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~ ABSTRACT _
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pettaidchdracteristics of the Archangel Michael that are found on

Byzantine and post-Byzantine icons contribute to our understanding' of .8

R . the importance of Michael's cult. Tﬁesg icons describe .to a large ', .

extent the role of the Archangel in orthodox belief. He is identified

*

as a member’ of t celesfial-coqrt, and also as the leader of the

heavenly host. Thus, he .is the protector of the faithful and' the

. «
N ° . . J? . ‘
. .

berfotmér of miracles on their behalf. - On yet another gitQup of icous

he 1is the angel psychOpomb, or the bearer of the soul after death.

" These icons indicate: the significance of the cult of Michael anq—ﬁélp

us understand better ‘his place in doctrine, liturgy and pqpular:belief.
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« liturgie et la ‘cfoyance populaire. °
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"+ Certaines caracteristiques de 1'archange Michel, qui sont

décrites sur les icSnes-de l'&poque By®antine et posi:-Byzantiné’,

d -

contributent & ncgtre connaissance du culte de St. Michel. Ces ic8nes
- - |

dﬁpri&ent dans une large mésure le' r8le dé l')(rchange dans la cro;(ance
orthodox®. I} est répresenté‘ comme un memlﬂ:re de la cour céleste et
commechef c;le 1*héte c&leste. -Aussi, il e;t le protecteur’ des
croyants et “i accomi{lit des sniracles pour’ _eux. En 'outre !~ cians \;ne
groupe d'icﬁnes'g '"il est l.'ange Psychopom;;é on le porteur de 1'&me
épré? la mort. Ces icénes indic;ueii"t la port€e du culte de St. Michel

»

‘et nous aident -3 mieux comprendre sa 'ia;ace dans la dactrine, la

‘ > X
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' In this thesis I shall attempt. to describe the figure of the

. . !
° Archangel Michael by means of the iconography found on Byzantine and

post-Byzantine icons. 1In order ‘Eo analyze the context of these icouns »

it 1is necessary to supplemeat my discussion with examples from other
media, ‘and to see these “representations in the light of the doctrine
. ° < 4

and liturgy of the Orthodox Church. The Judaic and Greco-Roman

traditions,to which the Chris.ti&ian cult of Michael is related, will - 5

also be :eiamined, ,
| The scope of this thesis will not allow a discussion of Russian~——"""

1coqs. The subject 1s vast and it offe;:s added complexities to the

tonpdce hecans:a of the many variations found in the Russian Churct;.f.a

However, 1 have added examples” to the notes and at two occasions I have

found it useful to mention Russian icons within a Byzantioe context.

- By necessity some jicons of the post-Byzantine p’e'riod~havé been *

Lncluded because the continuity of the Orthodox faith ensures a

v
& N

const‘anc-y of -iconography that can be considered within this thesis.

A3 v /

This is all the more necessary on account of the lack_of early icons of

Michael still extant, but these late icons bear testimouy to the ;

»
-

., enduring importance of the Archangel Michae} in the Church.
# The divis;ion into Qchapters in tl’!i's‘ thesis 1is c{etermihed by the
digstinct fur{ctions assigned to Micl_;ael and which are déscribed on
icons. Under separate headings I will discuss the various

c iconographical elements that together comprise the character of

! : .
Michael within the la}'ge‘r historical and religious context.

e

~ F]
S 1
~ N - B s~ .
)
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CHAPTER 1 ~- MICHAEL IN THE CELESTIAL HIERARCHY

' The central role of the kgion of angels and archangels was the

service of God,’ the supreme power of the universe, and the performance

of His will both in heaven and on earth. This order of immaterial

h

beings existed to perform this service, ad ministerium pei.! Thas -

service can be expressed in an endless variety of ways: to form the
court of heaven, to adore and praise God, and to serve Gold in the
performing of the manifold functions of tne divine government in the
.material wori.d. - -
The archangels and angels are the messengers of God as part of

their service. This involves not only the deliveringu of divine e
x:evelation but also the carrying out of the commands of God in the
world of men. And it is by these very acts that the angels were known
to exist and this broad role of the messengers of God became the basis
of their work, as perceived-by men. As ;He angels and archangels \
appear in both the 0ld and the New Testaments ‘at moments when God _
intimates Hif will, it was naturally as messengers that ;they were
described by men.2 The pagan ;;antheon had{messengers , too’, of

. course.3 Hermes was conside?:ec_l the gods' herald and N£ke, a
,personification of victory, delivered messages of tgriumph."' The
wings, seen invariably on the Christian angels from the.4th o}c 5th e
century on, were borrowed from the Nike typess, but this was not to -
\im;.icate an analogy of funation: Rather, despite the ag;pargnt

the angels were invelved in a myriad oaf
! e

t

similarity of appearances,

activities that were initiated by the command of God and not



/

3 \ . 2
( consisting in the delivering of the message ‘of victory. The angels

were not, as Nike was, gc;ds and therefore deserving of worship in

themselves.® The angels were the‘av ministers of the one God and thus

subject to lﬁis will.  ma i
The role of the Archangel Michael within this order of angelic
4 . .
b 4
3. . beings’ is formulated by the writings on the hierarchy of heaven. This

. 2 fofmulétioﬁ of a hierarchy was attempted.by many Christian writers in

. ' - [

g’g/otder to present in a comprehensive manner the orders of divine beings
that were believed to exist.’ In the Celestial Hierarchy of Pseudo-

v ) &
Dionysius the Areopagite, Michael, along with other Archangels,éa}is

pla‘cea in the choir of angels. The first order or hierarchy,

according to Dionysius, consisted of ' those nearest to God, the
. ¢ N .
Thrones, Cherubim, and Seraphim; in the second rank are the Powers,

pominions, and Virtues; and in the third were the Angels, Archangels,
& L

"and Px‘incipalit}es.8 The beings of the first and second r&nks in this

isystem are closer to the illumination and perfection of God, but they

have not the contact with the world of men wt{ich the ,,Archéng'els and

Angels have. The Archangéls and Angels are still near to Goed and also

privy to His will, and they are the active members of the government

of God in the mundane realm. Among this corps of angelic beings it is

Michael who is adm.itted to be of the first rank. .For Michael is the
I3 oo ¢ % .

Leader of.the Heavenly Host, the Prince of Heaveri, and
o uéyas taEudpxns xat &pxu‘arpc‘f‘tnyos s 6uu&u§wg xupCéut .9
In Jewish txadition,_ and subsequently in t.he' Christian
' - tradition_, Michael was éhosfen by God to be the special protector of

( " the nation of Israel10 and sqihis ‘pre-énineht position in the host of

4 '
-

&




angels is indicated. The election- of the people of Israel ais the

‘chosen people of God, and the belief that they were the object of -

spécia-l assistance‘wa; an arfcj:ent Je.wish tradition.1! So, in oné of
the visions of Daniel, Michael appears-with a sign of God as the great-
prince to defend Israel.‘?_ In ancient legend it is always Michael who
intervenes on behalf of Israel at God's behest.'3 According to one

such legend, Michael commanded the seventy angels to>teach the seventy

\

languages unto the seventy families of Noah. On the same day Michael

went to each nation and delivered to them the message with which God
had .charged hih. while the other angels were allotted nations,

Michael's special charge was Israel. In another legend, Mic}lael
- . 3 } '
initiated Enoch into the secrets of wisdpm that God had commanded

Michael to rela.y.14 It: was the function of Michael to effect God's

™

will and to make this will manifest to men, but it was a sign of the

+
pre-eminence of Michael that his charge was God's chosen people.

—

' Th“isl'expl'ains the speéial attentibn that was sought from the

Archangel among Christians as well. Michael not only revealed the

-~

favour and disfavour of God to His chosen nation, Michael also turned™

©

his active attention to those favoured by God in an all embracing

i

vigilance for the followers of Christianity. Michael was believed to

be in the inner ccurt of heavern, and one of those nearest to God, as
. ‘ . .

he was General and Prince. And since the Archangels and Angels were

generally considered to be intermediaries between God and man,

Michgel's special attention was often sought as the most ‘effective

means of gaining God's intercession. Thus, as we shall see,’Michael

. - )
- ¢

. @ o
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became the protector of many of the emperors of the Byzantine Empire
as well as the guardﬂd.an of the Christian faithful. o _

The iconography of the Archangel Michael on Byzantine icons is .

determined to a large extent by this belief that Michael is a high

attendant in the court of heaven who protects and serves the court.
To express this role, Michael, the attendant.in the celestial court,

ig described in terms that are taken from the art of the imperial
) 11
court of the Byzantine empirg.‘b Commonly on icons, Michael, along

y

with the Archangel Gabriel, is shown flanking the Virgin and child who

represent- the Queen of heaven and her son the Pantocrator.1® an

example of this group of icons is seen on an ivory panel of the 6th
N L

century in the Staatliche Museen Preussischer Kulturbesitz in Berlin
. ?

>

where the virgin and child are flanked by two Archangels, Michael and

Gabriel, 17 and again on an Egyptian tapestry icon from tiie 6th century

‘in the Cleveland Museum of Art, in which Michael and Gab;isl, both

{

identified by inscriptions, stand to ‘either side of the enthroned - ‘ .
. virgin and child‘:"8 On a number, of icon;, medallions of the two -
Archanggls are placed in the upper corners of the icon above the ,
enthroned Virgin and child.!® _ N ‘ ..

4 >

The prototype of the composition is found in imiperial art where -
the emperor is shown receiving due -i'espect from ‘his subjects or * "

enemies while his attendarfts s‘t\\nd near his throne. Qn consular

~ . -
diptychs the consul is sometimes adored by two warriors br- two - .
3 </ .
personifications placed symmetrically to either side. As a natural
‘\ A ]

extension of artistic ideas concerning the courts of heaven and earth,

L}

- 4th century mosaics of apostles ar}d angels’&doring Christ were . -

® [}
\ . Y
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" of Mich;ael .

[y

inspired by the imperial examples'.z0 The mosaic on the spandrel of

4

the arch of Sta. Maria Maggiore in Rome is an example of this transfer

of types from imperial to religious depictions of the same action.2?

In this way one finds that
child fla_nk.ed by their attendants

value from the iconography of the

' A

the icons depicting.the Virgin and
, . ) .
and guardians take their symbolic’™ *

dfficial life of the empire. This .

composition states the supreme power of God and the position of his
attendants in the workings of His power. The royal family of heaven

is depicted in 3gll its splendour while their attendants wait on their

command. The status assumed by the Afchangels on accou}pt of their
N .
position-in the cou@ of heaven is described by their place next to

the. throne of the Mother of God.

As an attendant, in both the roles of a minister and of the
-

g

generxal in the, service of  God, Michael is presented on Byzantine icons

\

with fconographical attributes that indicate his position and role in

R .
the heavenly hierarchy. It is the sum of these iconographical

- . ' .
elements within certain contexts that describes the character and

functions of the Archangel Michael. Despite the many varied

¢ {
activities in which Michael is &ngaged in the art of the Byzantine and

post-Byzantine periods, it is the attributes given to Michael that are

constants for his depiction in art. These attributes, his clothing
P |

and what he holds, are the visual symbols that characterise the role

v

This role is also indicated in doctrine, liturgy, and

a

'popular' belief. . -

e The leaf of an ivory diptych of the first third of the sixth

century now in the British Museum in London provides a, seminal ;?:‘ample

-

1)

-
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of the iconography associated with the Archémgel Michéel, (Fig. 1) .22

This is- not to say that this ivory is a pro;:otype for the subsequent
portrayal of Michael, rather this leaf provides a re.latively early and.

complete example of the type of icon in which Michael is presented as

.. the Prince of heaven and attendant to the heavenly court. The

function of this leaf was a commemorative diptych which had
connéctions with the imperial ;:ult.23 Its importange at.this point in
+sthis thegis is for th; iconogr'aphical elements of\the leaf that ‘are
not limited to this one leaf but can be found as attributes in’the
depictions of Michéel in Byzantine and post-Byzant;ne art.

The ivory leaf shows a handsome, winged youth standing on a
P .

. flight of six steps. It is generally agreed that this figure is

Michael desgpite the fact that he is not identified by the

inscription. The Arcizangél wears a tunic and pall;.pm modelled in t_:he'
classical tradition with graceful and sweeping folds. 1In hj:s right
hand he ,holds an orb surmounted by a jewelled cross, while in his left
he holds a long staff « His sandai'}.ed' feet awkwardly overlap the line
of stairs. _An qrchiteptural fagade ‘is suggested by the use of columns ’
and an arch that frame the figure. Thé fluted columns rise on both

-

ﬁ"
sides to intricately carved capitals with acanthus. The arch that

®
joins the two columns encloses a scallop shell. This scallop shell -

holds a wreath within which is a cross. The refired modelling and

’ s . 4
skilled carving leave little doubt that this was a deluxe product made
by a workshop, probably in Constantinople, for the imperial court.

The insignia of office found on this leaf, the orb, the staff,

the dress, are establigshed conventions of depicting Michael on




0

¢

Byzantine icons. These insignia are indications of the status and
power of the Archangel Michael in the divine realm, since i:hey are
based on thé iconography of imperial art.24 This interplay of '

artistic ideas between imperial and religic;ué art lends recognisable

-

——

p<.>ints of 'reference becau§e rank is assumed by the possession of these
synlbois ‘of £>ower. To begi.n\wit-h, the staff has a long history as a-
symbol of authority cutside of imperial art.. Moses, for one, is given\
a staff by God to do his wc:fk.25 Among the Greeks it had, _of course,

a great variety of meanings depending on:the type of staff.

Generally, it too was an attribute of a figure in a position deserving

of res‘}_:aec};.z6 Under the Romans, the staff became a symbol of dignity

or command.27 During the Republican period the staff was given to

thte staff became

military commanders only, but in the Imperial period,

one of the symbols of the emperor's office.’
1 o

>

in the hands &f Christ, the staff is a sign of his power..

In' the

In early Christian art,

%

raising of Lazarus, for instance, Christ uses the staff to bring
- ]

Lazarus magically back-to life.?8 -This idea of the authority of the

holder of the staff is found in Christian writing.2? The staff that

- . \
Michael holds in the Bgitish Museum leaf is a symbol of his celestial

power derxived from Christ Himself.

e .
- H

This delegation of power is seen on secular diptychs of the
' ) o »

same period. On the diptych of Probus éf 406 in the Cathedral

Treasury in Aosta, for instance, the consul Probus is shown in the

a

imperator guise as a Roman soldier ’holding”a staff of the same type as

Michael holds on British Museum ivory.30 The scipio eburneus is the

e symbolic

most common to the office 6f the c;onsul, for example.

3




val?e of the staff clearly had an established lineage, although a

number of other types of staffs can be found in art. As a. symbol it

~

signifies the power ‘and authority of its bearer and in Chhstian

tems, this becomes a symbo;. of Michael's office, delegated by God to

“

his envoy. ) ° . -

'
v

Michael holds this staff of.office frequently on icons. There

i
\ -
fo are slight variations, but “this can be accounted for by the time span

{

and the disperdion of the iconography over a wide area. On a 12th,

’ e
-- century.icon from Mt. Sinai, for example, Michael is dressed in the

usual chlamys while in his left hand he holds a staff.31 . _— " .

The half length figure of Michael found on an enamel icon f\ronn

’

Constantinople and now in Venice holds‘an elaborate staff or . |

sceptre.32 Similarly, on the 6th century icon from Egypt in the

Q

Cleveland Museum of Art, Michael holds this ins:.gnia of office.33
- These few examples indicate that the staff was a conventional

attribute of rank and authority for the Archangel. The globe that the

H

A ‘ s ~ , > '
. Archangel holds in his right hand in the British Museum ivory is , L

another symbol of the Archarigel's position of authority. This globe ,
‘e ) ' ' N )

with its ancient traditions of sovereignty belongs to Michael as a

" sign of his exalted position and it is solely an att':ri,but'fe o'f tpe \ . // .8
Archangels Michael and Gabriel.34 ) 3 o '
According to some scholars the orb surntounte\d by a cross is a.l‘

veriatioh of the type of globe upon- wh@ch a small victory figure o |

stax;ds. This latt‘:e;:, type 'was common in’the I;ate'Antique pexj:od en ' ,

coins, for instance, with seated personifications of cities holding a

@ staff, and globe with a Nike.35 fThe globe and nike type is found on o



f

e Barb'eri'ni‘giiptych in thé Louvre, which is contemporary to the

, British Museum ivory mentioned above.36 The cross on the globe is
simply a substitution for thé Nike on the globe. After the vision of

Constantine, the cross became the nikephorus symbol that the winged
i ‘ " t o

'Nike had been.37

-

a The orb itself. had long been a symbol of authority, but
' - . ) v - . -
surmounted by the cross the source of .the authority was made :
& Y 4 ‘ . s i) ! .
- explicit. For example, in secular art of the imperial family, the

¢ ~

empress Ariadne is depicted on an ivory in the Kunsthist?risché‘\s R -
Museum in Vienna, poss;i.bly of the,é6th century, holding t};e globus

crucdifer in her .right hand and a staff,, in her left.38 fThus, the

' - —

insignia of imperial power and its prigins in heaven are displayed in

" the _cohventionagl mar{né;' of imperial art. ' _ RN
y The Archangel- Michael also displays the insigni*a of his

3
“

. celestial power on icons. ‘ on a’ 12th century stone icon in the

r ot ¢ - 1

Ffieder;i.ch-Mugeum in‘Bérlin, Michael holds the orb with the cross and

v ‘e . -
staff.32 on a painted icon of~the 11th century from Tsvirmi in
'é‘eorgia; Michael is shown with the same globe and staff 40" Mo;eover: :

these a'ttr,ibutes are found in monumental art as well.4}

The analogy of ‘depiction in the art of secular and religious .
s -
realms is immediately apparent, and it denotes comparable status and

IO

: \ )
unction. Aalthough, the orb with a cross on top was a common

attdibute, there were variations on this.symbol. The common factor

was that the orb recalled the source of the authority and the high
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14th century, Michael holds an orb wh‘ich contains a bust- of Christ

timanuel.44 Michael is also shown holding an orb with the Chi=Ro

) monogram.45 The orb may contain the )EDK inscriptions which refers to,
it would seem, Christos Dikaios Krites or Christ the Equitable
Judge.46 The orb may also be transparent.4’ The conventions of the

significance of the orb indicate.the office which Michael holds,

regardless of the vfarigps possibilities for presenting the orb itself.

«~ These iconographical at'tril:;ﬁtes refer to Michael'ns place of
{

favour 'in heaven. Other details indicate the same privilege. The

-

tunic and pallium of the British ivory is also a sign of sanctity and_
high standing. when the saints and angels. of Christianity were

dressed in these ancient robes, it announced in some way corresponding

to that of the pagan philosophers and gods, theix special sanctity.48
- Wgé white colour symbolised the incorruptability, purity, and

) - . -
immortality of the iwearer.4? The iconographical conventions of this
£

t}ﬁ’e of dress, which was be;;un in pagan art and continued in that of .

the Chrisgtians, 7signifiedﬂ that the figure portrayed in this costume

possessed a symbolic nature of heavenly glory. .
In 'the same manner, a type of dress that had its origins in
- iR secular uéages, the imperial loros, was frequently used to portray the

\Archangels in terms wqrthy of the dignity and authority of their

- = \

station. It became increasingly common from approximately the 7th
. .
century on to have the Archangels, Michael and Gabriel wear this robeé..’

The loros was an explicit reference to the imperial status and it was
" <

. . ‘- ' ‘- ‘
+ appropriated by artists to state an analogy of standing between the

Archangels and the dignity of the imperial office.

g

e
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The loros was originally a consular robe called a 'tra‘bea -

»

triumphalis or a té?;a picta from its cOloured edge. It is depigted

frequently on consular diptychs as the robe of that office. ‘For:

instance, on the ivory diptych of the Consul Anastasius in the

- +

Bibliothéque Nationale in Paris, the insignia of office are the mapEa‘

circensis, the linen handkerchief -dropped by the consul to s;.gnify the

E]

beginning of the games, the scipio eburneus, and the loros.so
3 7 o -
Eventually, the loros was narrowed down to a long scarf that

a—

The scarf can be traced fron;

~

was richly embroidered on both sides.
‘ S . .
ankle level in front of the body, up to the right shoulder and over

]

it, and under the right arm; it is draped across the wearer's chest

®

\

and over the left shoulder~ then it falls diagonally across the back
ar}d uxazder the right arm'at the .waist; it rests on the v{earer's ‘lap and
-finally is draped lcosely over the 1efénarm. Thid rather elaborate
garm;anf: was simplifie&" i’xrrepresentations of the 9th century and this

simplified version became standard by the 10th. This version of the

'loros was agdin a broad embroidéred scarf worn on the front of the

.body, but went over both shoulders as it would séem to have had an

opening for the head. It was then brought across the back and under
3 . .

. .
the wearer's right arm, and across the waist and over the right

‘

shoulder. ' , o _ {

It is difficult to be precise as to when the empe}Or began to

[y

wear -the loros. It seems likeiy that the loros was used in certain

@

ceremonies by the 7th century. By the 9th century, when we find an

inc.réa.aed number of representations of this type of dress, this
% ;’

‘imperial robe had become a. .garment worn also by the archamge].s.s1 It

- v
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e .

is found for example in the 9th century frescoes of the Casa di

Giovanni e Paolo beneath Sin Clemente in Rome where the archangels,

both wearing the loros, flank Chris§.52 Thé analogy of imperial dress

and that of the Archangels is made explicit by an exceptional piece, a

*

fragment of an ivory-'sceptre now in the Friedrich-Museum in Berlin.33

On this ivory of the 9th century the Virgin is shown crowning the
emperor Leo VI while an ardhangel stands to the Virgin's left. Both

thé emperor and the archangel, bdsides holding the same insignia of

; .
power, a staff and orb, wear the same garment, the loros. It is
, ; )

-

{
probable that a piece, such as this ivory, is responsible for the

[}

spread of-thisﬁtype of representation in the west and easi.

-~

*

Regardless, it is expl;ciﬁ about the relationship between the

portrayal. of the archanéel and Q?e emperor.
. N\ ' e
puring the 7th century the loros became associated with the

religious authority of the emperor. It seems that the emperox \wore

the loros in certain ceremonies such as those on the first of January

and Easter, as well as during tﬂ% distribution of largesse to the

pgpulace.54 It would also hHave been worn at certain times, it

1

appears, by the Patriarch. The loros itself may symbolise in this
religious context the winding sheet of Christ and, by its brilliant
\ - . =

decoration, the resurrection.’>
The loros was appropriate to the Archangels as a symbol of

their position in the hierarchy of heaven. The-loros suggests that .
& .
! the Archangels, are the. celestial equivalent to the station of the
¢ ) N t e _,: .
emperor. ‘Outside of this governmental function the Archangels haveta™
M{/ ‘\\

PR
the celestial Church.56 The-Apocalypse places
. ¢
.

@ "high position
’ \ @
/ .
[' "
i N

.
e
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- understanding that the body of the Church worshipped God in the Co '

Archangels at the head of the Church.37 *origen first calls the . .

\
.- Archangels the-spiritual Bishops®8® and he is followed in this
¥

n

interpretation by St. Bgsil59 and Gregory Nazinzenus®0 in the east,
and in the west by St. Ambrose®! and by St. Hilary.62 Among these

spiritual Bishops it is Michael who holds first rank? In one source,

God says to Michael, “Thou art my priest in heaven."®3 1In the

. ~
Christian pseudepigraphic work, the Passing of Mary, Michaef>fppears
as the prince of paradise. In'this context it denotes Michael's /A

function as the high priest in the heavenly tempIle, which is another

expression for paradise.®? Michael's status in the heavenly hierarchy

\ . -
. is analogous to the hierarchies of the political and ecclesiastical \\\_,//
. ~ @ 1 M .

realms'frbm which the iconography of the Afchangels derive.
@ (4
The Angels and hrchangels, in fulfillment of this belief in.
goncepéion of their status in heaven, were tpouéht to perform the

celestial liturgy that parallels the mundane in its adoration of God.

- - . .

One factor in this conception of Michael and the angelic host
participating in the celestial liturgy was the description of the
angels by Pseudo-Dionysius the Areopagite as the missing ontologicaf-

link between the visibe and invisible worlds.®5 1n addition to this

philosophical contention there was the practical liturgical <

.

company of the angelic post.ee' The liturgy lent continual

understanding to this sense. 1In the Liturgy of St. John Chrysostom it

™

is expressed in this way;




N
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Holy is God, who is worshipped and glorified by a multitude
of holy angels and archangels invisibly trembling before
him. Holy is God, who looks with unsleeping sight upon the
many=-eyed cherubim and ceaseless sound “... and mounted upon
the six winged serqphim.67

And similagly in the Liturgy of Basil, God is called the one‘who had
"established brigades and armies of angels and a;changéis for the
service of thy g‘lory."'68 The angels were conéﬁjered fellow
worshippers. According to Maximus the édnféésor, the ri;uals and

sacraments performed by men on earth were an imitation of the heavenly

_hierarchy.69 And so "imitating the angels/in heaven, we are found to
be worshipping God through all things."70 In this respect the liturgy
is found to be more explicit than dogma. .

Thus, on the icons mentioned above the Archangels standing in
—‘ L ]

attendance on the Virgin and child are alse acting as fellow
worshippers in that they too worship the divinity of God made

manifest. The Archangels can he depicted on icons in the performance
14

. -

of the celestial equivalent to the earthly liturgy. 1In one- such role,

Michael is allegorically represented as the Deacon-who takes part in
7
’ \

thesﬂgioé section of the.liturgy. On an icon from the Monastery of

o

Vlattadon in Thessaloniki of the l4th century, there is such an

@llegsrical soene.’! The icon is divided into two registers. The
upper register'shows ChristoPantocratof worshipped by tﬁb angels.
Below is the virgin ﬁl;nk;d by Michael and John the Baptist. According
to Andfeas xYﬁgopoulos,qthis lower register is a symbolic
repfhsentétioh of the Proscomidie.u The Vvirgin symbolises the
offering, John ‘'i's the‘grie;t who celebates mass, and Michael is the

) 2 <
deacgnawho assists him. .

i

£n
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¢
Since the church where the liturgy dﬁ‘ enacted is ‘the

terrestrial heaven,72 the hierarchy of heaven applies equally to the

body of the urch. Thus, Michael in his role as prince of heaven ¢
holds Place among the heavenly worshippers as the priest and deacon

hold place among the worshipping body. On icons, and in monumental

art',/ Michael is representec‘i as the Dehacon who recites the Trisaghion
of the liturgy. This is the invocation of the Prothesis office and
precede's‘the‘Littlﬂe Entrance at the Mass. The Greek version runs in
translation: l.-loly God, HOly Power, Holy Undying One, save us.’S To

represent his invocation Michael, as well as the other archangels,

holds a staff with a b"anner reading Agios, Agios, Agios, which is

e

termed the Trisaghiop.

This standard, the Trisagh—i‘on, is modelled on the labarum. The
i -~ - .
labarum was originally a Roman military standard to which’Constantine

-

added’ the Ch{-Ro symbol. This nikephorus sign was associated with the

o

words seen by Constantm _Conquer by this ‘sign. The Trisaghion also

. becomes a symbbl of the victory of the truth inherent in the iiturgy.

¢

For instance, in the Menologion of Basil II Michael is shown holﬁing
thé Trisaghion while beneath him a small devil falls into an abyss at

his feet..’4 Michael is'not active in defeating the devil rather it is

a

the victory of the power of the étandard and its symbol.

The symbolism of the Trisaghion was applied primarily to the .

Y

lit\iz"gy.. The angels, particularly Michael, participated in the

’ liturgy and by their standards and by their presence invoke the

& R R

' witness Of God.7° This liturgical symbolism is found on the cloissonét

enamel icon of the 12th century on the High Altar of San Marco in

) - \
A 1 . !

™
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Venice (fig. 2).7® on this icon Michael, wearing the loros, holds the

staff with the Agios banner in the company -of seraphim and saints.

+ z

The angelic host is entitled to this office since in the liturgical
invocation it is the angels who are called upon.?7 on another icon of
the mid 15th century possibly from Thessaloniki, Gabriel is shown

carrying- the Trisa.ghion.78 Michael stands to the right of Gabriel but

the fragmentary condition of this icon does not allow one to state his

action.

~

The ,liturgical symb.olism of this type of icon is explicitly

stated by the representations of Archangels holding the Trisaghion

a

placed on the sanctuary wallss The sdnctuary is where the offering is

I+

prepared and it is reserved for the clergy only. Symbolically it -

4

represent!s{.\thé "heaven ‘of heavens" accord.fng to St. Symeon of

Rk
Thessaloniki.’? In the Ghurch of the Dormition. at Nicaea there were
_elght Archangels, all wearing the loros, who held the Trisaghion .80

These masaics, placed on the wall of the sanctuary, are meant to

accompany a specific moment of the liturgy. The words of the

standards echo-in another realm the words of the liturgy in which the

celestial host of angels is seen worshipping in all eternity. They

e -
o«

are the supernatural equivalents to the mortal worshippers. The icons

\

of Michael with the Trisaghion refer to the same moment in the

N

liturgy, ‘and reflect the belief in the Archangél's participation as‘-

deacon or priest. Dressed in the sumptuous loros with its imperial

~———and—patriarchal lineage, Michael is removed to a perfect and peaceful
a \

world where he is seen “to have a primacy of place, in the adoration of ~

-

GOd' ) +
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. Chapter 2 - Miéhael as Guardian

3y | .
In his r8le as the warrior of God and the defender of the

faith, the Archangel Michael is depicted on icons generally as a

- goldier in the recognisable gear of the wvarrior saint. On an enamel

-

"the agrive defender of the rrue'feith and the true believers.

icon of the late llth or earli 12th century from Coustantinople, now’

in Venice, Michael 1s depicted in the marner of a Roman general

(fig. 3). 1 Michael stands on the elaborately decorated center field,

r

wearing the culrass and the skirt with pteryges that is the normal

b {

outfit of the soldier. The cuirass and skirt in Roman,art was the

dress of the leader of the army and the emperor is often depicted in-

the Imperator mode. It was also common that divine or demqnic

‘protagonists be given the costume of Roman armour.Z This manmer of

depiction allowed the function to'be immediately apparent.

On this icon Michael is poised in readiness. He holds an

r

upraised sword in his right hand, while in his left he holds the orb

crucifer, a symbol of h15'1eedership. It is also a symbol of the .

. A
source of his power. The source is fouPd in a imedallion at the top of

the icon direcrl} above Michaél which contains a bust of Christ

. © PantBerator. It is Christ who invests Michael with his strength and

purpose. Michael 1is specified in the inscriptiod as the leader of the

heavenly Host.6’Apxbarp61nfosManﬁk. ;And Michael's army is found in

abbreviated form on each of the side margins in -the medallions of
military saints. Michael in this guise is the first soldier of God,
B .

- 1

1y

-
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‘'Michael the military commander is a common representation on

icons OF the Byzantine and the post-Byzantine periods. The'popularity
&
of this type is attested by the multiplicity of examples sthat are

spread over a long period of time and a large area, and not just.on ~

icons, -but also on othér media. For example, Michael is represented

in_this way on a fragmentary icon of theLISth century from!

Thessalbniki with his guirass and a tloak over his shoulders.3 )

s

meaning, consistent with 'a long established tradition, {is. explicit ;n .

~a late icon of the 18th century from Greece, now in a private

collection in Switzerland (£ig.§). On this icon Miechael stands

brandishing a sword in his right hand, while in his left he holds a;

unfurled scroll. fhe scroll reads, in translation: "I am the general

of God. I'brapdish and hgld high this sword. For thg‘fear-of God 1 R
strike fear in those prysco;n him."4 This is the full import of the.

figure of Michael who is the gﬁa;ﬁian of the word of God. Agaiﬁ: this 4

is an ancient tradition. When Michael appears to Asenath, Michael

says, "I am the chilef captain of the Lord God and commander of the

——

. Host of the Most High."s Michael is reportedly accompanied with the

inscription, Victoriosus, in a Palermo church of early da(:e&
N 3 b > S

Thoughout his existence in both Christian and Jewish belief Michael 1s
the guardian of the faithful and their actdive defender.
This ancient tradition of Michael the warrior archangel takes a

number of forms over the coupse of time. Michael is comsidered in

. ’ & .
some writings as the guardian of Paradise, Praepositus Paradisi.’/ The

-

belief in the angels-of-paradise is gncienq,a‘and Michael's

pre-éminence there is an aspect of his r8le as the leader of the
k]

-

o
v
s
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" heavenly host. Michael is the guardian'of paradise where the faithful
réside, and in some traditions it 1is Michael who expels Adam and Eve

from’ Paradise, the Garden of Eden, for their sins.? In the Book of

Adam and Eve of the lst century AD, Adam tells Seth that it was

Michael who Zroze the river of paradise so that they c.ould leave

2

Eden.lo . .

In ti:onumental cycles there is a group of scenes that comprise

the "Life” of the Archangel. The list of Dionysius of Fourna that .
describes the "Life" of Michael groups a number of scenes of angelic
.'«appearance that are thematically .similar.]:1 oTh‘at is, it would ha;re‘

been convenient to group scenes of angelic protection under Michael

because this was entirely in keeping with his character. Thus the

°angei who wrestles Jacobl? or the angel who rescues the three youths

from the furnacel3 uas normally c;)nsidered to be the Archangel_ .

-

‘Michael. However, Michael is not usually depicted performing these ' )

acts on Byzantine icons. ] -

_ An angel 1is represented in the Vienna Genesis expelling Adam 4 |
and Eve.l4 The angel, though, is not specified but he is young and
yinged and wears a pallium and sand.alls that are standard in :early )
srepresentations of angels. It ought‘to be Michael considering ~hf is
presented as the guardian of Para;iise in other media. On‘an amulet

‘Michael specifically is {dentified as the guar'i}ian if not in the

Vienna Genesis. The inscription on this amulet 18 in Greek and

L)

Michael is shown holding a lance and standing by a tree. The tree,

——

. according to Goodenough, symbolises the Garden andinichael is the

o S .
guard stationed there.l’. On a fragment of an ivory casket in the

o

*
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.connected to the ancient tradition, Jewish in origin, that God had

- —_ ’

British .Museum from between the 10th to 12th century 'the Archangel 1s
performing this function. Michael, identified by an inscription,
advances to the right while hqlding a gtaff in his left hand and
raising his right. The piece that would have accompanied this
fragment would have had the departing Adam‘and Eve.l6 Stuhlfauth

believed that the British Museum fvory discussed above would have

*shown Michael in this réle, also.l? This identification, though,

—

involved a misreading of the inscription and 1is now generally

dis:::egarded.]-8 On occaslons, as we have see€n, Micha,evl‘can be depicted-

as the Lord of Paradise, the guardian who may or may not allow ' -

admii:tarice, but the British Maseum ivory is certainly not of ‘this

gtOup. "
. =\

In addition to this celestial guardianship and attendance to

tfie cour(xof heaven, Michael and’t:he other angels have mundane —

responsibllities of protection.l? It 1s God who has promised .

. as;sistance to the nagions of the world and it -1s the angels, ad <%

ministerium Dei, who carry out this promise. This is in effect’

committed an angel to each nation. This is echoed.in the Greek .

tradition in De'uteronomyﬂmg(I];,S. The Boo;c of Darx,iel speaks of angels , —
of Israel and Persia,. the foi‘me;: being Michael himself.20 This belief
in angels as- the guardidné of- nations 1s gsubstantiated in éhriqstian .

writings on angéls; and it would seem co‘have been a common belief .21 <

Michael is generélly considered the guardian of Israel, God's

N

0 AY \
chosen people. The proof is normally found‘in Danie}. X1, 1, where

Michael .18 specified ag the angel of Israel.22 k Here, Michael appears

-

Y Y
« . - o
" 1
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‘ to Joshua to aid the cause of the people of Israel {n battle. When
this scene {8 depicted Michael appear; bearing his sword, his -~
“instrument of battle, and is normally equipped in the gear of the
soldier.23 Joshua is’ shown kneeling ih awe of this terrible
apparition and hg is shown shoeless according to the command; of the
Archangél.za On a Russian icon a small figure of Joshua 'is shown
» kneeling -in the position pcbmmon in donor sceuneg, before the immense

e £figure .of the Archange1.25 In rather abstract terms, Michael is

considered the patron of the nation, its guardian, and, if needs be,

%

its warrior in batE];. It must bé stressed that the significance of

Michael's mission is primarily. spiritual. God rewards the pilous "and

° " just by his protection ahnd this falls upon Michael's shoulders. It is
Michael who, guards God's chdsen people and avenges wrongs done to
them.20 In the New Law Michael is still the guardian of the

' faithful. s His importance as warrior was not lost in the Christian

o ! . . ,
-3

era, and it became a widespread-and popular belief.
As such, entreaties are made to the Archangel for his

protection b;v the faithfyl throughout the Byzantine and post-Byzantine

eras. Michael's guardianship extended to churches and monasteries,
o the spiritual homes of the faithful.27 This guardiarrship is sometimes’

expressed discinctly through icons as opposed to otherymedia such as

fresco or, mosaic, or even to :Lnscrgiptiona or dedications. For .

example, on'a late icon of the end of the 16th century now in the

Hellenic Institute in Venice, Michael 1is presented brandishing a sword
in his right hand while he holds ap open scroll in his left (£18+5) .
b ! '
@ The inscription reads in translation: .




. \
-@ . You see me ready for combat. I guard this .entrance with a

sword in hand, I the invincible one who protects this
monastéry. If anyone thinks to do am injustice (to this
place) it is against him that I wield this sword.28

!

J

Here Michael is the guardian of a doorway, probably'the door of the

Diakonikon of the church but he is, by extension, the guardimn of the
4

\

buildings of the monastery and its inhabitants and visitors.29

ny
Michael is poised to avenge wrongs done to the faithful and it is this
xh

v !

gesture of protectiveness that is the common function Af these -

-

S~

representations,

 Imprecations of the faithful are addressed to Michael—'for
individual protection és;rwell. ‘I‘;\is is als'o an ancient tradition. It
had been common for Jewish charms or amulets to represent Michael on

them.30 This tradition continuéd as a Christian custom, also. One

such amulet, ¢in a private collection, shows M?:hael in armour between

t‘;o stars holding an orb.:'?1 Another, from the University of Michigan
‘:éollection,l shows Michael robed and holding a\n orb surmounted by a

. cross.32 Both are identitfied by inscriptions in Greek. To the same
xendJ inscriptions are #lso commonly directed to Michael for this

agsistance:33 As well, icons were dedicated to Michael in return for ° -
' " .

7

“his favour. One such icon, no longer extant, was accompanied by this

inscription: .
To the same at Sosthenion (1.e. Michael) Aimilianus the -
Carian and with him John, Rufinus of Alexandria and Agathius'

;& of Asla, having been admitted, O Chief of the angels, to the
fourth year of jurddicial studies, have dedicated this
painted image to thee, O Blessed One, asking thee for
.couginued success. Mayest thou, sustain their hopes for their
future 1ife.34
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These examples from various media reflect ce&tain popular beliefs
among individual woréhippets. It is ”évident that Michael was

considered to be a protector of individuals and nations.

_\ There exists at Mt. Sinai an icon of the 12th’ century that 03

de\picta a similar scene of sponsorship of an individual by the

Archangel.35 Here, Michael wears a garment that seems to enshroud his

entire body. ‘ Michael doving with outstretched hands receives the gift
', ?

of the donor who kneels in the lower right hand-corner in an ‘attitude

of submission and adoration. .Similar scgnes of submissic;n of the

donor or donors occur in monumental cycles, also, where Michael's

favour was sought for the donor .36 ’ .
Michael was for m’any of the emperors of Byzantium a skecial
sponsor and guardian, Michaei had iong been known to be the special

benefactor of Israel and with the coming of the New Law, his

protection was naturally extended'to Christian kingdoms. His

4

protection was sought by the emperors of Byzantium who were considered

§o be the special envoys of God on earth and thus due the protection
of God's'wartiOt. For iﬁstancez on the dgdication page of the
manuscript Coislin 79 oé the Bibliothéque Nationale, John Chrysostom
presents é copy of hios homilies to Nicephorus III whi:le Michael
dressed in his splendid robes looks on‘.37 Michael is ofta%w
represente;i on coins p;assing certainv insigni:a of power to the

emperors, in tl\xis way'copveying a legitimacy of their authority from
the. celestial to the muﬁd?ne. Michael 1s seen passing the labarum to

the emperor, the symbol c;f the revelation of gictory frc;m heaven.38,

" Michael is shown crowning the emperor on coinage.39 On a gold coin of

4




the 12th century Michael {s shown with the emperor Isaac Angelus

¢
(1185-1195) both of whom are clasping the same sword.0 This is an
obvious symbol of a concession pf privilege’ which has ancient
e
prototypes."l It is also the general comsensus™that the missing leaf

" of the British Museum diptych of the Archangel Michael contained a c

standing emperor. Michael represents the new iconography of the
victory type.° The difference is that Michael is the Christian bearer
of the sigps of victory and the means by which victory'and legitimacy

of authority is achieved i1s through the signs of God. Michael hete
. : ~

passes the orb as a ;ign of sovereignty and addresses the inscription

to the emperor. In translation, the inscription reads: “Recelve

9 ~

these gifts and having learnt the CAuUSEe seve "42  The diptych was most

likely meant to commemorate the union with Rome that the éﬂ-p;ror
» &

Justin I brought about in 519, as Vasili’ev has shown.43

At the church of 0Osk Vasl; or Oshkitt, in northeast Turkey, a
sculptural relief provides an example of a king wt;ao s;c;ught the
protection of God through the power of the Archangel, thereby
indicating t:}:nat: ‘Michael was sing’ied out by some rulers for spegial
veneration. Here the Archangels Michael and Gabriel stand on either
side of a window on the exterior of the church above an ,inscriptgion
that reads, in translation: Christ save our King Sunbat in )
longevity.“ The rulers ofdt:he Byzantine empire, in fact, .generally
held Michael in high esteen and Michael VIII (1259-82) above all
venerated t;le Archangel with ’part‘iculaxl' plety. The examples in art
are numerous although such; representation appears to be no-longer.

f 1 ~

extant on icens. On coinage, for example, Michael presents the




emperor to the enthroned Christ .43 6n another, Michael and Michael
VIII stand side by side, patron and emperor.f6 On a peplos that
Michael VIII gavento Geﬁoa, the central scene shows thg emperor
Michael being escorted into the church of St. Lawrerce in Genoa by
St. Lawrence with the Archangel betwéén.them;47 After conquering -
Constantinople in 1261 Michael VIII redecorated the Church of the éol;
Apostles and élaced a statue of the Archa;ggl Michaeljén a column-1like
pedestal. At éhe‘Archangel's feet gichael VIII kneels and presents to
him “the CIEy'ﬁﬁIEh he holds in his hands and commends to“the
Archapgel's protection.48 The leader of the Heavenly Host fs
presegted as the patron of Michael VIII who has re~conquered the Qity‘
for the true faith and whg thus ségks the Archangel's‘proté;tioq as a
fellow milithyHcommander. Michael VIII is presenting himself
‘Bymbolica;ly as the new Constantine, and at the same tima‘;by offering
© the city to Michael, the emperor is using the traditional gesture of
'Roman imagery of offering thé city freed by his army to the Genius of
the c{ty.49 Furthermore 1t is by the intervention of Michael,.che_
warrilor of God,'that the victory, regresented by the scene, was ﬁade
possibld\éo. ; . . . >

This particular veneration of Michael VIII is typical of the
general‘res;ect with which the Arch;ngel Michael was held by those in
theiimperial officer Michael was the warrior of God who demanded
respect and qgserved the admiration of those Qhose oyn interest was

the security of the empire and its inhabitants. Michael's military

abilities weré sought after and depended upon by the emperors.

e
n

Indeed, the victory over the Saracens in 739 was believed to have been
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accomplished b'y'che ald of the Archangel, and afterwards a chapel was

dedicated to him at Akroino_s—Nikopolis.52 The churches and

<

monasteries that were dedfcated to Michael in am_:i around the capital

¢

were all patronised b}; the emperors at some point. It is an
indication of the importance of the cult of Michael to the emperors.\

There were no less than thirty four sanctuaries, including nine

monasteries, given to Michael in the area o’f Constantinople, and many

»

of these received at one time the patronage of the emperors.53 N

o
2

. , . . !
Justinian restored several of Mix‘chael's churches as part of his |

general reconstruction program. Under Basll the Macedonian there was

.

. a resurgence in interest in the cult of Michael.c Many sancturies were

built by him, pérhaps in order to appease the guardi'an of Michael 111,
whom Basil had assasinated.’4 There were afso a number of churchgs of
the Archangel in the great palace.55 .

Mausolea were also dedicated to the Archangel by the.emperors.
1

For example, John Comnenus dedicated a mausoleum to Michael at the

Monasté'ery of the Pantocrator in Constantinople in 1136. -This is where
the s‘archophagi of John 1I, his family, and his Comnenian successors
;aere entombed.’® Michael's d.uties to the ;ilga'd will be 'discussed in
't:he finai ‘chapt;er but it isc evident that the protection cr'xat Michael

offered the emperors ézhile they reigned upon the earth was extended to

the after~life as well.

‘s

In short, Michael is the protector of the faithful. In this
active r8le he saves the Church from "all the wiles of the devil ofe

from the darts and the dest[mccive ‘rage of the demons."?’ For the
individual there exist formulae in which the archaingels are called

o4
"
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( \ upon- to exorcise demons.”8 Michael 1is the Prince of Light who defeats
: .

-" the Angel of Darkness in legend: o <\

Today is his appointed time to lay low and make fall the
¢ prince of the dominion of wickedness; and he will send
’ eternal help to the lot he has ret_ieemed- by the power of the
angel he has made glorious for rule to give light in joy to
all Israel, peace and blessing to the lot of God, to exalt
among the .gods the rule of Michael and the dominion of Israel

over all flesh. 59

This is the active warrior of éod who becomes the Horseman of t:he
r L Apocalypse who champions the Church and its teachings.60_ On a Russian
icon of the late l6th century the Archar{gel rides the apocalyptic '
steed while speering a tra‘mpled dev:L‘l.61 On another Russian icon, no
doubt drawingc-upon a long established tradition, Michael is shown

. s

trampling a group of de\vlis.62 In his ,yx\nraised hand Michael holds his

flaming sword; and in his left he holds an orb with the name of

Christ,'in the abbreviated form. Thepe icons, while not strictly

- . 2 o+

- ~

speaking Byzantine, are good indications of the character amd réle\of

1 ' -

" the Archangel. "It is certainly attested in Byzantine writings that he.
was perceived as the a:enging angel of the Apocalypse and of the Last
r T Judgemenc. This is an aspect of Michael the defendér of t:he faithful,
that is often depicted on iconé to illuminate Michael's character.

This defence of the #ord of God and its followers is one

L)
- > sy,

! 7 element of the service Micha’e_.]. tenders to God. This r8le is’
Substanciated by writings of, the Churches and by acts of piety by
. q individual worshippers. It is also a common theme' for representation -
on I}ons. Michael may be portrayed in thie- equip’ment of 'che ﬂRoman
soldier, typical of ‘the warrior saints, olr in the pallium and tunic

(' " that seems to be the common garment of Michael. The figure 1s

L] n
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nevertheless reﬁiarkably' consigtent, considering the_uarieti' of periods

and locations in which Michael 1is invariably shown as“*the defender of
N the faithful. His protection, as shown on-icons and the vatious media

t

mentioned above, is all-encompassing and never-relaxing.

- - - ’
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Chapter 3 - Michael the Miracle Worker

5
The appearén;e‘of Michael was a truly tergible.andaawful
occurence. The sight of angels in general is intolerable to men and
the liturgical texts call them "redoubtable, terrifying."l The
appearaunces of Michael, then; which are in order to intervene directly
in mundane affairs, are of extraordinary import for men. The memory

of these manifestations, either ig‘scripture or legend, if the basis

of the miracles that comprise the "Life” of Michael. These miracles

. are concrete instances of Michael in his active role, benificent or

vengeful, in the world of men. Michael's miracles are part of his

role as the guardian of the faith and its followers, and these

"

miracle§ are generally assoclated wigth the protection of God's own.

[y

Michael is consistently in popular belief and doctrine the »
interﬁediary'of Cod, His warrior and servant, and this is proven By

Michael's ac:ive participatieﬁg&p the affairs of men.

Many of Michael's appeataﬁces, miracles in themselves, often - -

occur on high‘piaces, such 3% summits or peaks. The Castel San Angelo
! T Y

7

in Rome was dedicated to Michael after he appeared to St. Gregory on -
the Mausoleum's highest point.% Rome was then delivered from a plague

which had afflicted the city. Also in the West, Michael had an ' -

important shrine on Mt. Garganof -In a grotto on the mountain's peak

dre the traces of the Archangel's footsteps from when he was believed
to have appeared in 492. The grotto became a great site of

pilgrimage, and was centfhl to the westernicult of Michael,3 Michael

! > . -~

L4

3
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'also appeared at the summit of Mt. Tomba in Normandy which is now

N

known as Mont-St—Michel,%

In the East this pattern of Michael appearing on summits is

also followed, but more to the point his cult is focused directly on

- the deliveFance of aid to the faithful. This  aspect was absorbed

largely into she cult of the Archangel Michael as aid directed towards

the healing of the sick. Certainly, this type of cult of Michael was _
not unknown to the West. At Mt. Gargano the tures effected at his
shrine were the major reason for the widespread popularity of 5his

shrine to pilgrims.? However shrinés to Michael, where miracles of .

r

healing were brought about, are found throughout the eastern

Mediterranean and were integral to Michael's cult.
- M 1 "'h .
Poi }
Thére are many examples of such shrines. After Miphael had

t

Appeared to Constantine, the emperor built a church to Miuhael'Outside‘
of Constantingple on the northern shore of the Bosporus.. It replaced
a temple built by the Argonauts and dedicated to Zegs.6 Here Michael
was belleved to appear, and work miraculous cufgg. Lucius; writing in

the 4th century, thought this shrine had been originally of Serapis,

P 1

and that Michael had also taken over the old god's functionfﬁf saving

den from the peril of the sea, as well as from illness.’ 1In Bithynia,

Justinian enlarged a church of Michael near the healing baths, the

Pythian Bachs once belonging to qullo.3 On Lesbos, the sanctuary of

Michael of Mandanadhps had a repucation of bpeing an effective healing

shrine.? And in one legend, Michael appears to the garrison of a

certain Marcianos after this audacious man had introduced medicines

into " the sanctuary of the Archangel. Michael appears.on horéeback

@




41

*,
g P

and rebukes the men ﬁ;r not trusting his ewn healiné skil1s.10 one'
source tells us of an image of Michael that under Michael 111 and his
mothér Theodora gave unctions of oil thet healed the siék.ll

The contact mentioned above at Bithynia with Apollo indicates
an overlap of the cults but it ‘is difficult to be more specific.
Nonetheless the similarities between Micpael and Apollo aijhe senders
and stayers of plague in popular belief is also an interesting
pargllel.12 It ought to be remarkeﬁ in passing that this heaiing cult
of Michael also had paints of contact with the healing centres of
Asklegius. The fact ;hat the shrine of Askiepiﬁs at Epidgurus became
in the Christian.éra a centre of the healing cult of Michael and
gf. Damian, who is primarily a physician saint, is aqother interesting
exémple of the evolutiog from the pagan to the Christian cult
pracr}ce.13 'Howevef, this 1s a large and distinct area of study, and
it is be}ond the scope of this thesis. Thug, it\is difficult to state
more conclusively the influence of pagan cults on that of Mic&ael.
gince there are also man& disparities in legend and practice, as
well. Yet, one would not expect exact replication since generally the
pattern 1s an appropriation of certain aspectfw and the creation of
others which are more in keeping with Christian beliefs. —-

This function of Miéhael, then, as the healer of the gick was
one important reason for the popularity of the cult of Michael.l® The
angelic power in healing wategé may have been indicated at an early

date by the story of the troubling of the water of the pool_pf

" Bethseda by an angel and this ian turn may 1nd1ca£e the seeds of

Michael's cult.l® The most famous shrine of Michael ip all of the




- ( East was at Colossae in Phrygia which dated from a very early period.

A

Here the fountain of Michael became one of the most popular shrines in
"the East, noted for its miraculous healing power. Michaél is at this
shrine, as at the others, the watchful and beneficent guardian of the

faithful who through miraculous cures makes God's aid to man visible.

* ' Indeed, Michael had- promised that:
Whosoever shall take refuge in this place orf faith and fear
calling upon the Father and the Son and the Holy Ghost and
Michael the leader of the Host, by the name of God and by my
name, he shall not go forth again suffering.16
—— ' The importance for this centre in thisg study lies in its
manifestations in art, particularly on icons. This depiction of
Michael's miracle at Chone, near Colossae, became the most popular
episode of Michael's "Life" found on icons. The depiction of the

\ . I
miracle is based, or at least related to the same source as a written ’

©

, g as.count; of the legend dating not earli%er than the 9th century. It is
| 'Nﬂze"foundation lege*nd of one of the most famous churches, erected on
/ » - ‘the site of the earlier shrine, of Asia Minor.‘”' ) ’ N .
< In the story the author, who is unknown, begins with the

predictions of the apostle of the nearby city Hierapolis, Philip, and
~  the Apostle John. From Hierapolis they had travelled to Khairotéepa,

in the vicinity of Chone, where they worked wonders and then predicted
o the abparition of Michael. Afterwards, a spring began to flow on Ehat

spot- which had miraculous properties. 4 shrine was erected on the

- spot soon after, when A‘?pagan from Laodicea converted to Christianity

- after his dumb daughter was made to speak by the water of the
c“ miraculous fountain. Ninety years later the first guardian of the > -
5
¢ R \J "



' example of this type 1s an 1con from St. Catherine's at Mt Sinai from

oflowiug chlamys which he holds with his left hand. In his&ght‘hand

'spring arrived. This was Archippos, born at Hierapolis and at the

-

time only ten years old. The hermit Archippos practised the greatest

devotion and guarded the sanctuary for sixty years. Despite the

o,

respected miracles effected by the water it would seem that Archif)pos—

had had to protect the shrine many times during the period. In fact,
<& ' .

the heathens of the area were determined to destroy the fountain by
. L 4

turning the water of another stream into it. The group failed 1in its

first attempt at polluting the fountain but afterwards five thousand

of them came together at Laodiciea and decided to destroy it with the

the dive;ted waters of the Lykokapros and Kouphos rivers. To ensure

that the ri;rers would be full enough to work its damage they dammed

the ;ive1:§ for ten days. When t\hey had let loose the combined waters

into .the channels they had directed to the sh,r.’;.ne, the Archangel Q
Michael revealed himself in order_ to save the . holy shrine. Michael
appeéared upon a rock beside the sanctuary and after causing the water
t:é stand still, br;ke the rock open sc;‘ that a path was formedﬂ fo'r the
waters to flow through. TQe rock-split open as 1f an eaﬂrthquake .Dhad
struck, and it made the sound of thunder. After this terrible

appearance Michael-vanished.leaving his shrine intact.
. &

This miracle 1is represented frequently on icons. An quuisite

the 12th century (fig. 6).18 The moment.‘chosén for representation,

and the one comstantly used by the painters of this scene, is when

'
o N }

Michael strikes the rock and causes the water to be diverted ‘through

the crevice\ that he has created. Michael is dressed in a robe under a

= - - , -

-
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he holds the staff with which he causes the rock to be split asunder.

The streams of the two rivers flow from the upper corners, thus

splitting the field of the icon into two halves. On the right side

~— - the—monk A}chippos stands, smaller and more slender than the imposing
b

i)

e
e
b
35

Archangel whé stands on the left. Archippos is dressed simply in a
*tunic while he raises both his hands in imptecatidn. Behind him
stands the church of the Archangel which saved by Michael's actiocn.

-~ -

The frequency with which this episode is represented and the
‘ VoL
different periods cause small variations in the elements of the .

story. Ontan icon of the 1l4th century from Constantinople, n.;)w in J
Jerusalem,. the scene 'is nevertheless essentially the same. The ’
Archangel strides strongly and puts the full weight of his body onto
the staff. I&_t_h,is_ scene a rather squat Archippos kneels before his
churchuwhi]\e upon the rocks in the background the pagans work their
mischief.!® 0On an another icon frdm Mt Athos of the l4th or 15th

century, now in Belgrade, the representatioA"differs ia its elements

only in that a tympanum with what would appear to be Michael is placed °

on the church. The water is seen in this icon to disappear into a

well,20 Indeed, despite a difference in style which is understandable

N

considering th? time and placeg,_ there is a marked consistency of.
description of the episode «2l Even in thé various media in which the
episode is depicted the egs"e‘ntial elements o:é the scene, its action «
and 'the presentation ofl Michael and Archipppos, are consistently
reproduced.zz »

! Given then the numerous examples of representations bf the

\
miracle at Chone, not only on icons but also in othe:r media, an

Ll

*

- [}
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explanation ought to be offered as to why this scene 1s so often
chosen for depiction. One réason may be the widespread veneration of

ﬁighael in the area of Chone, anrd the entire region of Phryglas The

history of the veneration of Michdel in Phrygla is a loné Qne. In

fact, the origins’tof the cult of Michael are’ traditionally placed in
Asia ¢iinor, and more precisely in‘Phtygia.23 Symeon Metaphrastes
reported that the first appariation of the Archangel in Phrygia was at
the end of the first century A.D. in keeping with the predictions of
Philip and John.24 And Paul's injunction against the worship of

angels was given near Chone, at the ancient city of Colossae.23 It is

°

also telling that the council held at Laodicea in 363 expressed a

stern command agalnst the overindulgent cult following of the |,
. -
amgels.26 Laodicea is, of course, in Phrygla. This indication of the

—

popularity of the cult of the angels, and particularly of(g‘lictrae/i, is

borne out by the many exami;les of inﬁpuon?&d/ic;ted to é\dichael ) “ ‘ -
askit;g for his assisténce.n’*Thi{popularity of the Archangel in

Phr);gia, and the rest of,Asia rMino_‘r,' explains why this 'legend survived
until it was i.‘ncluded in the Ménologion for Sep,%per 8 which

proi‘:agat:ed the legend wherever there were faithful.

Ve Further explanation may be sought from the locality of the

miracle, " Michael is addressed at times as MuxafX & pdyag & év

tis  Xdvais ,28 and as § Xwvidrng . .29 1t i’s the Spc;cific‘miracle
enacted at the site rather than a reference to the various acts of
hearing so often attributed to Mic;xae:‘l,. The choice of"r.he miracle for,
depiction 1s proof enough of this. It is the locality tfhac remain®

constant; the place where the Archangel, a divine being, appeared,

S ' s

.
'
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interceded in the affairs of man, and thus awarded and aided the

righteous. ‘The importance of the apprehensibility of the Archangel at

this moment is crucial for his recognition by the individual
\
worshippers as’'a real being. Looking at the icon described abovg,

\ \

X
from Mt Sinal, one can see how formal means are utilised to make the

o«

figure of the Archangel more substantial and "real appearing.” While
) .

Michael 1s on earth he i§ given a more corporeal“appearanée than he

would as a member of the heavenly c?urt, for instance.30 On the Sinai

icon Michael is shown- graceful and in his flowing robes, and 2legant

in his gestures. He 1s modelled with great plasticity and the ?

-

fullness of Mig form beneath these garments 1Is indicated by the large
areas of cloth that dfape his body. His bhysféality is further

* » -
epphaéised by the slightness of the figure of the monk which serves

~

only to make Michael appear even more substantial as a figure. This

5

is likely a key for the Qnderscahding of this groﬁp of icons. ,Michael

| i
T

performs his heroic act on earth‘and the artist, with varying degrees

of success, most often utilises this classical mode of depiction to
+ '}

emphasise Just this. The act on earth by a corpojeal, yetgdivine,

1

being which was the extraordinariness of the event. The appearance of

divin%ty to wen who are just and deserving of Michael's integvenfion N .

\ &g

is the central truth to which these icons refer. All of Michael's

\ . - -
:.birac;es and revelations to men are essentially divinity made manifest

-

in’ comprehensible terms. . .

Wi
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" And Hierocles, writing ig,the ZQ? ceﬁtufy AD, sﬁeaks of a genidg who

Ll .. Chapter 4 | : -

‘'

Michael as Psychopomp
- . ’-‘ v N

The tradition of a divinity who acts as a leader of souls after

fl 4

death, or as Yuxoxoun?b , 18 an ancient'ong. Michael in the
Christian‘ttadition'is the angsl psychopomnp par ‘excellence and this

function 1s important’ for the fate of ali souls. The significance of
. ' ) ¥ »

. this role in popular belief is central to Michael's cult and an ‘

undefstanding of this function’'as well as its geneology in other

-

traditions is-crucial to the understanding of the cult of ‘Michael in

all its aspects and its origins. .
» \ , .o
In Egyptian religion it was Thoth-who led the soul to the other

G
world. Osiris is sometimes depicted enthroned and holding a soul on
his scales while Thoth recoxds the verdict. With considerable

r G

differénceé, of course, this- same operation is acted out in Buddhist
art.l . . : ]

!

This same tradition of a conductor of souls was found in the

literature, epigréphy, and art of the Greco-Roman world. The first

’

. literary reference we have is in the first lines of Book XXIV of the

g

Odyssey. ' There are many references thereafter.2 Platd speaks of a .

daimon who performs this func;ions:3 o,
Ic &pa tereutdoavta éxadBv O eéxdotov  Saluwv .
8oxep Civta elAhxel oftos GYELV ...

leads souls-after death:% “
» ’ . ’ ’
nal petd Tty teleuvtdv  elg ééou xopefa  perd,

Q

& - . »
. nyewévos 100 Tnv rwfv nNpav Eulnxdtog Saluwv.

o

~



@‘ . Thanks to Clement of Alexandria (d. 444 AD) a fragment of Euripides

survives on this subject :d

§ .
, ‘Xedgear 84 ue xtfpuyes nepl vhry wad
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While the Hymn of Hermes, one of the Homeric Hymns from between thé%,
8th and 6th century BC, is specific in stating that this role belonged

to the g;)d Hermes:6

4

ofov &' els 'AC&Q\) tetedeopuévov dyyerov  elvau

This last reference indicates the more generally held belief in the
being w|hose function it was to lead souls to the underworlfi'. In the
religion of the Greco-Roman ‘world it is ﬁermes/Mercury who pe’tforms
this se;r‘vice to the dead. -

. In am;ientAart:, as well., Hermes is often presented in the réle
of the conductor.of souls.’ Normaily he is represented as a herald,
wearing the mantle, a hat, with a broad rimaor without a brim, and
with wings attazhed to the side of the cap. Hermes' boots, alw;ys

‘ stout to facllitate his jburneys, are often winge& to refer to the
extraordinary speed of hié travel. Another attribute of Hermes is the

nepfncLow ., or the Latin caduceus, wixich is the g;d'é 1nsign1.a
a; a megsenger. This caduceus belbngs w;,chin the large category of
’ . ~sticks that possess some symbolic significance or magical po;rer’ to
*which ;:he staff Michael uses at C-hone also belongs.8 A curious

T ’ example of the use of the caduceus is found on a scene from a lekfrt'hos

from the Classical perifod.9 On this vase Hermes conducts the exit of

o . . winged ‘EI:QO)AG

T, ot xfipes from the open mouth of a

-~ A
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half buried’pithos. The use of pfthei for funeral purposes-was a
. . )

common practise, found at the Dipylon area?of Athens, for imstance.

This i{s a rare depicpion%qlthough it was still a common belief.’

Hermes presides over the area of the dead and conducts the souls to

1

their journey's end. Hermes is also depicted on stelai, or tomb

stones, in his office as psychopomp. For example, a crude stele from

Asia Minor of an early period shows Hermes with his staff, a simple-

cloak, and a ¢ap.l0 This stele'was found on top of a graye in a

burial area, and ;o Hermes 1s invoked in his special area.
<@

- N4

One can say categorically then that Hermes possessed a specific.

Rl

function in ancient religion and-art as a leader of:soulp. Over a
" ’ ° h Y
) ~long period and throughout the Greco—Roman world, Hermes was
-~ 3
considered the god whose function it was to ensure the safe conduct ofl

LY

¢ ) ‘the soul ‘to its eternal rest.\ That he was subject to entreaty is
.~ shown by epigraphic evidence and this belief in Hermes the psychopom;
"incladed an established icOnography that described his
responsibilities as the guide for .the passege of the¢§oul éo the
“funderworld.
The interpenetration of ideas and iconographical types between -

pagan and Christian realms is a natural and common, if somewhat

- o shadowy phenomenon.11 Hermes would quite naturally affect the
character of the Christian psyéhopomp par excellence, the Archangel
Michael. The borrowing, or even the whole appropriation, ef am entire
persona by the Christians of the Roman period can be,‘in many cases,

t . ( very clear. 1In this case, at Carthage, in. the Roman cisterns of
L4)

Dar-Samiat, a bronze figurine of Mercury was' recovered. Althoﬁgh it

e e o
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was covered -with gnostic inscriptions that are largely indecipherable,

one can read in legible letters on the figurine's foréam the name,

Michael, in Greek.l2 This_statue, clearly, was absorbed by the

Christian community, and the common function of both Michael and

T
Hermes is that of the psychopomp. .

It.is also important to note that many chapels dedicated to the

Archangel Michael were built reportedly on the ruins of temples of
’ *

Mercury, many of which occupied high places. A hill in La Vendée

A

still bears the name St-Michel-Mont-Mercure.' And like the pagan . .

stelai discussed above which depict Hermes, the image of Michael was
p 5 . .

also carved onto the tombstones or onto the tombs themselves.l3 - _—
¥ L i

One can see the same overlap of function on a Roman 'ger‘n of
uncertain date.l4 The gem is; inscribed on the left side with the
name, Michael, in Latir; letters. But the gem presents H;més in the
attitude that :is normally associated with him: the figure is seated

facing left, while in hi.s left hand he holds the caduceus; he wears

»

the typical winéed hat, and a cock stands at his feet which are also

winged. There is another inscription at the figure's fight" knee that

in Hebraic characters signifies "time.’

o

soul after death and the coming judgement. Alsoc according to

It 1s a clear allusion to the

) ! '
Goodenough, the cock was taken into Judalsm as an lmportant symbol of

potency. The fact chatf Michael 1s named here suggests that this

t

image and characters were connected with the 1idea/of o.i:'tality.

Hermes and Michael as psychopomps.

- ¥
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This identification of Michael with Hermes indicates that

Michael was recognised as the Jdwistrrveunterpart to the pagan
‘péychopomp, at least by some Jews. 13 ) bDne must first realise that
there was an already long established belief within the Jewish

. »
tradition of Michael the psychopomp. The identification with the

* pagan counterpart thus becomes more easily understood. And, in fact,

the Chris‘tian conception of Michael as the angel of death is largely

¢

dependant upon the Jewlsh tradition, even though the Christians were

-

indeb_t:ed to pagan sources for iconographical and literary prototypeé.

The tradition set by the old Testament and the apocryphal texts
- 1]

" ghow first an unmistakable belief in the archangel psychopomp, and

secondly that this angel, even 1if not named specifically, is t6 be ﬂ
- i » .\

identified as Michael. The tradition would seem to stem from the

ninth Epistle of Jude where Michael contends with the devil for the

- Q -
body of Moses .16 According to Origen this battle was derived from the

- S
. Apocryphal Assumption of Moses of the lst century AD.17 The text of
- x

<

the Assumption reads:

Tunc implebuntur manus nuntil (i.e. Michael) qui est in 'summo
constitus. qui protinys vindicavit illos ab inimicis eorunm,.!8

On the basis.of th extant Greek fragments R. H. Charles says that tha
devil sought to lieep Michael from burying Moses on t:w.o counts. *
Firstiy, that Moses' body belonged to him as Lord of t};e material s,
world, and, secondly, that Moses had committed murder. Michaei leaves
the latter charge um:e‘futed, but he coun‘t'e:s the former by stating
that God, not the devil, is the Lord of ’the material w’orld because His

spirit fills the entire universe. Michael, having successfully
..‘..9 " .

LY



,
o~
E
o

countered the devil's opposition, buries the body oé Moses in the

mountains, and carries his soul to heaven.l9

This role of Michael is followed in other Judalc texts, as

well. 1In the Testament of Abraham of the 2nd centuury AD from Egypt
+ it is Michael who, accompanied' by an army of. Angels, envelops the soul

i of the Patriarch Abraham in a celestial shroud and carries it before '
.

the throne of God+20 In the Book™ of Enoch it was Michael who bore \
L :

Enoch’s soul heave\nward.‘u In legend, it was Michael to whom the Loed—

[N

[

/delivered the soul of .Adam.lzz Also, Michael is said to }1ave foretold
the redempi:ion of the souls of Adam and Eve, after having told Eve} of
the death of Adam.23 g

* Evidently, then, Michael not only delivers the soul in Jewish
tradition, but he is also the protector and .1nr.ercessor on its l)eh':alf,‘i
whi;:h is only a natural extenslon of the character of the Archangel, ,
the servant and soldier of God. 1h one legex{d, in fact, Michael
intercedes to the enthroned God on the behalf of a soul, and is

Yo -

sucgessfui in his petition%_on some occasions Michael greets the

.

soul at heaven's gate to which, according to one source, h;a holds Fhe

key.25 In the Book of Enoch ié was Michael who “came %o me and

greeted me"” at the entry to heaven.26 1In anot:.her legend after Michhel/

- has presented the soul to Gad, he Sakes it to its place of "‘
residence,27 For— t;ese reasons Michael :l:s addressed as the angel.of ’
prayer, to whom entreaty on behalf of the soul 1s addressed, as he had

been addressed to intercede on behalf '0of the living.28

The idea of the angels, and particularly Michael, as the

o conveyer and protector of the soul was absorbed and further developed

it . C. . )

A - ,
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by the Christ‘ians in art, theology, and l‘iturgy.29 The earliest

extant liteta'\'y reference to the role of the angels as psychopomps

~
AS

“dates to 203 AD, where the martyr Saturnus of "Thuburbo recounts the
s .

vision that he had in prison.30 The early church Fathers make

frequent mention of the angels that guard the soul and keep it safe

for its celestial ;journey.31 And during the journey of the soul the

angel protects it from demons that bar the way.32 The Roman liturgy

preserves this belief in the angeli¢ guide of the soul:

Suscipe Domine animam servitui Illius rewvertentem ad te.
Adsit el angelus testamenti tui Michael. . .

and, *
~ I

Te supplices deprecamur: ut suscipi iubeas animam famuli -tui
I1llius per manus sanctorum Angelorum deducendam in sinum
Abrahae .33 .

J

The belief in the angel.'.;,, and 'particularly Michael as
psychopomp ‘was established in writings' of t;xe Church. \‘This belief
excénds into popular belief, as well, which is "attested by legend and
apocryphal texts. Here, as he is in other rfles as thg le'ader of the ‘ —_-
heavenly host, Michael is the angel singled Outﬂin texts even 1if other
-angels are involved. For ‘insgance, it is Michael*vho tells M;ry of .
her approaching death.y‘" There is also the legend that Michael cut
off the hands of a wicked Jewish high priest who had attempted to
overturn the .bier of the jugt deceased Virgin.35 4nd it was believed

-

that it was Michael who received the soul of the Virgin from the hands

of Christ, and then delivered it to heaven:
e . )
Et ecce Dominus Jesus advénit cum angelis suils et suscigiens
anlmam eius, tradidit Michaele archangelo et recessit.d

. ‘ °
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On icons, even though Michael is not nongally' specified, there are
always archangels present at the taking of the soul of the Virgm.:"7

Another common legend is the prayer that the Carpenter Joseph
addresses Michael to guilde his soul.38 Although, in the Arab his::ry .
of Josephi it 1s Michael who .takeé the soul, and Gabriel who .
intervenes.39

Michael's particip;tion In the entry'°of Chri¥st into Hades, the
rescue of those inhabifing the netheryorld and the redemption of the
deserving souls, is anether example of h:t.s~ involvement 1n@ these.
mat;:ers concerning the soul's fate. The literary reference‘ mirrors
the prac?:ice o‘f putting two archangels in the background of

. 1
representations of this scene. It is true that Michael was not !

speci'ficall‘y identified but then neither were the other characters
usually involved.® It is after all Michael to whom Christ has

entrusted the souls of Adam and Eve to deliver them to Paradise.%©

Afte: having considered the ancilent precedents of the belief in

_ the psychopdmp and 'the way in which these bellefs were jincorporated

A
into the Christian faith ir is now possible to examine the manner in

which these various trends manifested themselves on Byzantine icons.
It tpue;t be said, before beginning this discussion, that the examples .
are relatively scarce. This is not to say that the Archangel
psychol?omp‘ was an unpopular type, rather there is every reasan to
believe that this type was important and central to the character of
Michael ia (;i'thociox belief.

An icon in the Byzantine Mu‘seum in Athens of the post-Byzantine

period 1s a fine ei:ample of this type.“.’ Despite its late date, the
! R .
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completeness, and, in fact, the complexity of the iconography leaves
~ little doubt that the artist was drawing upon an’alteaay exlsting
traditlon of this fype of scene. On this 1cog, the Archangel, as we

’

- & .
are told by the inscription, is dressed in the full gear of the
soldier, complete with cuirass and skirt. In'his right hand he holds .
the instrument of his might, the sword, which he points toward the

ground, in repose after the completion of his mission rather than in

the midst of battle. In his upheld left hand Michael holds a small

mumnified figure, evidently the soul of the deceased after the ~

convention of painting the soul.2’ That this is éhe soul is
substantiated by the inscription:
“®plEov ¢uxd pou -1d’ Spduena : A3

‘¢ The outcome of the strugglé,is shown by the prostrate figure upon

which Michael stands. It is a nude figure, overwrought and utterly

| [

defeated by the Archangﬁl.

l_ Clearly, this is Michael the protector and deliverer of souls
that finds its soﬁrce in the litétar} descriptions mentioned above.
‘The inscripfion, while eéhoing the meanihg of the imprecatign of the
dying, such as the Carpenter Joseph, for one, is not derived from
liturgical or theological writing.44 -It is instead a pqp&lar motto
and refers to the dread of the soul as it approachés death and the
couing day of judgemensx The figure below Michael's feet may
represent the body of the deceased from which the soul has been
extract&d. It may also be a demon which Michael has confronted on the

road to heaven. It is probably a reference in more gemeral terms to
\ .

4
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g 't:he ;lefeat of the devil :lt; the contest for the soul, fiunding its
source in the battle between Michael and the devil over Moses.
. This submission motif has ancient origins in Roman imperial art
refe\rring to the ‘defeat of the enemy.l‘S That iéonography was a
natural source to draw upon in Byzantine art =f0r warriors and victors
in both secular and religiousoa‘rt. In this attitude Michael is
’
obviously the vanquisher of death and the devil.. Michael is
represented in Chis same gesture of submission of a prostrate fiéure
as on the Atk;ens icon above, but thi figure may be identified as
Alexander, no doubt meaning Alexandex;f the Great.%0 The significance
is similar since .Alexander was believed to symbolise death whom
n ‘Michael defeats for the welfare of the s?)uls;“ or Alexander may
symbolise Satan, whose pride in this gesture of' submission has brought
about the fall of ;:he wicked and the unjust.48 It may also be that
Michael wishes to rescue Alexander's soul and hence redeem him. ‘It is
. a lesson for the faithful to heed and it is also a reminder of
-

Michael's ability to battle and overcome for the sake” of the mortal

soul. \

Another icon of this type can be found in the collection of the
Hellenic I_nst:itute in Venice (fig. 7). 49 This icon, similar in most
respects to the icon from the Byzantine Museum described above, dates
to the post—Byzantine period also. On this icon Michael, dressed in
. 0 .
military costume, t{olds a sword in his right han?‘turn"ed upwards
t:.riumphant:ly. The soul, in his left hand, is agai‘n enshrouded.

Michael stands upon an almost nude figure. The inscription again

0 " warns the soul to quake at .such a terrible scene. Indeed, on another




‘ ' icon of 1734, death is called, "pitiless and impenitent."so This )

presents the néed of an implacable champion'of the vulnerable soul,
the Archangel Michael, and it also signifies the inevitable day of
n F]

death and then,of reckoning. Michael's r8le is bofh as the

intercessor and judge. ) ﬁ !
This subject is found in fresco painting as well. "In the

8

2 dest‘:royed chur::h of the Prophet Elias and St. Charalambc;s in Athens, a
figure of Michael vic.toriOus over the devil occui:ied one of the
spandrels.51 It is dated to 1718 and is very similar to the icon from
the Byzantine Museulp discussed above. Michael stands with a sword im
his right hand raised triumphantl); while in his left he holds the soul
of ~he dece'as_ed. Under his feet 1s a bearded man, in this case

‘probably the ‘deceased. The inscription is almost identical to that o}:'

. the Byzantine Museum icon. !

" The securing of the soul, while not to be found on icons, is

1
another aspect of the same process of the celestial journey of the

soul which illuminates the meaning of this group of icomns. In the

)

Apocryphal Gospel of the Carpenter Joseph, Joseph prays to Michael to

»

’ accompany his soul to the n;axit world, and that Michael might attend to
his soul and body until they aré separated.’2 This very act of
separation is found, for example, on ; fresco of the 13th century at
‘Mt:, Athos at the church of Chilandar.”3 ) 'I;he angel, though not
identified, must certainly be Michael. He. extracts the soul;-again a
swmall naked figure, from the mouth of the prostrate monl;.Sl‘

The soul's leaving of the body, has its origins 1in ‘the parable

of the rich man and Lazarus, where it is said that wt;en{.\cﬁe rich man

- b
' 7

'
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% ' died he "was c;rried :yt the angels into Abraham's bosom."ss. This type
118 represented by qﬂ—,‘he body of the deceased b;.;,ing~ lifted by two
angels. On a fresco of 1183 from the sanctuary wall of the Monastery
- of Neoph}ﬂ:tos on Cyprus, St. Neophytos 1s carriled heavenward by Michael
and Gabriel who are i‘dentified‘ by an inscripcion.sﬁ The next step in
the journey of ::he soul can also be found on fresco. In the church of
Chilandar the Archangel holds the soul as an offering in his hands -and
presénts it to Christ.37 Michael is at once the intercessor on behalf
of the soul, and also the agent by which the soul has come to be
Judged. 1In a pendentive of the Parecclez;ion of the church of Kariye
ngmi, ?a‘f fresco depicts an angel and a small soul both of whom stand
facing‘A the ‘throne of judgment.58 The angel places his right hand on
t:‘he goul while his left yas apparently turned upward in a gesture of
entreaty or offering. The soul raises both hands in supplication.
Reading the closing paragraphs of the Address of the church's patron,
Theodore Metochites, the angel m;xst: be Michael whom Metochites begs to
intercede on his behalf .39
This duality of character, the warrior of God and the_ p{otectbr
, o f of the soul of the individualy, is expressed comprehénsively on an ic;on
' of thé l4th century of the Archangel Mich;elwfrom the Museo Civico in

&

Pisa (fig. 8).60 This icon shows Michael, identified.by an

.0 4 . g

inscription, full length, and dressed in a tunic and mantle. In the
Archangel’'s left hand is a medallion of the Christ Emmanuel. From

- __,,—-/ 7 .
this same hand is suspended a set of scales, an attribute of Michael

that originated in the 12th centufy.ﬁl On the piate to right stands a -

o , small naked figure with his right hand ralsed in entreaty. *A small




winged‘devil tries to tip the balance by stealing the small figure

that stands on the scale's lower plate. But with his spear in his
right hand Michael impales the devil to emphasise his might, and he
does. not even deign to look at the evil being he has effortlessly
speared.

| This 1s an unusual icon among those extant in the com?ination'
of these elements on one icon. There is, however, good reason t;o )
believe that such images had existed previously in Byzantine art.02
'Bhi‘é icon was likely executed by an Italian after a Byzantine model.

The use of a Byzantine model 1s suggested by the dress and other

;at:t:ributea already described as typical to Michael on Byzantine

icons.\ The medallion ié an unusual feature but thj.g has. been fiund in
Sgrbian fresco cycles63 and is not italianate. And stylistically, in
t;he handiing of form and colour, the icon points to a Greek origin.

The Pisa icon 1is, in many ways, a summation of the 1de_a§

v

.concerning the journey of the soul and Michael's rdle in it. Michael

on the: icons from Athens and Venice disct;s'sed above 1s shown in the

same adversari‘a}. r8le in relation to the devil. He has received the

souls of the deceased and readies them for their journey fo.Paradise.

This journey involves obstacles in the form of devils or demons which :
are handled easily by the victorious warrior, Michae‘l. This same
trial is presented at a more advanced stage on the icon from Pisa.
Michael is still acting in defense of the souls as he impales the
devil, and yet this is part of a larger drama. It is an indicac;.on of
the judgement of all souls on their day of reckoning, the judgement

day represented by the medallion of Christ Emmanuel, the judge.

1
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Michael is the champion of khe Just side, Christianity and ché'truly
Christian soul, and as the soldier of God he defeats their enenmies. h‘
On the Pisa icon Michael is dressed in the tunic and mantle, not the“
dré;s of the warrior. It is the costume of a member of the heavenly
court who attends the Last Judgement and who obeys its strictures.
Michael's ré6le in the Last Judgement is alluded to on icons.
On an ic;h in the Byzantine Museum in Acheﬁs, Michael holds a staff in
his right hand and in his léft an orb surmounted by a small cross an
inscribed with the letters Lhi, rho, delta, and kappa. The four
characters stand for Xprotds  Alxaiog Kouvtds ~ .64 The

igscription refers to the L?st Judgement and the Archangel's rdle as

' !
the minister of God. It is/also found on a fresco of Michael, in the
{ \

|
. Parecclesion of Kariye Djam}, between the resurrection sceneg of the

|
bema, and Iimmediately below!the Last Judgement.65

|
This stress on Micha?l's rl8le in the Last Judgement is a
natural extension of his raie of psychopomp and the deliverer of the
soul to heaven. As the'gen%ral of God he ensured the soul's safe

~ .

conduct, and as' the minister of God he processes the judgement of

Christ, the Pantocrator. Thus, he .is sometimes given the scales that °

measure the worth of the souls, and then deems them fit or unfit for
dwelling in Paradise.
The scale as symbol of judgement has an ancient lineage.66‘ In

the 0ld Testament it occurs)as an instrument of measuring

worthiness.67 And significéntly there exists an antique plate that

shows Hermes holding a scalL, in the presence of Apollo, in which he

"
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weighs the souls of Achilles and Memnon.58. st. Augustine placed the

scale within the Christian tradition:

o

Erit tibi sine dubio compensatio bonorum malorumque et velut
in statera posita utraque pars, quae demeserit illa eorum,
quo momentum vergitur, operarium suum pertrahi ad gehennam.
Si vero majora fuerint opera bonorum summa vi resitent, et
repugnabunt malis atque operatorem suum ad regionem vivorum
in ipso etiam gehennae confinio convocabunt .69

_ It is thus only fitting that Michael be given the scales as a 'sign of

his wvigilance toward the journey of the souls and these 'souls®

subsequent fate./0 —

On a Serbian }con of 1647, now in Belgrade, of the Last

Judgement, Michael is depicted holding awsword in his right hand-and a

scale in his left.’l Michael is shown in a yellow and red mandorla in

the center of an extremely detailed icon of the Various actions of the,

day of judgement. Michael is in the register between the heavenly:

gathering of the select and the bottom register that describes the

resurrection of the bodies and the sorrows of hell. Michael by the

centrality of his position is integral to the action as the active

warrior and a8 judge delegated by God,

Michael is given other functions'in the Second Coming.

According to the Book of Revelation it is Michael who is tHE‘Ridgg\Sf
the Apocalypse, and this figure can be found on Russian icons but n E&\w}

to my knowledge, on Byzantine icons./? Also, according to some
legends and writings it is Michael who blows. the trumpet that 1s
the Last Judgement of man./3 Thereris, indeed, a sizeable bibi cal
and extra-biblical tradition which attributés to Michael a large réle

on the day of judgement.’4

- v
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According to the Apocalypse of Jehn, the angels present to

~
-

Christ the judge the book that contains all the deeds of men.75 °
Michael is not specified in the text or identified, it seem;, on -any

icon or othgr media in this rd8le. And yet, the three angels sometimes
wear the imperial ioros that 1s the right of the archangels,75 or
sometimes the tu;ic and chlamys.77 It would be$a likely

identification although certainly not crucial to defining Michael's

r3le. It is a more probable idéntificaéion when one considers an icon
ftom northern Greece from the end of the I7th or the beginning of che
18th century on which Michael is depicted holding an open scroll in =
his left hand and brandishing a sword in his right.78

- As a final indication” of Michael's réle in the climax.of all
men's journey, Michael is blaced on the Deésis range of the |

f

iconostasis so that the faithful might always remember this specific

O

r8le, among his others.’9 Michaél is included on account of this ré8le
;C the Archangel psychopomp, the angel upon whom. the soul will reply s
during its final journey. ‘Michael” is also the archangel upon whom tﬂe —
respoﬁsibility of carrying out the judgementé of God gill rest.

Michael is a member of the heavenly court and this series of imaées on

the iconostasis is a indicatiog’of the greater cosmic reality of the

hierarcﬁy to which the images refer. Michael's service as the active

Judgement and the fate of each and every soul.

)
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‘CONCLUSION

The several groups of icons and the attendant iconographical ,

" attributes that I have discusseq in the preceding chapters, devoted to

specific functions of the Archangel Micha‘el, are together the sum of
'_-the character of Michael on Byzantine and post-Byzantine icons. ‘All
{:he functionsnfepresented on these icops cite~ Michae%'s duties as
being in the service of God and Hig will. Michael is specified as the

leader of the corps of angels all of whom perform the endless

-

[

functions of the divine government. !

.. Michael is addressed alwéys as a member of the highest rank of .

heaveny and as a high functionary in the celestial government. As we
have seen, all iconographical attributes associ; ted with Michael
indicate this exalted status. ' He invariably po[sesses the insignia of
his office of which the globe and the staff arelcommonly symbols.
Michael is always found wearing garments that are becoming to his

, station, and he can be shown, according to his action, in the loros,

" or in £he classical chlamys :;md tunic. Thgse garments were sanctionelrf" ‘
by imper:ial“ usage and by ancient Idonve‘ntions concerning the cél.othing

of venerated figures. 1Indeed, every detail on icons points to

' Michael's high position. All the iconographical attributes were

systematized by .authors such as Symeon the Thessalonikan! and

) v

Dionysius of Fourna into a pictorial language that expxessed the
grandeur of this figure to all the faithful., .

In reiation tdi the iconographical details that indicate

KH

Michael's prominence in the hierarchy of heaven, part of Michael's

—

S




duty as a minister of God was the zealous administration of His will
on earth. Michael, above all else, is ‘the guardian of the faith and
its followers and this is reflected by the active nature of the
Arcl;angel on icons. Thus, perhaps the ivmage most indicative of
Michael's character is the convention of showing him as the,warrior of
God and defender of the faith. This is the image of devotion par
excellance and it provides hope ar;d inspiration foxf ‘the devotees.?

- Michael 'is also deopicted as the defender of emperors ar)d’ kings in

‘

' various media and this is an extension of Michael's r8le as the

guardian of the faithful. He is shown on another group of icons as
the agent of God who defends Archippos at Chone and so safeguards his

church and the faithful. And .}2 extremis it is Michael who is the

-

guardian of the soul and after death who battles demons that obstruct

the safe conduct of the soul to paradise. Michael's devotion to God

]

and His followers extends to the Last Judgement where the Archangel,
the guardian of paradise, takes part in the judgement of men and

carries out the sentences handed down by God.

v

The extensiveness of Michael's functions, derived from Judaic
and Gréco-Roman traditions and absorbed into~ Christian dogma,

indicates the special. veneration with which he was held in the .

.

tradition of Byzantine piety. This is evidenced by the large number
of images of Michael as well as the considerable body of epigraphic
ard literary material concerned with Michael of which only a small |

amount was discussed in this thesis. It is true that the t{ealing

+

springs of Michael derived their efficacy from the water but there are

B

legends also associated with the miraculous power of imagesf 4 s we




. testimonials to this concept of the apprehension of the immaterial
] 4
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have seen. And it is also true that the shrines of Michael, at Chone

‘and Mt. Gargano for instance, were of singular importance to the

.t
»

cult. In fact, the cult center at Chone was attended by lérge

panegyreis and the church was the goal of. many pilgrimages,3 but the

icons were always the important objects of popular devotioh before

specifiE shrines. , . L.

The icon was indispensable to the liturgy and thus essential to

the devotion of all the devout: ‘ | -

»

The contact ... between the faithful and the world of grace Lo

is established through the icon, for it is the icon the ‘
believer confronts and with which he converses. '

On one level, the icon may participate directly in the liturqgy as when
Michael holds the Trisaghion that echoes a specific passage in the

rites. Furthermore, thHe icons of Michael are symbolic passageways

*

through which one might comprehend the magnificence of the divinity.

The contemplation and adoration of these images are a means by which . ,

t
-~

one can participa'te in the glory of God. There exist contemporary

~ divine being by material images of the Archangel. For instance,

Nicephorus Callistus Xanthopoulos wrote in the early 14th century on
an icon of Michael by Eulalios:

It seems either that the painter has dipped his brush in
immateriality to delineate his spirit, or else the spirit
remaining unobserved in his picture, hiding in colours his
incorporeal nature. How is it that matter can drag the
spirit down and encompass the immaterial by means of

. colours? This is [a work] of ardent love (as shown by the
facts), and it kindles the heart.® :

) \ These images in Orthodox belief embody the divinity of Michael,

and the faithful, through contemplation of these images, are
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o

performing acts of devotion. It is a means of contemplation by which

the dfvipity becomes more actual and present. As the icons of Michael

at Chone evoke the active participation of the guardian Michael in
' )

mundane affairs, so he is meant to be present to the viewer of the’
scene. This belief in the vitality and power of icons to excite
devotion is attested by contemporary accounts:

Tﬂg wax, greatly daring, has represented the invisible, fthe

incorporeal chief of the angels in the semblance of his

form. Yet it was no thankless {task] since the mortal man .

who beholds the image directs his mind to a higher ¢
contemplation. His veneration is no longer distracted: .
engraving within himself the {Archangel's] traits, he

trembles as if he .were in the latter's presence. The eyes

encourage deep thoughts, and art is able by means of colours

to ferry over [to its object] the prayer of the mind.® .. e

Thus the r8les and attributes of Michael on icons are ‘.
inextricably bound up with the liturgy and popular belief. 1In one
sense these icons are visual equivalents of liturgy, doctrine, and
popular piety, yet in every sense these images of Michael are his}

divinity made corporeal and so his protection is apprehensible by all.

-
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