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Abstract: Scholar poetry, particularly the epigram, has been a literary means of expression not only
of ideas and attitudes about life but also of religious sentiment and profound religious faith. Delving
into the epigrams of the second category, particularly those related to the Cross and the Crucifixion,
our attention will be focused on the presence of beauty, its meaning, and the role it played within
the category of Byzantine epigrams. The aim of this article is to identify relevant epigrams (by
anonymous or known writers), make some basic observations and reach certain conclusions
regarding the issue of beauty.

Keywords: Byzantium, Byzantine scholar poetry, Byzantine epigram, Cross, Crucifixion, Christ,
Cross wood, Byzantine MicroArt, Staurotheke, Valuable Material, Beauty, Body of Christ

... kol TNV purtwbeioav eikdva

€15 10 apyaiov avapope®oaC,

1@ Oei® koAlel cuykotéuéey ...

Kontakion of the feast of the triumph of Orthodoxy

The concept of beauty was held in high regard by the Greeks and Romans of clas-
sical antiquity, and it was thus the subject of various debates.! The ancient concep-
tion of beauty can easily be observed in the form of ancient Greek and Roman
statues.? Over time, the concept of beauty® which is linked with what is beautiful
to look at according to scholastic philosophy in the Western Medieval world was
adopted by the eastern part of the Medieval world into the Byzantine conceptual

! Plato would say that beauty is the brightness of the true (See more Evdoxiude 1980, 11). In
the work Tzrioc peilwv (Hippias Major), one of Plato’s early dialogues (circa 390 B.C.), Socrates
and Hippias set out to find a definition for “beauty”.

2 Noiig tymg &v omport vyiel / Mens sana in corpore sano. (A healthy mind equals a healthy body).

3 Of course, the concept and importance of beauty would be the focus of many philosophers,
poets, and scientists later on. Albert Einstein, for example, thought that beauty hides in mystery
and the emotion that this creates in a person (see Fadiman 1990, 6). John Keats, furthermore, wrote
that truth is beauty and this is the only thing that man needs to know on earth (see Keats 1953, vol.
11, 282-284).
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sphere, after having been further influenced by the Aristotelian thought* that
beauty is not only an aesthetic reality but a supernatural one because it can be de-
ceitful and can lure people away from truth and goodness by masking immorality.®

According to Byzantine thinking, people’s inherent longing for beauty® is
manifested through the absolute Beauty of God’, in particular of Jesus, who is
the human face of God and thus constitutes the absolute divine beauty.® It is ex-
actly this total Beauty of Christ that can be observed in artistic portrayals® such

4 Worth mentioning is Aristotle’s idea about the problem of artistic truth, where an artist does
not simply reproduce the tangible world around him; the artist has the ability to reveal the deeper
nature of things and to decode unrevealed aspects of being. In a nutshell, he believed that art must
not totally resemble things and their outward appearance, underlying the real task of a poet
(Aristotle, Poetics, 9: [1451a36-38] gavepdv 8¢ ék td@v gipnuévov kol 8t 00 10 T4 yevoueva
Aéyswv, ToDT0 oM TOD Epyov GTiv, GAL’ Olo GV YEVOLTO KOl T0 SUVOITH KATA TO £1KOC T TO AvoryKoiov.
[1451b1-4] av o ‘Hpoddtov eic pétpa tedijvor kol 0vd&v frtov dv e iotopia Tic et pétpov f
&vev HETpov GAAY T0OTM Srapépet, T TOV ULV To YEVOpEVL AEYELY, TOV 8 ola &V Yévolto).

5 At this point, it is worth clarifying the ambiguity that comes with the concept of Beauty since
this is manipulated evilly to lure the human heart, which in turn is transformed into a battlefield
between Good and Evil. A fine example of this is the biblical passage regarding the tree with the
forbidden yet visually tempting fruits (épiOtevoev 6 @eog kar E€avéteiley ék Tiig yilg mav Edlov [tree]
apaiov gig Spaotv kol koAOV gig Ppdowv. Gen. 2, 8-14). Regarding the general question of Evil in
western and eastern medieval (theological) thought, see Matcotkag 2017 and Tavvapdg 20092,

6 Basil the Great says that “puoikdg EmOvuntikoi TV KoAdY oi &vOpwnor” (Opot karé midrog,
PG 31, 912AB). | should also mention @ilokalio. (Philokalia = love for beauty), an ascetic
collection with the works of Origen, co-authored by Basil the Great and Gregory of Nazianzos
which intends to show that a spiritual eremite does not only have to be good but also beautiful,
carrying divine beauty within him in other words. After all, as noted by Gregory of Nazianzos,
God made human a carrier of His radiance (I'pnyopiov ®goldyov, Biflog B’, "Ern Totopixa, PG
37, 1327). On the works of Origen, one of the founders of Alexandrian School alongside Clement
of Alexandria, see Matcovkag 2001 104-106, Koetschau 1899-1959 and ©®HE 12, 573-595, while
for ®dilokalia see ODB III, 1656-1657.

7 Pseudo-Dionysios the Areopagite mentions that one of the names attributed to God is also
Beauty (Exx/noiacuxy Tepopyio, PG 3, 436). It should also be remembered that Orthodox Theo-
logians always saw the cognitive function of icons on the language of the beauty in God’s personal
revelation, surpassing, in this way, the objectification of concepts in the use of common language
features. Thus, they reached the identification of the knowledge of God with the experience of the
‘mental beauty’ theory of God (see, Yevdo-Atoviciog, Exkinoraotikny Tepopyia, PG 3, 473 B).

8 A beauty that is shown to us through the Grace of the Holy Spirit (see Evdokiude 1980, 20).
On the divine beauty of God, Jesus Christ and Holy Spirit (O pév Yiog &v 1@ Iotpi, g 10 émi Tiig
glkdvog KGAAOG €v Tij apyetom® popefi- O o0& Ilatip &v 1@ Yid, d¢ €v Tf €ikdvL EovTod, TO
npototunov kaAlog: Grerory of Nyssa, PG 45, 448 10 8¢ nvedpo dg M év 1@ Yid €pyopévn
Bacireio tod [Matpde, 1) MM pwg dmokaivrtovca 1O Tpladikd kdihog: Maximos the Confessor, PG
91, 701) and in general on the relation between God and beauty see Kopdapdxng 2007, 51-91.

9 Throughout the Byzantine era (with a small interval during Iconoclasm), language and image
are intertwined since language is evidence and image is illustration. Iconography can be charac-
terized as visual theology since image seems to carry an iconographic task, the static and depictive
representation of the Divine Plan. On the development of iconography, see Evdoxiume 1980, 131
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as icons,’® various pieces of Byzantine microart, as well as different literary
works, including the sacred religious epigrams that are the focus of this article.

Through the analysis of Byzantine epigrams about the Cross and the Cruci-
fixion (from the 4™ to the 15" century), a fascinating idea regarding the beauty
of Christ on the Cross during His time of passion emerges in four epigrams dating
back to the 10" and 11" centuries. As regards the beauty of the crucified and
dead Christ, the epigram that was found on the staurotheke of Limburg says!!
“O0 KéALog elyev O kpepacdeic &v EOAm, / AL’ v dpaiog kdAel Xp1oTdg Kol
Oviiokwv”.22 This is the 8-line, 12-syllable epigram® engraved on the front part
of the reliquary,** and judging by its content, it was embellished following an
order by (np6edpoc) Basil Lekapenos,™ one of the most prominent and interest-
ing figures of 10" century Byzantium.

A second such case, also focused on in this article, concerns a 10" century
epigram as well, also engraved on a staurotheke® which deals with kéAAovg 10
teprvovt’ that gushes out of “YAng 1o Aapmpov kai coeodv 1o thig téyvnge, e since

137, while on Iconoclasm see e.g. Evdokiude 1980, 151-156- Anastos 1954- Barber 1993- Barber
2002 Brubaker 2014 Brubaker/Haldon 2001- Cormack 1988 Lawler 2004, 156157 @coydpng
2016, 265-289.

10 The view by Maximos the Confessor is indicative, according to which an icon is
distinguished into three levels of knowledge, the aicOnon — sense — (the materiality of the icon),
the Adyog — rationale (the logical power of the human to verbalize synesthetic information and
transform it in epistemic knowledge) and the voog — mind — (the realization of the truth). For more
information, see Tovvapdg 20178, 336-341.

11 For more information on the “journey” of the staurotheke from the Byzantine imperial vault
to the palace in Constantinople (probably the Pharos Church or Nea Ekklesia — New Church) until
its transfer to the West after the fourth Crusade in 1204 by knight Heinrich von Ulmen and its
establishment in the cathedral of the German town of Limburg, see Kuhn 1976- Kuhn 1984.

2 Epigram 1, lines 1-2.

13 For more information about Byzantine dodecasyllabic verse and its characteristics, see Maas
1903 and Rhoby, 2011.

14 The reliquary of Limburg, a true masterpiece of Byzantine microart, contains a piece of the
wood of the Cross and ten more pieces of remains of Jesus (part of the Swaddling Clothes, the
Thorny Wreath, the Shroud, the Towel [lention], the Purple Garment and Sponge), of the Virgin
Mary (part of the maphorion and two pieces of the waistband, one from the Diocese of Zila and
the other from the Church of Chalkoprateia) and of John the Baptist (relics of his sacred hairs). For
more information see Klein 2004, 105-112- Klein 2009, 13-30- Koder 1989, 165-184- Pentcheva
2008, 75-83- Rauch/zu Schweinsberg/Wilm 1955- Rhoby 2010, 163-166 (no. Me 8), 499 (im.
25)- Hostetler 2012- Talbot Rice 1994, 104, 107, 111.

15 For information on the family of Lekapenos see ODB 11, 1203-1204 and for Basil Lekapenos
as the order-placer of masterpieces see Mmovpa 1989. Re: the title npdedpog see Diehl 1924 and
Oikonomides 1972, 299.

16 See Frolow 1961, 229 (no. 126).

17 Epigram 2, line 2.

18 Epigram 2, line 1.
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the anonymous epigram-writer is trying to emphasize the importance and gran-
deur of the Cross through the staurotheke’s valuable materials and the beauty
that these exude!® — beauty that is only equivalent to the body of the crucified
Christ and that can only be represented through the unprecedented art and craft
of these valuable materials.? This is the reason why it can be safely assumed that
in this case, much like the Limburg staurotheke, it must be an order by a promi-
nent and powerful—though unnamed—figure in the epigram.

In the next epigram from the 11™ century, the epigram maker explicitly men-
tions the beauty not only of the wood of the Cross (Qpadiov &i¢ 6pacty 6¢Oev 10
Evkov),? but of the Christ Himself, who although crucified capxikég Oovav
Evhe,?, maintains His original beauty owing to His divine essence (opoioc dv
KéArer 8¢ Ogiac ovsing).? This is yet another case of an epigram engraved on the
cross (with enamel), an order by Romanos,?* who, in his capacity as yfig Secmdtng
and @padtnov dpetdv éoteppévog,® had the cross embellished with precious
gemstones,? leaving perhaps the impression that he can be compared to Christ
Himself.2” Consequently, it can be observed that once again the concept of beauty

19 At this point, | would like to point out that gold, being the clearest and most valuable of all
metals given its anti-oxidation quality, cannot be decomposed or damaged and was thus used
extensively by Byzantine artists to establish the transcendental nature of God as well as His
spirituality, a recurring element in Byzantine art in general. For more information on the beauty of
valuable materials in Byzantine art and their timeless attraction to Byzantine people, see Cameron
2015, 153-182- Robinson 2011. For general information on the use importance of gold and other
valuable metals in Byzantine art, see Franses 2003+ ITavoekivov 2000, 276 and 83-84 (regarding
the particular interest of Byzantine artists in using valuable materials, like gold and silver, on their
mosaics) Cormack 1985- Sendler 2014, 211-213 (on the use of gold)- Durand 2004 Grabar
1975- Holmes 1934 (on valuable stones in medieval art in general). Regarding the role and
importance of the colors see James 1996, 74, 83, 85, 88, 108-109, 114-115, 125-127- TTavoekivov
2000, 267-279- Sendler 2014, 179-201- Pentcheva 2007, 128-129- Michelis 1957, and Sendler
2014, 208-213 (on the theory of Psedo-Dionysios the Areopagite on the light, colors and gold in
Byzantine iconography) Meyerson 1957- Portal 1975 Itten 1975+ Gage 1993.

20 On the role and symbolism of colors, light and embellishment with precious stones and gold to
portray divine beauty in Byzantine art, see ITavoekivov 2000, 267-279- James 1996 and Cameron
2015, 157-158, on byzantine and western art see Eco 2018 a, 99-129. On the representation of the
passion and suffering of Christ on the cross (in western art), see Eco 2018 b, 49-55.

2L Epigram 3, line 1.

22 Epigram 3, line 4.

23 Epigram 3, line 3.

24 This could possibly refer to Romanos I1T Argyros (1028-1034) [see ODB 111, 1807 and HOE
10, 923] or Romanos IV Diogenes (1068-1071) [see ODB III, 1807 and HOE 10, 923-924]. For
more information, see Rhoby 2010, 303-305 (no. Me 111), 521 (im. 86).

25 Epigram 3, lines 5-6.

2% Epigram 3, line 7 (xépiowv mpdice twiov AMowov).

27 For general information on art in the service of impressionism, lecture and emotion in
Byzantine and western art, see Iovvopdg 20104, 138-156.
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of the crucified Christ corresponds with the beauty of the valuable materials used
for the embellishment of the cross.

The final epigram, created by John Mauropous (11" century), deals with the
lost beauty of Christ on the Cross. The epigram maker depicts the mourning of
the Virgin Mary and His student John through his lyrics.?® The poet mentions the
lost beauty of the crucified Christ?® in order to emphasize his mental collapse,
since Christ is seen viv d¢ kakodpyov &ig apdg EvAov.*

Considering these four epigrams, some observations can safely be drawn re-
garding the idea of beauty of the crucified Christ. The first of these observations
concerns the dating of these epigrams, which spans only two centuries—the 10"
and 11", These are the only two centuries that produced this particular idea in
engraved epigrams on crosses and staurothekes. This brings us to the second ob-
servation, one that might shed some light on why these two centuries were pro-
ductive of the idea of the (divine) beauty of Christ’s body on the Cross. Histori-
cally, this is a period during which there were ongoing attacks on the eastern
border(s) of the Byzantine Empire by the Arabs3—attacks which were success-
fully fought off by the Byzantine army®? with the divine help of the staurothekes
and the crosses carried by the troops for protection,® much like what happened
with the Limburg staurotheke. On top of all these facts is the actual placing of
the orders for the creation of such valuable objects and their engraved epigrams
by prominent and powerful figures holding key positions in the Byzantine hier-
archy; people who did not hesitate to compare themselves to Christ or ask for His
help in realizing His divine plan as His representative on Earth.®* As a result, this

28 Epigram 4, lines 8-9 (uAtnp 8¢ Opnvel kai 6O¢ fyamnpuévog, / Lovor mopdvTeg Tév mpd Pkpod
ool PidmV).

29 Epigram 4, line 7 (&mfiAOev eldoc kEALOG ovK Exelg ET1).

30 Epigram 4, line 6.

31 On the Arabs’ domination in the Mediterranean basin from the 7™ century and on, and on their
conflicts with the Byzantines and the consequences see indicatively Gallina 2016, 75-116- Frale
2018, 112-113 and 117-122 for the 9™ century. On relationships, peaceful and warring, between the
two worlds, Islam and Byzantium, see Ahrweiler-Glykatzi 1962, 28-32- ZapBidng 1990?- Zoppidng
20043 Canard 1964 Canard 1966- Canard 1973 Miles 1964- Vasiliev/Canard 1968.

32 At this point it is worth noting that these attacks by the Byzantine army against peoples of
other religions such as the Arabs in the 10" century were done under a heavy feeling of religious
righteousness and they bore similarities to the crusades with slogans such as ‘O Xpiotog vik@ —
Christ wins (see ApBeiép 1989, 2 and Koha-Agpputlaxn 1989, 39-41).

33 Hostetler 2016, 74-75- Kapayiévvn 2010, 66-67.

3 An indicative example is the case of Constantine VII Porphyrogennetos (See in detail
ApBerép 1989). Generally, in Byzantium the idea that the Byzantine emperor was imitator of God
and particularly of Christ (see Angelov 2007, 79) was not uncommon; we can also see this in public
documents that attempt to emphasize imperial generosity (see Hunger 1964, 228-230). Moreover,
this idea is quite clear in Byzantine art (see Grabar 1936, 112122 Magdalino/Nelson 1982, 132-133).
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specific type of beauty of Christ is incorporated in this rationale and in this self-
interest ideology (this is evidence for the simultaneous use of valuable materials
and their connection to the representation of the beauty of the crucified Christ).
In conclusion, we would like to emphasize that this idea of divine beauty was
not an idea unusual or unfamiliar to epigram-makers in Byzantium. On the con-
trary, they were aware of the corresponding sacred passages, such as the one in
Genesis about the &dov mpdiov eig 8pactv,® the one in Isaiah (Hoodia) about
the mishaps and the cathartic atonement of human kind through the sacrifice of
Christ, where ovk £oTiv £160¢ aDT@ 0088 §6Ea- Ko £idopey oMToV, Kod 0K ElYEV
e1doc 008¢ kéArog,* and finally, the ones in the Psalms of David.®” A number of
theologians also refer to divine beauty in their writings starting with the acknowl-
edgment of God as the xaAlomoiog autio (= the reason that creates beauty) of the
essence of all beings, life, Logos (thus Christ) and His visual realization® and
connect it to the light and the éxotatiko Osio Epwta (= ecstatic love of God).*
This never-ending beauty and light characterizes Christ,° the Son of God, who
is surrounded by admiration and bewilderment (néc odv Oswpd, dnuovpys
Xp1oté pov, / stawpoduevov og; eed- T todto; ... 4, in expectation of the saving
of the world* ftt@v 81" avtod daipovag kai BapPapovg,*® and who expresses the
love of the faithful flock towards this beauty.** What is observed is the particular

% Gen. 2, 9 — Qpoiov gig Spacty dpbev 10 EvAov (Epigram 3, line 1).

3 1s. 53, 2 — OV kGAAOG elyxev O kpepacheic &v EOL, /... ovk €100¢ elyev, ... (Epigram 1,
lines 1 and 3).

37 Ps. 44, 3 (Qpaiog KEALEL TOPA TOVG VIOVS TBV AVOPOTWY).

38 Gregory Palamas, IIpog Bopladyu B” 32, ed. Meyendorff ("H pév dotv avtog odoida, ..., koi
Suvapg KaAAoTo10g, Kol vogitol kai Aéyetol Koi dmodeikvioeToL).

39 0On beauty and light in Byzantine theology-philosophy see Matcovkag 2001, 276-282. On
the éxotatiko Oeio Epwta see Movvopdg 19831, 107-115- TMavvapég 20062, 124-140- Evdoxiude
1980, 18.

40 On the body of Christ who as pwtég Avyvia ... v yiiv dg Hd pddtov kpvmTETAL, KO SichKel
Tov &v ‘Adn okotaoudy (Tpipdiov, M. ZaBPatov mpot [Eomépac M. IMapackeviic), "Eykdpua,
¥taoig o) see Baoideiddng 2010, 198-202. On the idea of Christ as the source of light of the
salvation for all the Christians see Ayyehddaxng 2016, 17-21 and 53-61.

41 Epigram 4, lines 3-4.

42 Epigram 4, line 5 (cotfipa ko100 Tpocdokdv 6e LakpOOEey).

43 Epigram 3, line 8.

44«0 8uog Epag dotadpwtor” writes Bishop Ignatios (Apeomayitikic Tvyypogpés, epi Oeicmv
dvoudrav 4 XI1, PG 3, 709 AB). Expectedly, it would be a neglect if the beauty of the resurrected
Christ were not praised since mpoiog €k thpov ®¢ voppiog €k mootod, nemdpevoatl, Hovitov
KotoAvcag, TV Tupavvida Xpioté, kai o Adov Tovg poxholg, cuvétpryoag duvapet Bgik, kol Tiig
"Eyépoemg cov, 1@ ooti Td vont®, katavydoas kéopov ([levinkootdpiov, Kuprakn Zapopeitidog,
Kavav, ‘QM 07, Tpor. B7). This beauty of the Christ figure is generally seen in His portrayal in
churches and icons (see KaAlivikog 19582, 264-265).
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significance of the beauty of the crucified Christ* as this is conceptualized by
the faithful people through its mapping on the concept of light, truth, benevo-
lence®® and finally, salvation; all manifested in the face of the crucified Christ.
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Appendix — Epigrams and Translations*
1 (10t century, 920)

OV kéAAog lyev 6 Kpepacheic &v EVAw,

GAL’ v dpaiog kéAAer XpioTog Kai Ovijokmv

ovKk &100¢ elyev, GAL" EkoAAOTICE LoV

v dvcbéatov €€ apaptiog Oav

Beog yap v Enacyev &v fpotdv pvoet 5
0v Baoiietog <6> mpodedpog EE63me

oéPov ékoldn<t>ce v OMknv Edlov,

&v @ Tavuchsic silkvosy miicay KTicwy.*

Translation

He did not have beauty, the one suspended on wood,

but Christ was complete with beauty even while dying;

he did not have form, but he beautified my

unprepossessing countenance caused by sin;

for being God, he suffered in the nature of mortals. 5
Worshipping especially him, Basileios the proedros

beautified the reliquary of wood,

on which having been stretched, (Christ) drew up all creation.*

2 (10%" century ?)%°

“YANg 10 Aapumpov Kol coedv o THG TEXVNG,

KAAAOVG TO TEPTVOV, GYNLLOTOG TO TOKIAOV,

@V Evdov 1| fAvlovoa Bavpatovpyio,

70D dnpovpynoavtog 6 (Emv mobog

VrepPEPovat Tig KiPmtod Thg mhhat 5
Som yap ovta TV Tpiv EENPNEVa,

peifov tocovte mioTic 1) Ogopdvou[g]

TPOGEVKTIKOV OKNVOLO, TAV OiTNUATOV

tevéaoa, KaAldvaoa To0To £mt TOO®

€l Yoy kabapov, gig Piov oxéany. 10

Translation

The gloriousness of the material and the wisdom of the art,
the pleasure of beauty, the versatility of the shape,

47 All the translations are by the author of this article except the first one.

“8 Rhoby 2010, 166-169 (no. Me 9), 499 (im. 26).

49 For the translation of this epigram see Hostetler 2016, 164-165.

%0 According to A. Frolow (Frolow 1961, 229 [no. 126]) this epigram could possibly date back
to the 9™ century.

227



the miracle that gushes out from within

the fiery love from the one creating it

surpass the old ark, 5
because as long as these are superior to the old ones,

the greater is the faith of Theophanes,

which made a relic with the prayer in his plea,

embellishing it with love

for the atonement of his soul, the protection of his life. 10

3 (11t century, 1028-1034 or 1068-1071)

Qpaiov eig Gpactv 0@OEY 0 EHLoV

yevoel pe vekpoli Tov Oeod kat’ gikovor

mpaiog OV KaAAeL 8¢ Ogiag ovoiag

Cwot pe Xpiotog capkik®dg Oavav Eoig

ob Thvde 0NV Popavog i Seomdtng 5
®PUOTNOLV APETMY EGTEUUEVOG

x&piow dpdice Tpiov AMbov

ey S’ antod daipovag koi BapBépovg.t

Translation

The wood that looked beautiful
killed me, the image of God, through pleasure (of the forbidden fruit)
He who was beautiful because of the beauty of His divine essence
Christ, who gives me life by deadening His flesh on the wood
for whom this staurotheke, Romanos, sovereign of the earth, 5
wreathed with the beauty of virtues
embellished with the grace of precious gemstones,
winning with this wood over demons and barbarians.

4 (11% century, John Metropolitan of Euchaita / John Mauropous)

Eig v ctadpwov

NOE Tadta Kol yop AoV KpUTTTEL GKOTOG,

GyADG 8¢ TANpol mavta Kol Pabvg Logoc.

TR ovv Bewpd, dnpovpys Xpioté pov,

GTOVPOVUEVOV GE; eD Ti TODTO; Kol TOOeV

oWOTHPO KOGLOV TPOGIOKDV GE LOKPODEV, 5
VOV g kakoDpyov gig apdg Edrov PAénw;

amiiABev €180 KALOC 0vK Exelg ETu

i 8¢ Opnvel kai 6oOg Nyamnpévog,

povor TapdVTEG TOV TPO HIKPOD GOl PIAMV.

@poddot pabntai- kol trepTol & oikéTat 10

51 Epigram on cross made of enamel. Rhoby 2010, 303-305 (no. Me 111), 521 (im. 86).
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pétnv TEPTPEXOVGL HEGTOL dOKPVWOV:

oV yap Ponbdeiv edmopodot T@ madet.

péyag 8’ dmeoTtt 6OG TP TAVTOKPAT®P,

HOVOV MMV 6€ TODTO TAGYEWY MG AEYELS,

Kaitot Tpogineg oyl AewpOijvor pdvoc, 15
GLVOVTOG ADTOD Kol TA VOV TAGYOVTL GOl

GAA" OUK Gmeoti Tvedpa ooV yap AopPavet,

GUVELOOKAV TE KOl GUVAV 601, Kol PEPOV

V10D TeEAELTNV Ty puévoy PAETEY.

Oel yap pe, 6¢l, ool cuvBavely, evepyéta, 20
MG oLpUETOoY® TG £YEPCEMG TAALY.

obtwg £50&e” T0DTO Ti|g EVOTANYYVIOG

V@Y TpOg NG 1 peyiom ypnotoTne.

EDYVOUOVODUEV" TATV TUYVVOV €K TAPOV.

oneoelg 08 mavTwg: iAog yap évOade, 25
0 mpiv opmbeic kol kpvPeig, gig onv ydpv

Ehapye eoudpov avdic avd’ Encpdpov,

6€ TOV PEYIOTOV MOV TpOUN VOOV

€K YTiG Avaoyelv @G T TEUYEWY oOTIKAL.

Sotpev 0OV Aapmovto koi 6§, XpioTé fov, 30
domep 1O OV moinpa, THV ViV Nuépav,

31’ M opdpEY ToVGdE TOVE Beiovg THTOLC,

Kai 601 cuvacTplyoluey £k YAG kol Tapwy.5

Translation

At the crucifixion

It is the night, since darkness covers the sun

the sea mist floods everything, and the gloom is thick.

How can | see you, my Creator Christ

crucified? Alas, what is this? Why

expecting you for a long time as the savior of the world, 5

I now see you as a villain on the cursed wood?

Your figure is lost, you no longer have beauty.

Your mother is mourning and so is your favorite student,

the only ones who are present from the ones you used to call your friends.

Your students have gone, and your winged servants (angels) 10
wander aimlessly full of tears,

since they cannot help you in your passion.

Your father, the great Almighty, is also gone

leaving you to suffer through all this on your own, as you say,

although you have said that you will not be left alone, 15
that he will be with you and suffer alongside you.

He is not absent, though, because he receives your spirit,

after approving, he is with you and tolerates

to witness his beloved son’s death.

I must, then, | must, my benefactor, die with you, 20

52 De Lagarde/Bollig 1882 (= 1979), 5-6 (no. 7)- Mirowéhnc, 1999-2000, 270.
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to be a part of your resurrection.

It seemed right, this is the utmost kindness

your mercy to us.

We are grateful to you. Hurry to get out of your grave, though.

you will hurry, no doubt, because the sun here 25
that was dark before and was hidden, for your grace

is once again bright, instead of the morning star

announcing that you are again the brightest sun

you will rise from the earth and immediately send your light.

May we see you radiant, my Christ, 30
like your creation, this day,

through which we see these holy icons,

and may we shine with you arising from earth and from our graves.
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