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ARS INIMITABILIS: 5
THE CHURCH COMPLEX OF ST. LEONTIUS AT VODOCA

Dedicated to my Professor Petar Miljkovi¢-Pepek

Although the domain of historical studies still looks upon Emperor
Samuel as a portrait of a controversial ruler, most of all due to the ideologi-
cal and political residues in the methodological approach of certain scholars!,
the Samuel’s era does not generate any unsustainable debates in regard to the
creative capacities of the period fulfilled with remarkable aesthetic accomplish-
ments. On the contrary, the individual who bore the name of an Old Testament
power figure (Fig. 1), who inflamed this part of the world with his ambition for
establishment of an imperial realm and lived up to his dream for a rivalry with
the Byzantine ruler, has self-created a portrait of a monumental historic figure
with an authentic and productive cultural concept? which has outlived not only
the chronological, but the historic boundaries of Tsar Samuel’s state, as well.
Besides the establishment of a vast territorial estate that occupied a significant
portion of the Balkan Peninsula and the successfully managed military cam-
paigns against the Byzantines3, this powerful medieval autocrator has com-
missioned, at least, several religious monuments “adorned” with remarkable
architectural, as well as artistic features.

' In regard to the efforts of some authorities in the domain of Byzantine studies to
give Tsar Samuel a stately reference, one can notice that most of them resulted in associa-
tion of the Emperor with the title of Bulgarian sovereign, among the first see N. Adontz,
Samuel I’Arménien roi des Bulgares, Mémoires de 1’ Académie Royale de Belgique, Classe
des Lettres 38 (1938), pp. 1-63; among the recent — C. [Tupusarpuh, Camyunosa opocasa:
Obum u xapaxmep, beorpan 1997; on the contrary, the most renowned Byzantine scholar
in the domain of historic studies, G. Ostrogorski gives Samuel the title of Macedonian tsar
due to the geographic configuration of his state, the center of which was located in medieval
Macedonia, cf: I. Octporopcku, Mcmopuja na Buzanmuja, Cxomje 1992, pp. 361, 368-369.

2 E. Dimitrova, V. I. Personalities in Medieval Macedonia. Five Paradigms of Su-
preme Commissionership (11" — 14th century), Folia Archaeologica Balkanica 11T (2015), pp.
603-605.

3 C. Antonjak, Cpeonosexosna Maxeoonuja 1, Cronje 1985, pp. 432-443; P. Stephen-
son, Byzantium's Balkan Frontier, Cambridge 2000, pp. 60-71. M. b. [1anos, Buszanmucka
Maxkeoonuja, in: I1. Kyaman, E. lumurposa, J. lones (Ed.) Maxedonuja. Munenuymcku
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In that context, the basilica dedicated
to Saint Achilles (Fig. 2), erected at the end
of the 10th century on a small island in the
Prespa Lake, with its architectural configura-
tion announces the architectonic exhibitions
of the Byzantine builders from the later cen-
turies#, while its metaphrasic altar fresco dec-
oration, as we have already shown in one of
our previous Ni§ & Byzantium papers3, pre-
figures the complex theological and painterly
concept that would become an inspiration for
the Kurbinovo fresco ensemble some two
centuries later. Hence, the appearance of the
subsidiary chapels which were constructed as
separate architectural units framing the main
altar and were covered by small domes¢, in
other words - configured as individually
shaped constituents of the spatial anatomy
of the sanctuary — should be considered as a
true novelty with productive and far-reach-

Fig.1 Portrait of Tsar Samuel, foren- jno consequences for the development of
sic reconstruction Byzantine architecture in general. The same
Ca. 1 Hoprper napa Camyuna,  goes for the fresco painting, which, although
(bopersirixa pexonCTpyKIHja devastated and preserved only in remnants7,
stands for one of the most avant-garde deco-
ration in the period of the Middle-Byzantine painterly production. In that sense,
another monument which chronologically originates in the Samuel’s era can
be enumerated among the distinguished artistic attainments (Fig. 3), although
physical devastations, numerous re-building phases, adaptations of the archi-
tectural corpus, demolished fresco decor and reconstructive enterprises, have
irretrievably taken away the best part of its one time visual, artistic and aesthetic
glow.

The realm of Byzantine studies ows its knowledge on the historic, social,
architectural and painterly features of the church complex of Saint Leontius at
Vodoca to the honourable Professor Petar Miljkovi¢ Pepek 8, who transformed

KyamypHo-ucmopucku gpaxkmu, Cromje 2013, pp. 1182 — 1193.

4 S. Korunovski, E. Dimitrova, Macedonia. L’arte medievale, Milano 2006, pp. 34-40.

5 E. Dimitrova, “The da Vinci Mode”. Unsolved Mysteries of Macedonian Medieval
Fresco Painters, in: Ni$ and Byzantium. Eight Symposium. Collection of Scientific Works
VIII, Ni§ 2010, pp. 250-251.

6 On the architecture of the basilica of Saint Achilles at Prespa see: N. Moutso-
poulos, H Baoctiikn tov Ayiov AxitAleiov otnv Ilphomo, ZupPoAn oTn HEANTE TV
HVNUElmV Teg meEPLOXNS, A, B, T, Oeccadovikn 1989.

7 TI. MwbkoBuk-Ilenek, @peckume u uxonume 00 X u XI sex 6o Maxeoonuja (Bo
nepuooom na Camyun u no neeo), Kyarypuo nacnencrso VI (1975), pp. 40-43.

8 TI. MubkoBuk-Tleniek, Komnnexkcom ypkeu 6o Boooua (den 00 npoexmom 3a
Konsepsayuja u pecmaspayuja na Boooukuom xomnaexc), Cromje 1975.
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Fig. 2 The church of Saint Achilles at Prespa

Cu. 2 IlpkBa Cetor Axmnmja Ha [Ipecnn

.. - .
Fig. 3 The church of Saint Leontius at Vodoca

Cx. 3 Ilpxsa Csetor Jleontnja y Bogoun

the pitiful remnants of the one-time Episcopal center, eroded by time and left to
permanent devastation (Fig. 4), into an attractive architectonic organism (Fig.
5). Besides the reconstruction of the monument, funded upon his long term
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Fig. 4 The church of Saint Leontius at Vodoc¢a in 1953
Cux. 4 Lpksa Csetor JleonTtnja y Bogoun, n3rien u3 1953. rognne

Fig. 5 The church of Saint Leontius at Vodoca

Ci. 5 Lpksa Cseror Jleontuja y Bonoun

investigation of the remnants of the building structure and the fresco ensemble,
the efforts for revitalization of the shrine the genuine architectural configuration
of which should have been adorned with the restored fragments of the original
ensemble, as well as the profound analyses of the iconographic and painterly
features of the preserved decoration, Professor Pepek has also established the
chronological stratification of the Vodoca complex®. Based upon archaeologi-

9 Jbidem, pp. 19-26.
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cal, historic and sociological parameters in the methodological approach, as
well as upon the analyses of the architectural, iconographic and stylistic fea-
tures of the preserved elements of the visual structure of the complex, Pepek’s
chronological resonance encompasses four phases in the configuration of the
church ensemble dedicated to Saint Leontius:

* | phase — Byzantine domed basilica (erected in the period 7th - 9th cen-
tury)

» II phase — renovation of the Byzantine domed basilica (executed at the
turn of the 11th century)

» [II phase — erection of the cruciform church to the west of the complex
(ca. 1025)

* IV phase — renovation of the church from the turn of the 11th Century
(at turn of the 12th century).

In the process of his investigation, Dr. Petar Miljkovi¢-Pepek identified
the first phase of the complex as a Byzantine sacral structure built in the period
prior to the earliest Slavonic cultural activity in Macedonia; he named this edi-
fice Old Vodoca church and dated it in the chronological register between the 7th
and the 9th century!0. The dating of this first stage of the architectural growth of
the complex, which was categorized by Professor Pepek as a domed basilica'l,
rests on the single analogy discovered by the eminent scholar — the controversial
Saint Andrew in Krisei, today called Koca Mustafa Pasha mosque, erected in
Constantinople in the course of the Iconoclastic era!2. In spite of the similarities
between the so called Koca mosque and the alleged Old Vodoca church visible
in the orientation of their ground planes towards the central nucleus accentuated
by a monumental dome, these two edifices are not what one could call “partners
in comparison”, since the elaboration of their spatial concept is entirely differ-
ent. Namely, the accentuated structures of the subsidiary altar components of
the Constantinople church versus the compact character of the protessis and di-
aconicon at Vodoca, the penetration of the side aisles of the Metropolitan temple
in the spatial configuration of the choir versus the classically balanced ground
plan of the Vodoca naos, the addition of the luxuriously formatted narthex at the
west end of Saint Andrew temple versus the modestly shaped west bay of the
Vodoca church are only some of the distinctions in the ideological concept of
the two edifices. Moreover, there is no archaeological material from the period
7th —9th century among the excavated findings discovered in the vicinity of the
complex, while concurring architectural remnants and/or painterly fragments
have not been mentioned in the reports related to the investigation of the site.
Therefore, we can only assume that the first phase of the Vodoca chronological
chart designed by Professor Pepek remains archaeologically, architecturally and
painterly unsubstantiated, and therefore completely unviable.

10 TI. MwskoBuk-Ilenex, Xpucmujanckama apxumexmypa kaj Maxedonckume
Cnosenu 00 npeo cpedunama ua IX eex 0o 1018 2o0una (nepuoo na npe Kyimypen nooem Ha
Maxeoonckume Cnosenu), Kmument Oxpuncku. Ctyauu, Cromje 1986, pp. 227, Fig. 1, 1.

11 Idem, Komnnexcom ypkeéu 6o Bodoua (den 00 npoexmom 3a Kowsepsayuja u
pecmasgpayuja Ha Booouxuom komniexc), pp. 20, Fig. 4a.

12 L. Brubaker, J. Haldon, Byzantium in the Iconoclastic Era (ca. 680-850): A His-
tory, Cambridge-New York, 2011, pp. 214.
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The second phase of the
Vodoca complex was linked by
Professor Pepek with the fresco
fragment (Fig. 6) discovered in
the eastern portion of the edifice
and found in the architectural
debris located beside the apsidal
wall of the building. Although
heavily damaged, the precious
remnant of the one-time icono-
graphic program of the temple
discloses a part of a saintly image,
depicted with a delicate artistic
manner and remarkably gracious
stylistic features. In that sense,
the tonal configuration of the
volume, the sophisticated draw-
ing, the rhythmically executed
silhouette and the light strokes of

the brush in the application of the
Fig. 6 The church of Saint Leontius at Vodo¢a,  ¢glours. as main elements of the

Fresco fragment from the turn of the 11th century

painterly discourse of the mas-
Cu. 6 Lipksa Caeror Jleontnja y Bonoun, ter, directed the experienced and
¢parmenT pecke ca noverka XI sexa insightful professor in the right
course — towards chronological
determination of the painting, as well as of the building structure to which it
was originally attached — in the late 10th or early 11th century. Believing that
it should be considered as a renovation of the oldest edifice on the site!3, Pepek
named the second phase Eastern Vodoca church since its apsidal line represents
the easternmost architectural point of the complex (Fig. 7). Stressing the char-
acteristic ground plan of the edifice which reveals its longitudinal projection
accentuated with a dome, Pepek acknowledged the extension of the central aisle
versus the narrow side aisles and believed that its specific spatial configuration
resulted from the respect given to the authentic matrix in the course of the re-
construction of the original temple.

The identification, as well as chronological determination of the third
phase, once again resulted from the discovered portions of the fresco arrange-
ment, seriously fragmentized, yet preserved visibly enough in the interior of
the western part of the complex. A few scenes from the cycle of the Life of
the Virgin, altogether with a couple of saintly images (Fig. 8), comprise what
can be considered as the oldest fresco ensemble originating from the Byzantine
period in the territory of present-day Macedonial4. Iconographically innovative

13 TI. MusskoBuk-Ilenek, Kouwniexcom ypxeu 6o Boodoua (Oen 00 npoexmom 3a
KoH3epsayuja u pecmaspayuja Ha Booouxuom xomnaexc), pp. 20, Fig. 4b.

14 E. Tumutpona, C. Kopynoscku, C. ['panmakoBcka, Cpednosexosna Makedonuja.
Kynmypa u ymemnocm, in: II. Kysman, E. JumutpoBa, J. Houes (Ed.) Maxeoonuja.
Munenuymcku Kyimypuo-ucmopucku ¢paxkmu, Cxomje 2013, pp. 1584-1586.
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Fig. 7 The church of Saint Leontius at Vodoca, ground plan by S. Korunovski

Ca. 7 pxsa Cseror Jleontnja y Bogoun, mran C. Kopyrosckor

Fig. 8 The church of Saint Leontius at Vodoc¢a, Fresco
from ca. 1025

Ca. 8 Ilpxsa Cgetor JleonTtnja y Bogoun, ppecka u3
1025. rogune

in terms of configuration of the compositional [
matrixes, the scenes depicting the events prior [+ =
to the Immaculate Conception, although par- N

tially preserved, display features of a very dis-
tinctive artistic language, as well. In that regard,
the sensual energy of the saintly images, the at-
tentive modellation of the anatomic structure of
the figures, as well as the luxuriant amplitude of |
colours directed professor Pepek to search for
their chronological identification towards the [
mid-first half of the 11th century. The temporal |
reference of ca. 1025 for the creation of the fres- {
coes!s places the building process of the west-
ern part of the Vodoc¢a complex some quarter of §
a century after the erection of its eastern sec-
tion. Attempting to explicate the chronological
subsequence of this modest by its dimensions
and conventional cruciform temple to the older

15 TI. MuskoBuk-Ilenek, Jea nenosnamu gpacmenma na ¢pecka 00 Bodoukama
yprea, 30opuuk. My3sej na Makenonuja, H.c. 3 (2001), pp. 44-45.
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Fig. 9 The church of Saint Leontius at Vodoca, architectural projection of the Western
church (drawing by A. Pesev)

Cun. 9 Lpksa Cgetor JleonTrja y Bogoun, ApXuTeKTOHCKa IpojeKIHja T3B. 3ana/He LpKBe
(uprex A. [emresa)

Eastern church (Fig. 9), Miljkovi¢-Pepek launched two ideas as an “excuse”
for the deviation from the unique and eternally lawful Byzantine canonical rule
— always to respect the original location of the shrine in the course of its archi-
tectural renovation.

Namely, since the Western church does not coincide with the authentic
perimeter of the Eastern temple and it seems that it has been moved a bit to the
west, Professor Pepek came up with the following ideas:

* either the commissioner was a layman with insufficient knowledge of
the sacral rules of Byzantine architecture and therefore did not have enough
experience in the patronage of religious edifices, or

* as a true Byzantine character has tendentiously disregarded the location
of the original shrine, manifesting his obvious disrespect to the edifice from the
time of the bitter Byzantine enemy, the Emperor Samuel's.

Although these hypotheses could be taken into consideration due to the
immense experience of Professor Petar Miljkovi¢ related to many different as-
pects of Byzantine architecture (historic, chronological, social, aesthetic etc.),
I will try to approach this issue from a different perspective in order to give
another solution to the problem of the so called anti-canonical phase in the com-
position of the Vodoc¢a church complex. My disagreement with the respected
Professor in regard to the reasons for the alleged anti-canonical demeanour of
the commissioner of the western church is twofold:

* first of all because according to the historic and social investigation of
the Byzantine era, the commissionership was a privilege of the social, as well

16 TI. MusbkoBuk-Ilenex, Komnaexcom ypkeu 6o Bodoua (Oen 00 npoexmom 3a
KoH3epsayuja u pecmaspayuja na Boooukuom xomnaexc), pp. 37-38.
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as intellectual elite well familiar with ec-
clesiastic rules of architectural and artistic
enterprises!?

* and secondly, starting from the no-
tion of the historic events related to the pe-
riod in question, I would have too much [¥
of a doubt that anybody would have spent §
time and energy to invent an effective way
in order to ideologically or religiously
harm the enemy who was defeated and !
overpowered so long ago!s.

The chronological determination of =
the fourth building phase of the Vodoca *
complex resulted from the dating of the
youngest layer of medieval frescoes in the
period of the late 11th century (Fig. 10),
preserved in a devastated condition in the
apse, with a manifested energy of an ac-
centuated linearism. The sharp treatment : : 5
of the contours, as well as the imposing Fig. 10 Thve church of Saint Leontius at
facial energy of the four images of arch- Vodota, Fresco from ca. 1090
bishops represented on the apsidal wall, Cn. 10 Lipxsa Cseror JleouTuja y
associated with the painterly manner of Borowm, ¢ppecka ns oo 1090. ronune
the fresco masters of the Virgin Eleoussa
church in Veljusal?® point to a more precise chronological reference of the fres-
coes and the building structure in the period 1085-1090. Determining the forth
phase as a renovation of the older, Eastern church20, Pepek correctly pointed out
the two components of distinction in the spatial matrix of the authentic temple
and its restoration done a century later. The first one is the tendency towards

17 R. Cormack, Patronage and New Programs of Byzantine Iconography in: The 17th
International Byzantine Congress, Major Papers, Washington D. C. (August 3 — 8, 1986),
New York 1986, pp. 609-638; A. Cutler, Art in Byzantine Society: Motive Forces of Byzantine
Patronage, Jahrbuch des Osterreischen Byzantinistik 31 (1981), pp. 759-787; S. Kalopissi-
Verti, Patronage and Artistic Production in Byzantium during the Paleologan Period, in S.
T. Brooke (Ed), Byzantium: Faith and Power (1261 — 1557), New York — New Haven 2006,
pp. 76-97.

18 Emperor Samuel died of a cardiac arrest in October of 2014, after the tragic defeat
of his army in the battle at the Belasica Mountain; four years later the Byzantine rule was
restored on the territory of the former Empire, cf. M. b. [Tanos, Buzanumucxa Makeoonuja,
pp- 1194-1195.

19 TI. MusskoBuk-Ilenek, Kowniexcom ypxeu 6o Boooua (Oen 00 npoexmom 3a
Kouzepsayuja u pecmaspayuja Ha Booouxuom xomniexc), pp. 49; idem, Benjyca. Manacmup
Cs. Bozopoouya Murocmuea 6o cenomo Benjyca kpaj Cmpymuya, Cxomje 1981, pp. 218-219;
E. Iumutposa, C. Kopynoscku, C. I'pannaxoscka, Cpeonogexosna Makeoonuja. Kyimypa u
ymemnocm, pp. 1587.

20 TI. MusbkoBuk-Tleniek, Komnnexkcom ypkeu 6o Boooua (den 00 npoexmom 3a
KoH3epsayuja u pecmaspayuja na Boooukuom xomniaexc), pp. 20
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Fig. 11 The church of
Saint Leontius at Vodoca,
Architectural projection of
the Eastern church (draw-
ing by A. Pesev)

Cn. 11 Lpksa Csetor
Jleontuja y Bomoun,
ApXUTEKTOHCKA
npojekiumja t38. Vicroune
upkee (uprex A. [lemesa)

the reduction of the space between the pillars, which resulted in the subsequent
reduction of the diameter of the new dome, while the second is the reduction
of the radius of the new apse, whereat, although the new edifice coincides with
the authentic perimeter of the original church, it shows certain abbreviations
of the spatial lines projected in the reduction of the apsidal wall. The incentive
and always lucid Pepek, who saw the fourth phase of the complex as a spatial
“shrinkage” of the tissue of the Eastern Church?!, named it Middle Vodoca tem-
ple, since its architectural nucleus appears between the two edifices — the old
Eastern and the “displaced” Western.

Due to the fact that no historic data from the medieval period are pre-
served on behalf of the Vodoca bishopric, the compound edifice remained un-
attributed, in other words its building phases could not be linked with certain
historic personalities. However, the recent investigations of the architectural
features of the Vodoca ensemble may throw some new light over the issues
of the chronological, as well as spatial articulation of the complex. Namely,
according to the preserved portions of the perimetral walls belonging to the
Eastern Church, which originates from the time of Tsar Samuel (Fig. 11), as
well as according to the remnants from the massive pillars in the interior, one
can notice that we are dealing with a very ambitious architectural enterprise.
It is an edifice with a complex typological structure, which can be seen as a
transitional architectonic matrix between the so called “shortened basilica” and
the cruciform ground plan that represents a sample of the genesis of the cross-
in-square type in the Byzantine architecture22. The diameter of the dome - ex-
ceeding 7 meters - points to a massive vaulting structure which, according to
its dimensions, can be linked to the so called domed basilicas originating in the
time of the Emperor Justinian23 and associates the edifice with a master builder
with extraordinary knowledge in statics and epic taste in the elaboration of the
spatial qualities of the architectural organism.

21 Ibidem, Fig. 3
22 S. Korunovski, E. Dimitrova, Macedonia. L arte medievale, pp. 46.
23 R. Krautheimer, Early Christian and Byzantine Architecture, Harmondsworth
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Fig. 12 The church of Saint Leontius at Vodoca, Architectural projection of the Renovated
Eastern and Western church (drawing by A. Pesev)

Cux. 12 Ilpksa Cseror JleonTtuja y Bonoun, ApxXuTeKTOHCKa IpojeKIija OOHOBIbEHE
Hctoune u 13B. 3anagHe npkee (uprex A. [lemea)

The sophisticated typological configuration of the edifice, the ambitious
spatial elaboration and, particularly, the monumental dome structure which cov-
ered almost three quarters of the building’s interior refer to optimal khtetorial
capacities, most certainly belonging to an individual from the highest social
circles of the era at the turn of the 11th century. If we refresh our memory that
when commissioning the cathedral church of Saint Achilles in Prespa, Emperor
Samuel chose the ground plan of a classical basilica, with clear reminiscent of
the oldest Early Christian Episcopal centers24, than the selection of the domed
basilica in Vodoca, as an evocation of Justinian’s sacral edifices, could be eas-
ily seen as a preferable architectural priority of Samuel’s social elite. In that
context, I would not exclude the idea that the domination of the dome over the
architectural corpus of the Vodoca temple, which is a kind of exclusive build-
ing element of the era, could be associated with the possibility of an immedi-
ate khtetorial initiative of the Emperor Samuel in person; in other words, with
the authoritative aspirations of a powerful Balkan ruler, who would not refrain
from projecting his imperial ambitions in commissions that resemble the works
of art created by his great predecessors. Hence, the powerful political career
of the autocratic Balkan ruler who has established a realm competitive to the
Byzantine reign over the Peninsula and created a representative catalogue of

1965, pp. 179-182; E. HQumurpona, C. Kopynoscku, C. I'pannakoBcka, CpeorosexosHa
Maxkeodonuja. Kynmypa u ymemuocm, pp. 1564.

24 E. Dimitrova, V. I Personalities in Medieval Macedonia. Five Paradigms of Supre-
me Commissionership (11th — 14th century), pp. 603.
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aesthetic innovations marked by transparent ideological messages25 could be
seen as a distinctive historic achievement replicated in genuine khtetorial proj-
ects with remarkable architectural features.

The ambitious architectural model of the Vodoca church did not last
very long and was most probably devastated during Samuel’s defeat by the
Byzantine army in 1014. A decade or so later26, in the course of the peaceful
historic circumstances, the new commissioner with an unknown identity, obvi-
ously wished to renovate the monumental church preserved in remnants. By
erecting the so called Western church which, according to the preserved por-
tions of the fresco ensemble, was most probably dedicated to the Virgin, the
khtetor has achieved his purpose, although the renovation did not follow the
appropriate Byzantine cannons for a restoration of an older shire. Having in
mind the architectonic qualities of the Eastern temple, i.e. the coherent ground
plan of the edifice, as well as the “remarkable attributes™ of its vaulting, the
deviation from the traditional sacral rules did not occur because the donor did
not have a knowledge in the matter or because he wanted to manifest a mockery
towards the works of art from Tsar Samuel’s era27; rather because he simply
could not find an architect who would be able to renovate the exclusive edifice
of his predecessor, a building with an enormously large dome that covered the
interior with a visual integrity much more accentuated in comparison to other
middle-Byzantine cruciform edifices.

Therefore, the honest commissioner with an unrevealed identity decided
to rebuild the old church by erecting a much modest architectural structure of
a cross-in-square ground plan accentuated by a dome, the diameter of which
measured barely 2,5 meters28, migrating to the west of the original church and
leaving the possibility to another donor to take care of a worthy restoration of
the Samuel’s temple in its authentic form (Fig. 9). As the analysis of the build-
ing structure of the Vodoca complex clearly show - that has never happened,
although towards the end of the 11th century, the Eastern Church, once again,
became a subject of another commissioner’s initiative, a phase confirmed by
the preserved perimeter walls and the pillars supporting the vaulting system.
This time, the new donor insisted on honoring the original spatial lines of the
edifice, whereat the contours of the authentic walls were encompassed in the
renovation plans; however, the massive upper structure of the original building
with the dome measuring 7 meters, was once again too ambitious for the new
architects, as well.

Thence, the diameter of the new dome was reduced to 5 meters29, which
resulted in the displacement of the pillars and reduction of the radius of the
apsidal wall, so that the older apse remained without a proper function, except

25 Ihidem, pp. 603-605.

26 T1. MusskoBuk-Ilenek, Komnnexcom ypkeéu 6o Bodoua (den 00 npoexmom 3a
KoH3epsayuja u pecmaepayuja Ha Boooukuom xomniaexc), pp. 20-23

27 Idem, [{ea nHenosnamu paemenma na @pecka 00 Boooukama ypxea, pp. 45.

28 E. Mumutposa, C. KopyHoscku, C. I'pannakoscka, Cpeonosexosrna Makedonuja.
Kynmypa u ymemnocm, pp. 1569.

29 S. Korunovski, E. Dimitrova, Macedonia. L’arte medievale, pp. 46.
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for being a witness to the exclusive architectural achievements of Tsar Samuel’s
era and its ambitious commissioners30. At the same time, the modest Western
church, which was a migrant of the original Eastern temple, became a narthex
of the revitalized shrine, so not only the Samuel’s temple has undergone a rela-
tively dissent renovation, it simultaneously gained a narthex (Fig. 12) and most
obviously became a real architectural complex (Fig. 7). With its historic stratifi-
cation, as well as the building configuration, the Vodoca architectural ensemble
not only emanates the autocratic ideas of the artistic creativity of Tsar Samuel’s
realm, moreover, it most probably reflects the mega-dimensional aesthetic prin-
ciples of the khtetorial individuality of the Emperor himself. Bold as a states-
man, uncompromising as a sovereign and inventive as a creator of cultural ma-
trixes, Tsar Samuel’s character is much more than a significant medieval person
in the historic legacy of the Balkans.

Emuzabera lumutposa
ARS INNIMITABILIS: KOMIUIEKC CBETOI' JJEOHTUJA Y BOJOYU

Lpxeenn xommieke Ceetor JleoHTHja y cTpyMHdKoM cerry Bomoun ymao je y cdepy
BU3aHTHjCKHX CTyAMja 3axBasbyjyhu emunentHoM [Ipodecopy Ilerpy Mumbkosuhy-Ilenexy,
KOjU je, W Topel HeJOCTaTaka IMCAaHWX II0Jaraka, HUCTPaXHO HCTOPH]jCKO-COIHjaITHE,
TpaJuTesbCKe W JTHKOBHE OJUIMKE HABEICHOT CIIOMEHHKA. Y TOM je KOHTekcTy, IIpodecop
[enex mpBHM YCTaHOBHO XpPOHOJOTHjy rpahema camor KOMILIEKCa W JAe(HHHCA0 YeTHPU
(ha3e meroBor HacTaHka, HacTojehu 11a, y TOM TPEHYTKY, 14 HAjIIOTHIHHU]Y HHTEPIPETAI]y
CYKIIECUBHOT TIO[HM3amba jEeJHOT OJf HAjKOMIUIEKCHHMjUX AapXUTEKTOHCKHX apaHXXMaHa Ha
TEPUTOPHjU CpelmoBeKkoBHe Makenonuje. Mnak, HajHOBHja HCTpa)KMBarba IPaJUTEIbCKE
cTpykType Bomouxor ancambna ykasyjy Ha Moryhy peBH3Hjy HEKHX CTaBOBA ITOIITOBAHOT
npodecopa Koju ce OTHOCE Ha MOCTOjae U IaTOBamke MojeguHuX (aza, kao U Ha oapehene
npoOJieMe Be3aHe 3a KTUTOPCKU aHI'aKMaH BbUXOBUX IIPOAYIIEHATa. Y TOM CMUCITY, 1aXKJbHBOM
aHaJM30M apXEOoJIONIKHX KOOpAWHATA, rpal)eBUHCKE CTPYKType M cadyBaHHX (pparMeHara
cnukapeTBa Xxpama Csertor JIeoHTHja, YCTAaHOBHIIIM CMO [1a je OH MOJAWTHYT y TPU HaBpara,
T.j. 1a ce HajcTapuja ¢asa [lenekoBe xpoHoomike Tabmuiie (upksa u3 nepuona VII-IX Beka)
He MOXKe Joka3aTté kao rnocrojeha. OcuM Tora, pasior 3a OfCTyIame Of TpaJUIHOHATHIX
MpaBUJIa BU3aHTH]CKE CAKpaHE apXUTEKType KOjU Cy HaJlarajd Jia ce MPHIMKOM OOHOBE
XpaMa Mopa IOLITOBAaTH JIOKAIMja OPHIMHAIHOI CBETWIUINTA, HAPYIIEHUX IPUIUKOM
noin3ama T3B. 3anaHe npkae (oxo 1025 ), mpema HameM MHIUBEHY, HE MOXE C€ TPaXHUTH,
Kako je TBpauo [lemek y He3HaWmYy KTUTOPA HIIH Y MaHH(ECTANjU F-eTOBE 0A00jHOCTH IIpeMa
MPOAYLEHTY cTapujer Xxpama. Hanpotus, nonasehu ox crniennpuyHuX OIMKA OPUTHHATIHE
T3B. McTOUHE IIPKBE KOja je MMajla MOHYMEHTAJIHY KyIOlly H3HaJ Haoca, CMaTpaMo Ja HOBU
KTUTOp HHUje Omo y MoryhHocTH na Halje JOBOJPHO BEINTOI apXUTEKTa KOju OW Morao aa
TIOHOBH ,,pEMEK-JIEJI0,, CBOT MPETXOAHHUKA. 3aTO je W W3rPajJnuo OMamy LPKBY Ha 3alajHoj
cTpaHu, oMOryhuBIIM Ha Taj HAYMH HEKOM IPYTOM KTHTOPY J1a IOHOBH MMII03aHTHH IOy XBaT
13 TPOIITOCTH. TUIONOIIKE OJTHKE T€ OPUTHHAIHE rpal)eBUHE ca OTPOMHOM KYIOJIOM, Kao
U IaTOBak-¢ OTKPUBCHOT (parMeHTa xuBomnuca y panu XI Bek, ynyhyjy Ha MoryhHoct na je
xrutop Hcroune npkse Bomoukor kommiekca Moxaa 6uo u cam nap Camymio.

30 E. Oumutposa, C. KopyHoscku, C. I'pannakoscka, Cpeonosexosrna Makedonuja.
Kyanmypa u ymemnocm, pp. 1569.






