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PRETTY COLOURS:
Chromatic Analysis of the Palette
Of Some Renowned 14th Century Fresco Painters

The visual manifestation of painterly artistic expression conceived of
carefully selected motives, traditional or innovative iconographic patterns, rec-
ognizable historical or social dimensions, as well as individual creative ideas
appears in several different constitutional layers in the eyes of its beholder. It
strikes his attention with the subject, wakes his excitement with the composi-
tional design, animates his interest with the modelation of the forms and im-
presses him with the optical effects transformed into a specific palette of colors.
As a component of the painterly discourse, the colors represent the finishing
touch of every work of art, they are the most refined furnish of each ensemble,
a beam of creative exaltation in the sphere of optical experiments that gives the
gives the painting its sophisticated and most individual glow. The color and its
structural elements, such are: the incarnate, the gamut, the nuances, the spec-
trum of hues and the resonance of tones are often the most imposing feature of
a certain work of art and accordingly, the most recognizable quality of one’s
painterly artistic carrier. In that regard, Giotto di Bondone was the one to lighten
the traditional medieval fresco palette!, Boticelli has enriched it with a cluster
of fresh and juicy nuances?; the great Leonardo softened the optical spectrum
transforming it into a hallucinatory tinted mist3, while Rembrandt invented the
golden patina of his noble and gracious coloristic accords4.

In the sphere of Byzantine painterly expression, where the patterns and
the canons ruled dominantly with the world of creative ideas, the colors became

I J. T. Paoletti — G. M. Radke, Art in Renaissance Italy, New Jersey 2005, 71-76;
also see: N. Wolf, Giotto di Bondone (1267-1337), London 2006 and J. Poeschke, A. Quat-
trone, G. Rolli, Italian Frescoes: The Age of Giotto, 1280-1400, London 2005

2 M. L. Ricati, Botticelli, Milano 1974, 18-80; also see: B. Deimling, Sandro Botti-
celli 1444/45-1510, London 2000 and F. Zdlner, Botticelli, London 2009

3 B. Nardini, Vita di Leonardo, Firenze 1974, 147-156; also see: S. Bramly, S. Rey-
nolds, L. da Vinci, Leonardo: The Artist and the Man, London 1995 and F. Zdlner, Leonardo,
London 2010

4 B. Haak, Rembrandt, New York 1972, 225-250; also see: G. Schwartz, The Rem-
brandt Book, London 2006
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Fig. 1 Master Eutychios, Holy Mother of God Peribleptos in Ohrid (1295), Christ as Angel
of the Great Assembly

Cax. 1 Majcrop Eyruxuje, Cera Boropoanua ITepusnenta y Oxpuny (1295), Xpucmoc
Anheo Benuxoe casema

one of the decisive elements of one’s artistic sensibility, of his painterly tem-
perament and of his individual approach to the horizon of optical issues and il-
luminations. In that regard, the coloristic spectrum of a certain fresco ensemble
often becomes a leading argument for the Byzantine scholars to detect and de-
fine the identity of its author, particularly in cases with open or pending attribu-
tions>. As the most striking trade mark of the fresco masters from the medieval
epoch, the coloristic diapason that encompasses the specific treatment of light in
one’s painterly vision, as well as the characteristic chromatic values and optical
qualities, can be detected as a sphere of a great artistic invention and a highly
recognizable visual creation. In that sense, some of the fresco painters who have
worked in the territory of present-day Macedonia in the course of the 14th cen-
tury have given their remarkable contribution to the domain of coloristic experi-
ments of Byzantine artistic production, creating their own distinctive painterly
idiolect. In this paper, we will just shortly explicate the chromatic portfolios of
some of the leading fresco masters of that century and analyze some of the most
distinguished achievements in the painting of the Paleologan era.

The first to be mentioned is the fresco arrangement created for the church of
the Holy Mother of God Peribleptos in Ohrid by the painting studio of Michael and

5 E. Dimitrova, The “ X" Colours: The Artistic Ateliers, the Stylistic Handwriting,
the palette Range and the Appliance of Science, Balkan Symposium on Archeometry: Sci-
ence Meets Archaeology and Art History, Ohrid 2008, 108
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Fig. 2 Master Michael Astrapa, Saint George in Staro Nagoricino (1316-18), Part of the
painterly program in the apse

Cux. 2 Majctop Muxajno Actpamna, Ceetu Bophe y Crapom Haropuunny (1316-18), Jeo
CIUKAHO2 NPOPAMA Y ONMAPY

Eutychios, an attribution confirmed by the preserved signatures of both masterso.
Executed in 1295 while the later was still an active leader of the workshop?, this
fresco ensemble displays features of an invasive energetic outburst of the forms and
dynamic charge of the compositional matrixes, characteristic of the 13th century
breakthrough of the Paleologan painterly expression. In that regard, the theatrically
composed sights, the vivid gestures of the depicted figures and the dramatic whirl-
pool of movements soaked in the exciting rhythm of motion8, were complemented
by the dynamic resonances of the coloristic palette with a single purpose — the pro-
motion of a fresh artistic vision, permeated with the trenchant hues of emotional
suggestibility. Therefore, Eutychios designed a vivacious and exuberant spectrum
of colors, enlivened across the walls of the temple in a restless and playful panorama

6 TI. MuskoBuh-Ilenek, [Jetomo na soepagpume Muxajno u Eymuxuj, Cxomje 1967,
B. Todi¢, Serbian Medieval Painting in the Age of King Milutin, Beograd 1998, 227-228

7 M. Mapkosuh, Yuemnuura oenamnocm Muxauna u Esmuxuja. Cadawra 3narea,
cnopna numarea u npasyu 6yoyhux ucmpasxcusarsa, 36opauk Hapoxnor Myseja XVII/2,
Beorpaz 2005, 97-99

8 E. Dimitrova, On the Mise-en-scene and the Backdrops. Scenes from the Dram-
atopee of the Macedonian MedievalPainting, Macedonian Heritage 29, Skopje 2006, 4-8 ; E.
Dimitrova, Le radici adriatico-balcaniche: il monumento dell’affresco bizantino e 1I’esempio
della Macedonia, Belleze e tradizione, Castel Bologneze 2011, 91-94
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Fig. 3 Master Michael Astrapa, Saint Nicetas at Banjani (1323/4), The Marriage Feast at

Cana

Cn. 3 Majctop Muxaunno Actpamna, Ceetit Hukura y bawanuma (1323/4), Ceaoba y Kanu

of picturesque nuances®. The strong light contrasts and the intensive colour gamut,
the exciting clash between the painted nuances, the interplay of light and darkness
and its role in the shaping of the picturesque vistas, as well as the glowing flashes
of the saturated valeurs - reveal the explosive painterly temperament of the master
embodied in the optically ecstatic palette of this fresco repertory.

In that regard, the powerful accents of yellow, the brilliant hues of the red
gamut, the unrestrained scream of the purple nuances and the mystical depth of
the blue cobalt capture the visual effects of an art woven with an accelerated
rhythm, a pulsating energy and a fierce outburst of spectacular performance.
Amethyst blue to open the vast horizons of the composition, Amaranth red to
give the sights a delightful nuance of fresh optical glow, Chartreuse green to
accelerate the juiciness of the view and Coral yellow to stabilize the background
- are the basic elements of the incarnate, applied in the painted cycles of the
Peribleptos church. Optically exciting, dynamically penetrating and visually at-
tractive, the colors of the palette of master Eutychios sparkle with their inner
chromatic tension and radiate with their restless pictorial energy. Dark Aqua
blue for the celestial backgrounds, intensive Pastel brown to accelerate the dy-
namics of the depicted landscapes, Platinum gray for the massive architectural
coulisses and enchanting Scarlet red to accentuate the dramatic motion of the
figures - comprise the specific spectrum of colours that sparkle in the interior of
the Ohrid temple. Massive in the forms and rude in the modelation of the com-

9 S. Korunovski — E. Dimitrova, Macedonia. L arte medievale dal IX al XV secolo,
Milano 2006, 161
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Fig. 4 Master John Theorianos, Holy Mother of God at Matei¢ (1348-52), The Vision of St.
Peter of Alexandria

Cix. 4 Majcrop JoBan Teopujanoc, Csera boroponuma y Marenay (1348-52). Busuja
ceemoe [lempa Anexcanopuckoe

positional elements, fresh in the rhythm of the movements and expressive in the
depicted atmosphere!9, the painting of Eutychios and Michael in the Peribleptos
church gushes with a rainbow of row accents of the palette in the urge to create
a thrilling panorama of strikingly imposing visual effects.

In the first decades of the 14th century when Michael Astrapa took the
lead over the mentioned painting studio!!, he developed a highly remarkable
artistic handwriting appropriate to the needs and challenges of the Classicist
phase in the development of the Paleologan cultural production. In that regard,
the symmetrical arrangement of the painterly elements, the proportional con-
stellation of the compositional schemes, the well balanced visual structure of
the scenes, as well as the harmonious rhythm of the festal motion of the depict-
ed characters, as basic elements of the fresco ensemble in the Staro Nagoricino
church (1316-1318)12, were exceptionally toned with a wealth of hues from the
exuberant palette of this master. Rich in the nuances, picturesque in the optical

10 E. Dimitrova, On the Dynamics of the Compositional Structures in the Paleologue
Painting on the Territory of Macedonia, Macedonian Heritage 32, Skopje 2008, 4-6

11 M. Mapkosuh, YMmernuuka nenarnoct Muxauna u Epruxuja. Caoawirea 3uarsa,
cnopra numarsa u npasyu 6yoyhux ucmpasxcusarsa, 100-101

12 B. Tomuh, Cmapo Hazopuuno, Beorpan 1993, 127-138; idem, Serbian Medieval
Painting in the Age of King Milutin, 239-242
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Fig. 5 Desciple of master John Theorianos, Saint Demetrius at Marko’s monastery (1376/7),
Great Entrance in the apse

Cin. 5 Yuenuk majcropa JoBana Teopujana, Ceetu Iumutpuje y MapkoBoM MaHAaCTHPY
(1376/7), Benuxu 6xo00 y onmapy

qualities and exciting in the quantity of visual effects, the diapason of colors de-
signed by Master Astrapa for the painted decoration in Staro Nagori¢ino church
ripples across the grandiose interior of the edifice with its noble and luxurious
tonal amplitude. In that regard, the essential elements of the artistic handwriting
of Michael Astrapa, confirmed by his signatures left in the Nagori¢ino fresco
monument!3, such are the balanced rhythm of the depicted action, the gracious
movements of the figural participants in the illustrated events and the moderate
gestures of the saintly images skillfully incorporated in the faultlessly struc-
tured compositional patterns, are perfectly tinted with the luxuriously harmo-
nious palette of the great master. Tonal and warm in the shades, opulent and
saturated in the nuances, as well as vigorous and playful in the resonance of
hues, the coloristic spectrum of the Staro Nagori¢no fresco ensemble resounds
with a powerful energy of a glamorous painterly oratory, composed in the glory
of Byzantine artistic creation.

In that sense, Michael Astrapa applied rich and highly luminescent color-
istic palette to match the proportionally structured and ceremonially elaborated
rhythm of the painted arrangement. Noble reds, delicate blues, festal greens
and soft yellow-brown colors comprise the exquisitely gracious gamut of mas-
ter Astrapa, which permeate the harmoniously balanced compositions with its

13 M. MussroBuh-Ilenek, [Tuwysanume nooamoyu 3a soepagume Muxaun Acmpana
u Eymuxuj u 3a nexou nuenu copabommuuyu, ImacHuk Ha VHCTHTYTOT 3a HalMOHaiHA
ucropuja [V/1-2, Cxonje 1960, 141-161; idem, Jeromo na 3oepaghume Muxauno u Eemuxuj,
18-23; b. Toauh, Cmapo Hazopuuuno, 26-27
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Fig. 6 Metropolitan
John, Saint
Andreas at

Treska (1388/9),
Entombment

Cn. 6 Mutpononut
Jorau 3o0rpad,
Ceetu Anjnpeja Ha
Tpecuu (1388/9),
Xpucmoso
nonazarse y 2pod

ritually solemn dynamism. The subtle hues of the delicately toned Byzantine
blue as a dominant tone of the composition, the succulent fullness of the warm
Cardinal red to stress the dynamic atmosphere of the scene, the deep sonority
of the Cornell red for an exquisite optical impression, the fine resounding of
the Ruby pink for the plastic shapes of the coulisses and the soft shades of the
Cadmium green spectrum for the costumes - sparkle in the painted decoration of
the Nagori¢ino church as a ceremonial flame burning in honor of the festive rit-
ual of artistic creation!4. Also, the Steel blue for depiction of the skies, the Jade
green for elaboration of the landscapes, the Tangerine orange for illumination
of the costumes and the Golden brown for maintaining the richly ornamented
architectural coulisses in the backdrop of the compositions, are highly recog-
nizable components of the painterly idiom of master Astrapa in the Nagoric¢ino
church. By coloring the proportionally structured scenes with the harmoniously
balanced tones of his gamut, Michael Astrapa designed a perfectly nuanced pal-
ette for the execution of the exquisitely composed and ceremonially structured
painterly rhythm of the ensemble.

On the other hand, when his main task was to infuse an energetic stream
of fresh and imposing motion in the construction of the dynamic principles
of the compositional design as in Sz. Nicetas church (1323-1324)15, Michael

14 S, Korunovski — E. Dimitrova, Macedonia. L’arte medievale dal IX al XV secolo,
166-168

15 E. Dimitrova, On the Dynamics of the Compositional Structures in the Paleologue
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Astrapa saturated his palette with rich shades of the pastel spectrum to inten-
sify the visual effects of a great resonance of movements, gestures and mim-
icry. Due to his intention to create a painterly vision fulfilled with a cheerful
and merry atmosphere, lively gesticulation of the protagonists in the scenes
and unrestrained dynamism of the depicted events, Michael Astrapa designed
a fresco panorama soaked in the rhythmic spirit of lively and joyful festiv-
ity. Accordingly, the rich color palette and the subtle tonal transition follow
the perfectly conceived rhythm of the compositions, nuancing the views with
harmonized resonance of an abundantly colored painterly structure. The cold
harmonies of the blue and green shades that spread over the church walls in-
tertwine the forms with the refined lusciousness of the incarnate, while the
warmer hues of the red, pink and delicately shaded ochre come to life with
their full glow in the deep blaze of the coloristic resonance. Although being
painted at the end of his long, exciting and fruitful career!6, St. Nicetas’ fresco
arrangement did not lose any of the fresh and powerful accents of the inventive
and illuminative Michael Astrapa’s coloristic palette. Vivacious and untamed,
opulent and vibrant, the chromatic spectrum of this ensemble radiates with a
great energetic charge, concordant with the highly dynamized spirit of the de-
signed iconographic programme.

In that direction, Michael Astrapa in St. Nicetas applied noble Royal blue
for the background and intensive Copper red for the costumes - to accentuate
the commotion of the depicted characters. He put shiny Coral pink to impress
with the enchanting tranquility of the view and mild Olive green for the facial
shades and wrinkles - to express the inner agitation of the images. He also
laid warm and delicate Auburn for the furniture and pale Sandy brown for the
architectural setting, as well as rich Terra Cotta orange to enhance the festal at-
mosphere of the scenes. In that manner, the colors live their full-blooded life in
collaboration with the dynamic shapes of the drawing, with the playful design
of the compositions, as well as with the energetic amplitude of the entire fresco
programme. Saturated blues and greens for the landscapes, warm reds for the
clothing and the depicted interiors, bright grays for the architectural backdrops
and spicy yellow tones for the facial expression - comprise the secondary layer
of characteristic palette of colors in the St. Nicetas’ painterly arrangement.
United in a single and unique dynamic coherence of the compositional design
achieved through the exceptional articulation of the painterly elements and the
perfect integration of the thythmic standards in the spatial organization of the
scenes!7, the playful forms and the picturesque colors in St. Nicetas fresco
painting enjoy the bliss of a solid and well-balanced visual cohabitation.

Couple of decades latter, towards the middle of the 14th century, when
master John Theorianos promoted his poetic approach towards construction of

Painting on the Territory of Macedonia, 9-11

16 M. MapkoBuh, Ymernuuka aenarnoctT Muxanna u Eruxuja. Cadawra snarea,
cnopra numarea u npasyu 6yoyhux ucmpasicusarsa, 105

17 E. Dimitrova, On the Mise-en-scene and the Backdrops. Scenes from the Dram-
atopee of the Macedonian MedievalPainting, 12-16; eadem, Le radici adriatico-balcaniche:
il monumento dell affresco bizantino e [’esempio della Macedonia, 97-100
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lyrical vistas permeated with graceful elegance and exotic narration, the trans-
lucent atmosphere of the scenes implied an entirely different palette, light in
the gamut, pale in the nuances and cold in the tonal resonance. Arising from the
deep sea of poetic melancholy, master Theorianos’ color range, appropriate to
the delicate taste of his commissioners, melts into a vast horizon of sophisticated
and highly esoteric harmonies. The cold green spectrum of the painted ensemble
in St. Nicholas in Ljuboten (1344-1345)18, the exciting blue tonal amplitude of
the decoration executed on the second floor of the St. Sophia Cathedral (1345-
1346)19, the crystal ecru shades permeating the scenes depicted in the Gallery
of Arhbishop Gregory (ca. 1350)20, as well as the transparent violet horizons
in the fresco arrangement of the Holy Mother of God church at Matejce (1348-
1352)21 are the most recognizable references of Theorianos’ poetic sensibility
and of his delicate taste for refined coloristic nuances. In that sense, Lavender
pink is used for a refined unification of the spatial features in the composition
and Ash gray is maintained as its counterpart in the scene; Blizzard blue is ap-
plied to stress the celestial atmosphere, while Jasmine white is employed for the
impressive optical effects; Magnolia white accentuates the courtly elegance of
the depicted characters and Golden bronze stands for the noble accords of the
figures’ graceful motion. Aquamarine and Lavender blue, gently scattered over
the walls, ennoble the exotic vistas with a touch of glamorous glow, while the
cold Perl Aqua green nuances the depicted views with a beam of illuminative
and luxurious radiance. Last, but not least, master Theorianos’ rich Platinum
gold used for an aristocratic and festive atmosphere of the spectacles, completes
the tender, yet solemn temper of the depicted events22. Luminous in the tonal
amplitude and almost transparent in the resonance of hues, the palette of colors
of John Theorianos creates a broad spectrum of rousing optical illusions, cor-
responding to his poetically refined artistic vision.

Contrary to the delicate predisposition of Theorianos’ painterly discourse
elevated in the refined spheres of lyrical inspiration, his disciple who created
several fresco ensembles in the second half of the 14th century?3 arises from
the spiritual depths of expressiveness, emerges out of the dramatic whirlpool of
intensive visual energy and dives into the ecstatic emotional turbulence of his
passionate and dynamic artistic handwriting. The sharp tone of figural mobility
in the arrangement executed in the south chapel of St. Virgin Peribleptos (1364-
1365), the dynamic syncopes of the expressive visual context in the fresco pan-
orama of St. Virgin Bolnic¢ka (1368), the invasive plasticity in the modeling
of the forms in St. Virgin Pestanska (1370), as well as the flaming intensity
of all painterly elements in the ensemble of Marko’s monastery (1376/1377)

18 S, Korunovski — E. Dimitrova, Macedonia. L’arte medievale dal IX al XV secolo,
181-182

19 11. T'posnanos, Oxpudckomo suono caukapemeso 00 XIV eex, Oxpun 1980, 78-79
20 B. J. Bypuh, Buzanmujcre ghpecke y Jyeocnasuju, beorpan 1974, 68
21 E. Mumurposa, Manacmup Mamejue, Cronje 2002, 240-243

22 S. Korunovski — E. Dimitrova, Macedonia. L arte medievale dal IX al XV secolo,
181-191

23 1I. I'po3manoB, Oxpuockomo suono ciuxapcmeo 00 XIV gex, 138-150
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are soaked in the dark tonal amplitude of his dramatically explosive coloristic
range24. The powerful expression of emotional unrest of the figures, the deep
mysticism and the vigorous passion of the depicted images radiate with bitter
outflow of tension, reflected in the saturated and optically contrasting colours
that burn with their crude and obscure energy. Abandoning the classicistic ar-
tistic tendencies in creation of the compositional design, as well as in calibra-
tion of the chromatic values of the palette, the painter of the mentioned fresco
ensembles stands out with the restless spirit of the forms and the agitated pathos
of the palette, as most recognizable references of his genuine painterly hand-
writing.

In his strikingly imposing and emotionally tentative palette of colors, the
Duke blue gives the sights a noble shade of luminous decoration; the Maroon
red accentuates the dynamic charge of the depicted action, while the Arsenic
gray stabilizes the compositional scheme with its cold, solid and shiny hues.
In the pictures of Passion, executed on the walls of his most renowned work —
the fresco arrangement in Marko’s monastery, the Ultramarine cries with the
unrestrained energy of human drama, the Burgundy red glows as fresh blood
dripping from an open wound and the Burnt amber adds plastic accents to the
modelation of the forms. Where the Dark coral saturates the views with a warm
gamut of explosive tension, the Chrome yellow refreshes the vistas with the cold
spectrum of depression and grief, while the cold /ndigo blue deepens the sights
with its dark and mystical nuances. Finally, the venomous Crimson in its most
aggressive and deadly menacing variant configures the optical contrasts of the
picture with a ravaging passion, as if springing directly out of the abyss of hu-
man suffering. Nuancing his frescoes composed of suggestively energetic draw-
ings, expressive plasticity of the form and severe exposition of dynamic effects
with the passionate color gamut of his palette, the master of Marko’s monastery
created contrasting optical effects never before encountered in Byzantine mural
painting?5. The dramatic clash of the depicted forms, the restless commotion of
the figures and the anxious atmosphere of the sights, as basic principles of his
fresco ensembles, are richly toned with the dramatic hues of his saturated and
mystical palette that covers the expressive iconography as a dark veil of unre-
strained emotional resonance?20.

Entirely different is the constellation of coloristic effects in the palette of
Metropolitan John, a painter who, in the course of the chaotic and highly uncer-
tain historic circumstances at the end of the 14th century, created the luxurious
panorama of full-blooded forms, glamorous atmosphere of the scenes, warm
sensibility of the images and noble accords of the chromatic diapason in St.
Andreas church, near Skopje (1388/1389)27. Energetic in its painterly expres-

24 S. Korunovski — E. Dimitrova, Macedonia. L arte medievale dal IX al XV secolo,
204-206

25 E. Dimitrova, On the Dynamics of the Compositional Structures in the Paleologue
Painting on the Territory of Macedonia, 17-19

26 S, Korunovski — E. Dimitrova, Macedonia. L’ arte medievale dal IX al XV secolo, 206

27 J. Prolovic, Die Kirche des heiligen Andreas an der Treska, Wien 1997, 206-214;

E. Dimitrova, V. Lil¢i¢, K. Antevska, A. Vasilevski, Matka. Kulturno nasledstvo, Ohrid 2011,
151-15
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sion and graceful in the emotional charge of the compositions, this fresco en-
semble ravishes with the luscious exuberance of artistic execution of his ultra-
talented and highly renowned author?8. In that regard, he used Coral red to
enhance the dramatic tension of the depicted action, Salmon pink to link the in-
tensive and the dark nuances into a chromatic unity and Harvest gold to accom-
plish the uncompromising anatomic plasticity of the forms. He also put Cobalt
blue to mark the deep sonority of the vistas, deep Carmine red to accentuate the
energetic density of the illustrated events and soft Emerald green to achieve the
vividness of the visual impression. He laid Mahogany brown for the ceremonial
atmosphere of the sights, Forest green for the vast spatial configuration of the
view, Iris blue for the glamorous costumes of the saintly figures and Metallic
Rust red for the humanistic touch of the temper in the vistas. The favorite colors
of Metropolitan John, glamorously scattered across the walls of the St. Andreas
church, such are: the Sapphire blue for an illusionistic dimension in creation of
the sight, the Glacious gray for the striking optical effects and the rich Marble
yellow for the luxurious elaboration in depiction of the architectonic scenery,
glow in their full chromatic blossom with an unrestrained energy of an explo-
sive palette29. On the other hand, the Azure blue for the distant heavenly hori-
zons, the Patina bronze for the warm medium of a domesticated landscape and
the rich Mahogany red for the dramatic atmosphere of the illustrated events are
just the finishing touch of a sparkling, radiant and luxuriant coloristic gamut.

Dark or light, intensive or pale, luminescent or shady, translucent or satu-
rated, the colors that configure the palette of the mentioned Byzantine fresco
masters of the 14th century have given the final and most distinctive painterly
glow to their representative ensembles. The dynamic resonances of the vivid
coloring in the Peribleptos church, the harmoniously balanced tones of the col-
or gamut in Staro Nagoricino, the playful diapason of chromatic values in St.
Nicetas, the aristocratic tonal amplitude in Matejce, the agitated coloristic dark-
ness in Marko’s monastery and the energetic exuberance of the palette in St.
Andreas, comprise the picturesque optical portfolios of their authors. The play-
ful resounding of Eutychios’ green spectrum, the warm tonal hues of Michael
Astrapas’ red incarnate, the poetic lyricism of Theorianos’ pale chromatic roy-
alty, the toxic anxiety of the dark coloristic resonance of his disciple and the
graceful synchronicity of Metropolitan John’s blue palette, radiate with their
eternal optical values as lighten in honor of the superb creative performance of
their renowned masters.

28 E. Dimitrova, On the Mise-en-scene and the Backdrops. Scenes from the Dram-
atopee of the Macedonian MedievalPainting, 26-28

29 S. Korunovski — E. Dimitrova, Macedonia. L arte medievale dal IX al XV secolo,
206-210
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Enuszatera [Jumutposa
MPUBJIAYHE BOJE: Xpomamcka ananusa nareme

HeKux 00 HajnosHamujux gpecko majcmopa X1V eexa

Kao jemaH o CTpYKTypalHHMX eJleMeHara JHMKOBHOT AMCKypca, 00ja M CBE HbeHe
OJUTMKE: MHKapHAT, HUjaHCe, CIIEKTap Bajepa M pPe30HAT TOHAIHE aMIUINTYAE, YeCTO Cy
HajKapaKkTepUCTHYHA 03HAKa HEKOT YMETHHYKOT JIEJ1a, Ka0 U CIIELU(UYHOT U IPETIO3HATIBUBOT
.pyKomuca“ meroBor ayropa. To ce HApOYMTO OJHOCH HA BU3AHTH]jCKU JIMKOBHU U3pa3, TIe
je, y OKBHUpY BIIaajyhux MporpaMCcKUX M MKOHOTpadCKUX KaHOHA, 0oja mocTaja TiIaBHA
OZIPE/IHHIIA AyTOPOBOI CEH3UOMIINTETa U TEMIICPAMEHTA, Ka0 U EbErOBOI WMH/MBH/YaJIHOT
MPUCTYTIA XOPU30HTY ONTHYKUX EKCIIEPUMEHATa U WIYMHHALMja. Y TOM KOHTEKCTY, HEKH
on Bojehux MajcTopa BU3aHTHCKOT JIMKOBHOT cTBapanamTBa XIV Beka nanu cy 3HauajaH
JIOTIPUHOC JIOMEHY KOJIOPHCTHYKOT M3pasa, Kpenpajyhu CBoj perno3HaT/bHB JIUKOBHH HIIHOM.
Ca 1msbeM Ja pacBeTIMMO PEIATUBHO HEMO3HATy c(epy XPOMATCKHX KapaKTepHCTHKA
M0jeIMHUX BU3AHTUjCKUX MajCcTOpa, y HalleM paay ocBphemo ce Ha Bozehe 3orpade koju cy y
XIV cronehy pagunyu Ha MaKeTOHCKO] TEPUTOPHU)HU, MPOAYLHpajyhn HeKe O/ Haj3HAuYajHHjUX
YMETHHYKHX Jiena Tor Bpemena. [IpBu mel)y muma, majcrop Eyrtuxuje, Boha aresbea koje
je ociukano boropomuny Ilepusnenty y Oxpuny (1295), nu3ajHupao je AWHAMHYHY U
JjapKy KOJIOPUCTHYKY MaJeTy 3a CBE)KY YMETHHUYKY BHU3H]Y, IPOHUKHYTY CHPOBUM TOHOBHMA
€MOIIMOHAJIHE CYreCTHOMIHOCTH (IUIABO KA0 aMETHCT, XKYTO Kao KOpaJl, CUBO Kao IJIATHHA,
macten cMeho U CKepJIeTHO IpBeHH TOH). Hberor maprtHep y pamy, Muxajino Actpana je,
y Haropuumny (1316-18), 000juo mepeMOHHjaIHO KOHLIUIHMPAHU IPOTPaM JEIUKATHO
XapMOHHM3MPAHOM IaJeToM (BU3aHTH]CKO IUIABO, PyOWH LPBEHO, MEKM 3€JEHM CIIeKTap,
paduHEpanu py>xuyacTy Baiepn), 1ok je y CB. Hukutn (1323/4) nunamuane ukoHorpadceke
MaTpHIe 3aCUTHO MHTCH3UBHUJUM XPOMATCKHM KBaJMTETHMa (KPaJbeBCKO IUIABO, OaKapHe
LIpBEHE HHjaHCE, MACIMHACTO 3eJICHe CeHKe, NperuiaHyiaa Tepakora). [TMOHHP JBOpCKOT
CTHJIa HAa MaKeJIOHCKO] TEPUTOPHjH, IECHUUKN HHcnHpHcaHu JoBaH TeopujaH oCBEeTIIHO je
KOJIODUCTHYKY TAJICTY CBOTI' CIMKAPCTBA INIEMEHUTHM 00jama XJIaJIHOT crieKTpa (JbyOnuyacTo
Kao J1aBaH/a, 0e0 Kao MarHoimja 1 jaCMUH, akBaMapyH IJIaBO U OHCEPHO 3eJICHU BaJIepH).
Hacynpor cBemnoj u xmaanoj TeoprujaHOBO] MajeTH, BErOB YYCHUK - OXPHICKH MajCTOp U3
npyre monosuHe XIV Beka u ayTop ciaukapctBa y MapkoBom manactupy (1376/7) xopuctu
TaMHY, HEPrHYHY U MHUCTHYHY KOJOPHCTHUUYKY I'aMy KOja OJroBapa eKCIpeCHBHOM U 1yO0KO
CTpacHOM IIporpaMy IpKBe (YITpaMapiH ¥ HHIUTO IUIaBO, TAMHH U PECKH [IPBEHU TOHAJIUTET,
OTPOBHH ITypILyp, EKCIUIO3UBHE 3elieHe HujaHce). Ha kpajy, OTMEHO 1 CEH3MOUITHO CIIMKAPCTBO
Murtpomnonuta JoBana y Anzpeaiy (1388/9), o60jeHo je Gorarom raMoM TOHOBA IJIaMypO3HE
MajieTe BEJIUKOT MajcTopa (KoOauT, asyp u cadup IiaBe, KApMUH U Oakap [[PBEHE, MaXaroHH
cmehe, Mmpamop kyTe, cMaparHo 3ejeHe U cpeOpHO cuBe 00je).



