God's theophany in the lateByzantine art from the 14th century onwards.
The main problem of the research is to find the roots of the new type of the symbol and to
define its meaning in view of the theological tendencies of the epoch. The chronological
scope of the study is limited within the period of the so-called "Byzantine Hesychasm", from
the end of the 13th to the middle of the 15th century, in which the probable influence of the
current theological debates on the symbol of the mandorla could be seen. The territorial scope
of the study is consistent with the boundaries of the political, religious and artistic influence
of Constantinople. The aim of the study is to try to outline the birthplace and birth time of the
new complicated type of mandorla that appeared in Byzantine art in parallel with the
development of the spiritual movement of Hesychasm, as well as to offer an interpretation of
its meaning as a visual exegesis of the theological concept of uncreated light in late Byzantine
iconography.
The new mandorla type has a complex shape obtained by superimposing two
geometric figures on its traditional oval or round outline. Some researchers directly link this
model to the teachings of Hesychasm and call it the "hesychasticl' mandorla. Here we are
using the stylistic idiom "hesychastic type" of mandorla not as a hint of the existence of a
hesychastic doctrine of images, but as an indication of a probable influence of the hesychastic
ideas on the symbolic language of late Byzantine art, and we try to formulate a hypothesis
about the essence of the new late Byzantine type of mandorla as a visual symbol of the
concept of God's glory.
The hypothesis of the origin of the "hesychastic type" of mandorla put forward in this
study argumentatively challenges the insufficiently convincing theories linking its origin with
Thessaloniki or Mystras and believes that its model appeared in Constantinople. It sees the
earliest extant patterns of this mandorla in the catholicons of the metropolitan monasteries of
Chora and Pamakaristos. Constantinople as a political center in the absolute sense of the term
"politics" has always been at the heart of theological debates as well as artistic innovations. It
sets the styles, creates and distributes the models, willingly multiplied throughout the
Orthodox world. The visual model for depicting the hesychastic understanding of the essence
of the lux increate as one of the manifestations of God's glory has also appeared in the
capital.
The case study conducted on the chronology and intervisuality of the iconographic
programs of the church of the Holy Apostles in Thessaloniki and the church of the Holy
Saviour in Chora Monastery has led to the unequivocal conclusion that the chronology of the
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earliest considered pattern of the "hesychastic type" of mandorla in Thessaloniki is
completely incorrect, which means that the first surviving examples of it are the examined
frescoes in Chora. As for the authorship of the iconographic program of the Holy Apostles in
Thessaloniki, we should emphasize the opinion of some leading researchers that it is a work
of Constantinople masters, most likely members of the same atelier to which the artists of
Chora belonged. It can be assumed that the Transfiguration mosaic in the church of the Holy
Apostles in Thessaloniki repeats a lost subject from the iconographic programs of the
metropolitan churches of Chora and Pamakaristos, and probably from the destroyed church of
the Holy Apostles. A similar proof in this regard is the fact that the codex Parisinus Graecus
I 2 4 2 , which contains a Transfiguration miniature considered the first fully developed
mandorla of the "hesychastic type", is also of Constantinopolitan origin.
The conclusions of the cose study on the iconographic program of the Tomb E from
the outer narthex of the Chora Church are an additional argument in favor of the fact that
Constantinople had set the iconographic models in that epoch, including the "hesychastic
type" of mandorla. The Theotokos fresco from this tomb has a hymnological meaning
connected with the Akathist Hymn and its subject should be described not as Blachernitissa
type but as Axion Estin (It is Truly Meet) type. Its iconographic scheme demonstrates a
probable connection between the iconographic scheme of the cycle of the Akathist of the
Mother of God which occurred ca. 1300 in Constantinople and the formation of the new type
of mandorla, i.e., this model of the symbol appears in more than one iconographic subject and
all of them have metropolitan origin, emerging around the beginning of the 14th century. The
line of distribution of the new mandorla model can be traced from Constantinople, through
Thessaloniki and Mount Athos to the whole of Byzantium, and from there to Bulgaria, Serbia,
Romania and Russia.
The essence of the "hesychastic type" of mandorla relates to the theological
atmosphere of the Byzantine Hesychasm of the l4th century and more precisely to its
thematic, stylistic and exegetical influence on Byzantine art. This relation is easy to see due to
the dominant use of the new complicated form of mandorla, mainly in the Transfiguration
scenes, where the 'light-giving' (rparc6oo[a) of God's glory is the main focus. The central
theme of Hesychasm about the Taboric light connects the meaning of the mandorla with the
visualization of the lux increate of God's energies (6uvd4tsq), but the symbol also functions as
a modus of the matter transfigured by them, as well as a topos of God's presence. The word
influences the image and transforms it into a visual exegesis of theological thought, which
allows the designation of this variant of the symbol by the definition of "hesychastic type" to
mark the spectacular changes in its form - a combination of two geometric shapes (a rhombus
with concave sides and a square), superimposed on an oval or a circle, with or without rays of
light. This model of mandorla originates in Constantinople ca. the end of the 13th and the
beginning of the 14th century, but the angular-geometric elements used for its formation have
been present in the artistic arsenal of Byzantine art over the centuries.
The meaning of the "hesychastic type" of mandorla is revealed through the complex
action of its shape and coloring, which act together as a monolithic symbol with a spatial and
light-giving character. This mandorla is able to express the notion of the uncreated light and
to act as a visual theological commentary on the theme of the manifestations of God's glory in
its fullness, which is both light-giving through the radiance of divine energies and spatial
through the real presence of their Source. The emphasis on the 'light-giving' (tprttro\ooia) of
God's glory does not cancel out its spatial manifestation, and the "hesychastic type" of
mandorla clearly demonstrates this through its complex structure, expressing at the same time
the space in which God dwells and the actions of His energies.
Regardless of the different forms of the mandorla, its significance as a syncretic image
of the multi-layered manifestation of the concept of God's glory is not lost or changed. The
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complex theological content crystallized in certain models of the symbol - the fruit of a
universal artistic language, spread by Constantinople throughout the periphery of the
Byzantine Empire. The metropolitan koine contains a set of artistic forms with certain
iconographic, stylistic and technological characteristics and a homogeneous dogmatic content
established in the theological heart of the Empire. These "ready-made" models spread,
emulsifying certain local influences, but the artistic freedom and variability did not affect the
homogeneity of meaning given by the metropolis and formed around their constant dogmatic
core.
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1. Todorovao R. ,,New data about the earliest icons by the iconographers Nikola
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History of the Bulgarian art during the National Revival Period has recorded the
names of only two local iconographers from Shumen - Nikola Vasilev and Vasil Hristov
Bedelev. Biographical data about them are not rich and their artistic work has never been
systematically researched. However, over the past two years, it became clear that there are a
large number of unexplored and unpublished icons made by both painters, and some of them
are earlier than all previously known. This fact sets a new chronological framework of the
work of Vasilev and Bedelev and gives a new direction for the study of its spread and scale.
In addition, in 2015 was discovered the very first signed icon by a third iconographer from
Shumen region, remained unknown until now - David Georgiev from Marash. He worked at
the same time and in the same temples where Vasilev and Bedelev operated. All these novel
data, together with the large number of still unexplored icons and wall paintings of the three
Shumen iconographers, create a need for a thorough survey of their work, whose first task is
to explore the earliest extant patterns. Therefore, the foci of present research lays on the icons
by the iconographers from Shumen painted in 1 857- 1 85 8 for the Dormition Church in
Targovishte.

2. Todorova, R. "An Early Fourteenth-Century Visual Theology: First 'Hesychastic'
Mandorlas", Free Communication on the 23rd International Congress of Byzantine Studies,
Belgrade,2I-27 August 2016, Thematic Session "Studies in Byzantine Iconography -Part2",
p. 5. At: I'rttp: ilkyt,ilt)1*,rsl

of the complex interrelations between word and image in general, there is a
penetrating correlation of the theological thought of the time with the art in every specific
epoch, especially what concerns Byzantine culture, which has always been profoundly
religious and visual in its character. Here accent is putted on the Hesychasm and its influence
over Byzantine iconography in the first half of the fourteenth century AD, and more specific,
over the formation of a new, unusual form of mandorla as a visual symbol of God's glory,
Because

called "hesychastic" type.
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In order to explain its rise and further development in Byzantine and Post Byzantine
iconography, we will discuss the earliest few patterns of 'hesychastic mandorla' from the very
beginning of the century and will compare them with several subsequent examples. Central
point of our research will be to find out which one is the earliest known 'hesychastic
mandorl a' , and where this type of mandorla has emerged. Generally shared view claims that
the new form has been produced firstly in Thessaloniki, and the mandorla in a partially
survived Transfiguration mosaic from the Holy Apostles Church there, dated c. 1312-1314
AD, but most probably created after 1328 AD, is declared as the earliest known example.
Here we will proceed from the assumption that the prime model originates in Constantinople,
caused by the theological and artistic milieu in the metropolis, and probably found its place
first in the wall paintings of the Chora Church dated c. 1320-1321 AD or in the mosaics of
Pammakaristos Church, dated around that time or earlier. In order to support this hypothesis
we will pay special attention to the complex relationships between the first and the second
city in the Empire as well as to the development of the Hesychastic doctrine in the beginning
of the fourteenth century.
We will discuss also striking intervisuality between iconographic models, used in both
the Chora Church and the Holy Apostles Church in Thessaloniki. Here we will accent on
recent studies on the time of construction of the Holy Apostles Church, showing that it was
built in one phase and completed after 1329 AD. Therefore, its iconographic program should
be attributed most probably to the period 1328-1334 AD, when the monastery was ruled by
hegumenos Paul, known as the second ktetor of the church. Hence, we will propound a new
interpretation of the theory of the emergence of the'hesychastic mandorla', which should be
created as a model of the metropolis, under the current theological and artistic trends, and not
of the periphery, even when we speak about the second empire city of Thessaloniki.
Considering the intervisuality between the iconographic programs of the Holy Apostles
Church and the Chora Church, we could assume that the Transfiguration mosaic in the
Thessalonikean Church succeeded a lost Constantinopolitan model.

3. Todoroya, R. ,,Depictions of Christ on the early Christian vetri a fondo d'oro",
Proceedings of the Traveling Seminar Belgrade-Ljubf ana-Italian Riviera-Zagreb, 3-l I May
2016, "Innovations in Education", Pedagogical Faculty, Konstantin Preslavsky University of
Shumen. Shumen: Faber,2016, pp. 294-300, ISBN 978-619-00-0477-6
Present paper aims to analyze several major patterns of the extant early Christian
gilded glasses from Roman catacombs, made during the third and the fourth centuries AD,
which contain portraits of our Lord Jesus Christ. Here we trace out their resemblance with the
oldest iconography of the pagan solar god Helios and we search for a connection between
their pictorial composition and the later model of Christ Tetramorphos. It is hypothesized that
they may have got a special place in the formation process of the Hesychastic mandorla,
established in Byzantine art during the thirteenth and fourteenth centuries AD.

4. Todorova, R. "Orthodox Cosmology and Cosmography: Iconographic Mandorla as
Imago Mundi", Collection of Scientific Works X{ Nis: NKC,2014, pp. 143-154, ISBN -97886-61 01 -0e4- 1 (HKr_l)
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Orthodox iconography is focused on the idea of representing the cosmos, the essence
of God's creatio ex nihilo, thus serving as a visual cosmology and thence - as cosmography of
all being. Icons depict the image of the archetypal world in its integrity, unachievable for the
limited human abilities, and are ontologically inseparable from this archetype. Therefore,
although not identical with cartography, iconography has been always related with the idea of
representing the world trough symbolic images. In this context, it becomes a visual
cosmology, and hence - a kind of cosmography of all being. Although not identical to
cartography, Orthodox iconography creates symbolic images that can be interpreted as an
image of the whole world - oikoumene.
One particular example in this respect relates with the semantics and usage of
mandorla symbol. In the Orthodox iconography, the mandorla has its function as a vision of
Divine. It can be called even Imago Dei, expressing invisible to the eyes and
incomprehensible to the mind essence of God. However, in a number of iconographic scenes
the image of God is related theologically and artistically with the cosmological perceptions of
Christianity about the theocentricity of cosmos. Thus, mandorla as Imago Dei often plays the
role of a symbolic Imago Mundi.
In this regard, present paper will examine several iconographic scenes, where
mandorla symbolizes the entire Universe: early mosaics from Rome, Naples and Ravenna,
depicting Christ as sitting on a globe mandorla in accordance with the biblical verse "Heaven
is My throne, and earth My footstool" /"Is. 66:l"l; /"Acts 7:49"1 as well as /"Ps. ll4"1 and
l"Mat. 5:34-35"/; independent representations of cosmic mandorla with the Holy Cross or
with Dextera Domini; cosmic mandorla in the iconography of God KootrtorcpdrapoE, the
Crucifixion and the Exaltation of the Cross. Special attention will be paid on the current
research trend, connecting Hesychastic mandorla symbol with medieval mappaemundi. Sacral
cartographic character of the Hesychastic mandorla has been explained is two ways - trough
the religious symbolism of geometric figures and through its visual resemblance with
medieval maps and compass rosettes.
Regardless of how close or how far Orthodox icons are standing from our personal
understanding of the maps of the world, their universal cosmographical character cannot be
denied. Besides of their liturgical function, Orthodox icons play the role of means that help
men to overcome the objective limitations of human nature and to see the world in its
entireness, unachievable for the eyes. Thus, semantically complicated sign of Christian
mandorla reveals its multifold meaning as Imago Dei and orbis terrarum in the same time - a
metaphysical symbol of the "glory of God" that penetrates the entire Creation.

5. Todorovt, R.,,The forgotten iconographers: Nikola Vasilev and Vasil Bedelev
from Shumen", Proceedings of the Traveling Seminqr Shumen-Belgrade-Budapest-PragueBratislava, 6- I I May 20I 4, "Innovations in Educetion", Pedagogical Faculty, Konstantin
Preslavsky University of Shumen. V. Tarnovo: Faber, 2014, pp. 317-322,ISBN 978-619-000092-r
Present paper aims to describe in broad outlines extant historical data and preserved
iconographic production of the only ones known iconographers from Shumen during the
Bulgarian National Revival period - Nikola Vasilev and Vasil Bedelev. The text will present
the most important iconographic patterns of both artists, now part of the collection of the
Regional Historical Museum in Shumen. It will describe the most specific features of the
artistic stile of Vasilev and Bedelev, and in addition, it will elucidate its resemblance with
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other icons from the Northeastern Bulgaria during the epoch of the Bulgarian National
Revival.

6. Todorova, R. ,,Fine arts training and perspective teaching in the European artistic
and educational practice: Historical data", Annual of Konstantin Preslavsky University of
Shumen, Pedagogical Faculty, Vol. XVII D, Shumen: UI "Episkop Konstantin Preslavsky",
2013, pp. 495-501, ISSN 1314-6769
Paper aims to elucidate in broad outlines historical data about the development of the
fine arts training in Europe by emphasi zing on the methods of teaching of perspective in the
European artistic and educational practice. The history of the fine arts training has been traced

out from the very beginning, when drawing had become integral discipline in the Aristotle's
Gymnasium. Then, gradual development of a coherent system of painting training during the
Italian Renaissance, and creation of the first treatises that contain instructions how to teach
perspective has been studied in brief. After the moment of establishment of the first European
academies of fine arts, the history of methods of teaching perspective in them has been traced.
Special attention is given to the nineteenth-century two major methods of perspective training,
and twentieth-century innovation in its methodology.
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1 . Todorova, R. ,, The second Bulgarian capital between 9th and 19th century: The
iconography of Veliki Preslav in the Bulgarian national revival art", Preslav Literary School,
Vol. XVIII, Shumen: UI "Episkop Konstantin Preslavsky", 2018, pp. 356-375,ISSN 26034522

The second Bulgarian capital Veliki Preslav is related with some of the most
significant moments in the Bulgarran national fate during 9th century AD. It is the starting
point of the Conversion to Orthodoxy, the Enlightenment of the Slavs, the creation and
distribution of the Cyrillic alphabet, the Golden Age of Tsar Simeon I, etc. Event after the end
of the First and the Second Bulgarian states the regal aura of the second Bulgarian capital
Preslav as a symbol of our glorious past did not fade away. Perhaps for this reason, in the
midst of the 19th century its majesty has become a part of the artistic toolkit of the Bulgarian
National Revival Period art. Since 1864, Preslav has found its place in the iconography
scheme of SS. Cyril and Methodius, but an image of it can be seen also at an unusual place as a part of the landscape between SS. Apostles Peter and Paul in an icon painted in 1885 by
the iconographer Nikola Vassilev from Shumen. Vasilev is the Revival Period painter who
most actively portrays the Old Bulgarian capital in his icons of the Holy Brothers, adding
curious elements to the city's landscapes, so much of this study is dedicated to the analysis of
his works.
Originally presented as a fantastic 9th century landscape the image of Preslav in the
Bulgarian iconography gradually changes to an image of a modern 19th century town. The
main contribution to this process is the work of Nikola Vasilev from Shumen who painted the

8

old capital ten times between 1869 and 1896. In 1885, he represented it
for the first time as a
realistic l gth century urban landscape combined with historical elements
that remind of the
glorious past of Preslav ten centuries ago. We have to say that in
1885 Vasilev included the
landscape of Preslav in two of his icons - one of SS. Cyrii and Methodius
and another one of
SS' Apostles Peter and Paul - something that cannoi b. seen in the works
of any other
Bulgarian iconographer. However, his innovation did not end there, because
in each of his
subsequent icons of the Holy Brothers he elaborated his ideas about preslav
and interpreted its
image according to the current historical circumstances. Thus, his last icon
created in l g96
represents a realistic interpretation of a modern city with European outlook
without ignoring
of the elements of its historical background. It convinces the viewer that there is no
difference
between the grandeur of the old town from the 9th century and from the 19th
century an.

2. Todorova, R. ,,From Lozengrad to

Russia: Anastas Krakklisiyski and the
iconographic school in Shumeno', Annttat of Konstantin Preslavslqt University
of Shumen,
Pedagogical Faculty, vol. xxl D, shumen: uI .,Episkop Konstantin Preslavsky",
2017, pp.
589-609, ISSN 1314-67 69

Present paper aims to introduce to a wider audience a little-known Bulgarian
icon
painter from the National Revival period Anastas (Atanas) Krakklisiyski
Born in
Lozengrad (Kirklareli or Krak Kilise) somewhere around the mid-nineteenth
century AD,
Anastas Zograph was active for only three years and far from home at that- in
Shumen and
its surroundings. By participating in the small local iconographic atelier, led by Nikola
Vasilev, and along with Vasil Hr. Bedelev, and later *ittt- David Georgiev, Anastas
Krakklisiyski formed the missing 'ogenerational" link required for defining the ixisience
of a
small in size, but not in contributions, Shumen iconographic school. Heie we try
to outline
more clearly the chronology of his work with the icon puitrt.rr from Shumen und
to publish

new data about his artistic heritage.
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