Rozmeri Basi¢
(University of Oklahoma)

RESURRECTION OF BYZANTINE STYLE IN THE 13TH
CENTURY CITY OF ZADAR, CROATIA

Abstract: After the first fall of Constantinople in 1204, the city remained
under the Crusader occupation until 1261. During that time, the artistic produc-
tion has not sized but continues to flourish outside the city in its remaining ter-
ritories of the Empire. In the present-day city of Zadar in Croatia, the Collection
of Religious Art in the Church of St. Mary includes several large 13th centuries
carved marble icons that only can be recognized as a synthesis of two styles:
Italian Romanesque and Byzantine. It is my goal in this paper to discuss these
works to expand understanding of the nuances of the Italo-Byzantine style in
general.
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This paper is very much a work in progress, and therefore at the very in-
fancy of reaching definitive conclusions based on presented research. Last year,
while in Zadar, I visited the Museum of Religious Art located next to the Church
of St. Mary (fig. 1) and was surprised to see in the very basement of the building
rather modestly displayed stone icon that is the topic of this paper (I used ,,mod-
estly* expression in comparison with the rest of the artifacts displayed on the
upper floors). The caption was also rather limited, with no dimensions, medium,
or provenance of the work included (fig. 2).

During my inquiry, I came across information that the Nativity Stone Icon
originally was found inside the 17th century Baroque Church of St. Simeon in
Zadar, according to Ivo Petricioli and his publication from 1976.! The author
also included dimensions for width and height, and later, I was able to get in-
formation about the thickness of the relief (85cm x 145 cm x 15 cm). The exact
type of stone is still in the confirmation process, but most likely is a gray marble
(fig. 3).

The city of Zadar has a unique, complex, and dynamic history reflected
in its artistic production during the 12th and 13th centuries. When the Fourth
Crusade arrived in Venice in 1202, they could not raise the 85,000 silver marks

I N. Klai¢ and 1. Petricioli, Zadar u srednjem vijeku do 1409, Zadar 1976, 263.
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ous Art, Zadar, Croatia, Photo: Author

Fig. 1 Church of St. Mary with the Museum of Religi

Ca. 1. Lpksa Csere Mapuje, My3ej pkBeHe yMETHOCTH, 3aaap, XpBarcka, (oTo: ayTop

they initially agreed to pay Venice for provisions and the hire of ships.2 The
Republic interned them until they discharged debt by conquering Zadar for the
Italians. During the next centuries, Zadar functioned as a well-fortified strong-
hold to secure Venetian trade routes on the Adriatic Sea. Yet, under such trying
circumstances, the city became one of the most prominent artistic centers in
Dalmatia. It is commonly known as a small Rome, where every simple step
takes one on to a diverse chronological and stylistic voyage.

There are three basic elements at work in the cultural consciousness in
this part of the world: Franco-Carolingian influences from the northwest, Latin-
Benedictine elements from the across the Adriatic, and Byzantine culture from
the East.3 All are clearly illustrated in Zadar’s artistic production, with a special
emphasis on derivative works, commonly labeled as Italo-Byzantine style based
on Byzantine models, yet are not purely Byzantine and not purely Western in
character. Venice represented geographically and culturally closest source for
influences where Byzantine tradition “adopted” other styles of the period. A
blend of Byzantine form and Romanesque robustness became the trademark of
three - dimensional works, including the so-called stone icons and ivory reliefs.
Dalmatian cities, including Zadar, have partially preserved archival records of
well- developed workshops and ateliers led by local and Italian masters.4

2 Ibid., 175-79.
3 Ibid.

4 1. Supi¢i¢, Ed. Croatia in the Earl Middle Ages, A Cultural Survey, London 1999,
415-513.
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Fig. 2 Caption for the
Nativity Stone Icon,

Museum of Religious Art, ROMANICKO-BIZANTSKO KIPARSTVO:
Zadar, Photo: Author ~ IKONA KRISTOVA RODENJA XIII st.
Cr. 2. Jlerenna kavene ROMANESQUE —BYZANTINE SCLUPTURE:
uKoHe, My3ej LIpKBeHe ICON OF THE NATIVITY 13th cent.
YMETHOCTH, 3aaap, GpoTo:
ayTop

According to the caption of the stone Icon, it stylistically belongs to the
commonly labeled body of works as the Italo-Byzantine. To be more specific,
the typological outline based on selected ivory panels studded by Andrew Keck
in 1930 emphasizes some important elements easily recognized in the stone
Icon as well:5

-Rendering heads in an almost full profile so that the second eye is seldom
seen;

-Carving of the features on the concealed side of the head, even though
the retreat inward is at a sharp angle;

-The profiles lack the natural indentation between forehead and nose;

-The hair is carved with sharp parallel strokes away from the forehead in
pompadour fashion;

-Faces often show a crude hacking of the cheek and jaw (a sign of pro-
vincial work);

-The ornament and drapery, although based on the Byzantine prototype,
show treatment a falling away from the refinement and technical accomplish-
ment of the East.

In addition to Venice, Ravenna was another city in Italy close to Zadar,
a possible source of influence for this hybrid style. Although Ravenna has a
wealth of Byzantine monuments, Venice played a much more prominent role
in Dalmatia, both historically and culturally. Bluntly speaking, Ravenna was
too “Byzantine” for the Zadar population at the time. On the other hand, Venice
maintained that fine balance of mixed stylistic references during the 12th and
13th centuries—never purely Byzantine and never purely Western exactly what
is seen in the stone Icon (fig. 4).

The most Byzantine of all figures is the Virgin, in a typical relaxing pose,
dressed in maphorion ornamented with drilled stars visible on her forehead and
left shoulder, while supporting her head with her right arm as seen in numerous
Byzantine Nativity scenes. The fine details of drapery folds are predominately
refined, while her body’s scale and position follow Byzantine compositional con-
ventions as mentioned: Christ’s head in profile, no natural indentation between
forehead and nose in two right-hand figures of the shepherds with their promi-
nent crude facial features. Visual comparison with the 10th century Byzantine
ivory plaque from the Baltimore Walters Art Museum reveals several common
elements: portraying figures of angels with their stiff poses and treatment of
drapery, lacking refinements and technical skills of major artistic workshops

5 A. Keck, A Group of Italo-Byzantine Ivories, The Art Bulletin, Vol. 12.
2 (June 1930), 147-8.
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Fig. 4 Details of the Virgin and Shepherds, Stone
Icon, Zadar, Photo: Author
Cun. 4. lerassu boroponune u nacrupa, Kamena
nKoHa, My3ej npkBeHe yMeTHOCTH, 3azap, (oTo:
ayTop

Fig. 3 See Caption Fig.
2, Photo: Author

Ca. 3. Bunu neresny
y3 ci.2, hoto: ayTop

located in Constantinople or Thessaloniki.
Regardless its Byzantine style, the plaque re-
sults from the hands of the provincial, local
artist and therefore rather crude in its details
(fig. 5)6. On the other hand, comparison be-
tween the stone Icon and the ivory panel of
Nativity produced in the 12th century cen-
ters such as Venice, reveals obvious superior
skill of the Italian master (fig. 6).7

Despite the crowded composition with
an additional Annunciation scene, the Italian
panel shares with Zadar’s work numer-
ous figures executed with heads in profile
included the wrapped baby Christ with his
entire body depicted in profile. Furthermore,
the figures’ hairstyle is comparable with sev-
eral stone Icon figures (especially Joseph and
midwives). In both works, the baby Christ in
the mangers has distinctive soft hair wave
line (fig. 7). He looks calm and reminiscent
of depictions of mature Christ seen in numer-

ous early Christian examples such as the so-called Dogmatic marble sarcopha-
gus that dates to the early 4th century, held in the Vatican Museums (fig.8).

6 Byzantine Art at the Walters Art Museum, https://www.
thebyzantinelegacy.com/walters-ivory (accessed November 10, 2020).
7 The Victoria and Albert Museum Collection, https://www.pinterest.

ru/pin/14003448827472397/ (accessed November 10, 2020).
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Based on visual comparison, fig-
ure of baby Christ in the stone Icon sug-
gests the intention to preserve and trans-
fer elements of early Christian stylistic
exploratory iconography of depicting
young, beautiful, and mellow Christ (for
example the Good Shepherd motif).8

One of the issues of the Nativity
Icon is its original function. It was |
Petricioli who, in his article from
1979, suggests several possibilities.%
He discusses another author Jovanka
Maksimovi¢ and her article from 1974,
where she made several erroneous
conclusions regarding provenances,
media, and possible functions of the
relevant works from the Cathedral of
St. Anastasia in Zadar.10 Petricioli ex-
amined these works that included par-
tially damaged marble panel with the

Unknown Female Saint (fig. 9) and the Fig. 5 Panel with the Nativity Scene, Byzantine,
: - Ivory, 10th Century, Baltimore Walters Art Museum,
second marble panel with St. Anastasia

Balti Photo: https://www.theb tinel .
(fig. 10), both from the 12th century. altimore, Photo: https:// coyzamtmelegacy

com/walters-ivory

He concluded that these panels
were parts of the decoration of the lost
polygonal baptistery of the Cathedral
(fig. 11).

The frontal figures on both panels are executed within a tradition of Italo-
Byzantine style with female saints dressed in official Byzantine vestments and
with a rather rigid ,,Romanesque‘ expression of face that is serene and lacking
refinement typical for numerous Italian 13th-century examples of the gilded
wooden statue of Madonna and Child (fig. 12). Therefore, based on the probable
functions of two mentioned works, also ,,modestly* displayed in the basement
of the Museum of Religious Art in Zadar (both with no captions), the Nativity
stone Icon was most likely a part of a larger structure comparable to the lost
baptistery in the cathedral of St. Anastasia in Zadar, stone altar screen or Nikola
Pisano’s pulpit of the baptistery of Pisa Cathedral, 12591259- 1260 (fig. 13).1!

Co. 5. Ianen ca crienom XpHucToBor pohema,
Busanruja, ciionosaua, 10. Bekx, bantumopcku
YMETHHUKH My3ej Bonrep, bantiumop

8 For more on early iconography of Christ see R.M. Jensen, Face to Face, Portrait
of the Divine in Early Christianity, Minneapolis 2005, 134-70.

9 L Petricioli, Dva priloga povjesti zadarske katedrale, Peristil 22 (1979), 10.

10 J. Maksimovi¢, Kamene ikone u Zadru, Zbornik Filozofskog fakulteta, Vol. XII-1
(1974), 385-89.

11 Petricioli, in his work from 1976 mentions several known masters from the
beginning of the 12th century. Among them, Andrija and Martin were active at the beginning
of'the 13th century, and Nazarije and Aluin became prominent later in the century. In addition,
there is a record of Italian masters Marin and Stjepan working in Zadar (Zadar u Srednjem
vijeku do 1409, 275). 1 intend to examine notary records in Zadar’s archives further.
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Fig. 6 Panel with
Christological Scenes (Detail):
The Annunciation with the
Nativity, Ivory, North Italian
(Venice?), 12th Century,

The Victoria and Albert
Museum, London, Photo:
https://www.pinterest.ru/
pin/14003448827472397/

Ca. 6. ITanen ca
XPHCTOJIOIIKUM CLICHaMa
(nerasen), bnaroBectn

ca pohemem Xpucra,
cionoBava, CeBepHa Uranmja
(Beneunja?), 12. Bex, My3ej
Bukropuje u Anbepra,
Jlonnon

Fig. 7 Detail of the Baby in the Manger,
Stone Icon, Zadar, Photo: Author

Ca. 7. derass 6ebe y xonesuu, Kamena
WKoHa, 3axap, ¢hoto: ayTop

Fig. 8 Images of Christ,
Details, Dogmatic
Sarcophagus, Mable, First
Half of the 4th Century,
Museo Pio Cristiano, The
Vatican, Rome, Photo:
https://www.christiani-

, conography.info/sicily/sarc-
' Dogmatic.loavesLazarus.
{ html

{ Cu. 8. [IpencraBpame
Xpucra, feTamby,
Jlormarcku capkodar,
MepMmep, NpBa M0JI0BHHA

& | 4. Bexka, [Tujes Mysej

. ') xpumhancTsa, Batukan,
Uranuja
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Fig. 9 The Unknown Saint, Breccia Marble,
13th Century, Museum of Religious Art, Zadar,
Photo: Author

Cn. 9. Hero3Hatu cBeTUTEIb, Opeiiija MepmMep,
13. Bex, My3ej pKkBEeHE YMETHOCTH, 3aap,
¢oto: ayTop

Fig. 10 St. Anastasia, Breccia
Marble, 13th Century,
Museum of Religious Art,
Zadar, Photo: Author

Cx. 10. CBera AHacrasmja,
Opeunja mepmep, 13. Bek,
Mys3ej HpKBEHE YMETHOCTH,
3amap, Goto: ayTop
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Fig. 11 Lost Baptistery, Cathedral of St. Anastasia, Zadar, Photo: After I. Petricioli (Peristil,
8); Possible Reconstruction, Photo: Author

Ca. 11. Yuunrena kpetronuna, Karenpana Cs. Anacrasuje, 3anap, npema U.
Terpurmonujy (Ilepuctun 8); Mmoryha pexoHcTpyknuja, Goro: ayTop
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Fig. 12 Romanesque Madonna and Child, Detail, Gilded Wood, 13th Century, Italy and the
Marble Panels, Photo: Author

Ca. 12. Pomannuka boropoauiia ca Xpucrom, nerass, IpBO ca mo3narom, 13. Bek, Uranuja;
MEpMepHH MaHenH, GpoTo: ayTop

Fig. 13 Nicola Pisano, Detail from the Pulpit for the Pisa Baptistery, Marble, 1259-1261,
Pisa, Panel with the Nativity Scene, Photo: http://www.italianrenaissance.org/nicola-pisa-
nos-baptistery-pulpit-pisa/

Ci1.13. Hukona I1u3ano, netasm nNpunoBeiaoHuie Kpctuonuue, mepmep 1259-1261., Iu3za,
[Tanen ca cueHOM XPHUCTOBOT poherma
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Fig. 14 Possible Functions of the Nativity Stone Icon, Photo: Author

Cax. 14. Moryhe ¢yHkIje kKameHe HKOHe XpUCTOBOT pohema. GpoTo: ayTop
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In conclusion, and as I mentioned at the very begging of the paper, this
is still a work in progress. Additional data on the workshops and the local mas-
ters who produced the hybrid works in Zadar, with our knowledge of specific
patrons who were behind these commissions, will significantly improve under-
standing of the nuances of the Italo-Byzantine style in general.

Posmapu bawuh
(Yuusep3urer y OKs1axoMu)

BACKPCEE BUSAHTHUICKOI' CTUJIA V 13. BEKY V I'PAIY 3AIPY (XPBATCKA)

Iocne npBor naga Koncrantunonossa 1204. romuee, rpaj je 6MO MoK KOHTPOJIOM
kpcrama 10 1261. roqune. TokoMm ToTr BpeMeHa, YMETHHYKO CTBApAIAIITBO HHjE PEKUHYTO,
Beh je HacTaBJbEHO y TEPUTOPHjaMa BU3AHTH]CKOT LIAPCTBA. Y HEKUM reorpad)ckum odnactuma
KOje HUCY THITMYHE 32 BH3aHTH]CKO CTBApAJIANITBO U KOj€ Cy MPUBPEMEHO U HETOOPOBOJEHO
npunajaane Buzantuju, mocroje nena koja cy mpou3BeeHa y XHOPUIHOM CTHIICKOM MaHUPY U
KOja je BeoMa TeIIKO KJIacU(pHUKOBATH 110 CTaHJapIHO yTBpheHnM Kareropujama. Ha npumep,
rpaj 3amap (XpBaTcka) y CBOjOj KOJIIEKIMjH PEIMTHO3HE YMETHOCTH, Y IpkBu CBete Mapuje,
Ma HEKOJIMKO BEJIMKUX MPaMOPHUX MKOHA U3 13. Beka Koje h3mienajy Kao 1a cy uspahene y
CHHTE3H J[Ba CTHJIA: POMAHMYKO-MTAINjaHCKH M BU3AaHTH]CKU. BaXkHO je HamoMeHyTH 1a je
3amgap OMo IMoYeTHA CTAHMIIA YETBPTOT KPCTAIIKOT MOXoja Ha IyTy 10 CBeTe 3eMJbe, IPeko
KoncranTnHOMOBA. MOjE MULIUBEHE j€ /1A j€ ,,BACKPCEH:E HIIH 00HOBA BU3AHTH]jCKOT CTHIIA
y OBOj MPOBHHIIMjU NOTEKJIO U3 HEKEe JIOKAJIHE PaJHOHUIIE, Ca MajCTOPOM HJIM MajcTOpUMa
KOJH Cy JKMBENN y 3a/py U KOjU Cy JOLUIHN y JOAMp Ca AepUBATHMa BEeHEIHjaHCKE KYITypHE
OamrTuHe, y BpeMe Kaja je permyOnnka mibadkana rpaj 1a Ou HalulaTuiIa TPOIIKOBe OpomoBa
KOje je M3HajMmIa KpcTalluMa, a KOju MX HHCY IulaTwid, Beh cy moHyawiu rpaja 3agap
yMecTo HoBIa. Moj Wb je Aa aHalnu3upaM MOMEHyTe IpuMepe U3 3a/pa Koju cy pesyirar
JEIMHCTBEHE M3pajie M KOjU, HICTOBPEMEHO, MOCEYjy U 3alaImhadke POMaHUIKE CIIEMEHTE U
BH3aHTH]jCKy nkoHorpadujy. Hagam ce na hy y 6amckoj OyayhHoctn, Mohu a oTkpHjeM Ko cy
OWIM KTUTOPH, Ka0 M MOTyhe TpIKHIIITe 32 OBE paJiOBe, Y BpeMe BUIIE/CIICHU]CKEe OKYTIAINje
BH3aHTH]jCKE MPECTOHMIIE 07 cTpaHe JlaTnHa.



