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THE PAINTING OF SAINT GEORGE IN OMORFOKLISIA,
KASTORIA AND THE SCENE OF THE KOIMISIS
OF THE VIRGIN MARY

The re-establishment of the domination of the Palaiologos after the battle
in Pelagonia, in the area of Kastoria, signifies a constructive and artistic flour-
ishing. The people who express this renovation are the representatives of the
church and of the local leaders, while the byzantine emperor Michael VIII him-
self took part in donations in the old monasteries setting first the good example.
Among the high circles of the church and the local military officers, Michel VIII
and later Andronikos I, found efficient supporters that played an important role
to the maintenance of the domination in this disorderly region. This period of
time the portraits of the byzantine leaders with the texts hrisovul appeared in
the monastery of the Virgin Mary Mavriotissa.! As long as Kavasilas is at the
throne of the archiepiscopate of Achrida, the spirit of renovation is expressed
through the activities of the referentarios John2, who hires artists and exercises
influence on their inspiring ideas in monuments of a wide region. At this pe-
riod of time the after-komnnian perceptions about art dominate. The survival of
these tendencies cannot be explained as a provincial delay or as an ignorance of
the artistic atmosphere of the large centres3. This artistic situation was a result
of the powerful after-komnenian tradition, which was connected with all these
circles that were taking the decisions. Just before the end of the 13th century,
the cnservative directions signified a change in most of the countries of the
Byzantine circle and they acquired plastic-supple value and a complicated and
constituent accomplishment.

It has been noticed, within the limits of the tendencies we have already
referred to, that in the boundaries of Kastoria there haven’t been any works of
art with the characteristics of immobility. The richness and the variety of the
painting totals, from the 6th decade until the end of the 13th century, can be pre-

1 N. Moutsopoulos, The monastery of the Virgin Mary Mavriotissa, Athenes 1967,
82-83.

2 B. Babuh, Tpu epuxa peckonamnuca Ha 3uUOOBUMA UPKABA CPEOHOBEKOGHO2
Ilpunena, 36opHuk 3a mukoBHE ymMerHocTH 5, HoBu Can 1969, 25-31.

3 V.. Duri¢, La peinture murale byzantine, 75-76.
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Fig. 1. Illustration of the Holy Trinity — Church of St Georgios in Omorphoklissia
— end of the XIII century

Cn. 1.IIpencraBa Csete Tpojue - Llpksa Cseror I'eopruja y Omopoxnucuju -
kpaj Xl Bexa

sented through some examples. The best artistic traditions can be found in the
icon of Saint George in the Byzantine Museum in Athens, which comes from
the same church4, in the unpublished icon of the whole body of Virgin Mary,
from the same church too, in the outer frescos of Taxiarchis MitropoleosS and in
the monastery of Virgin Mary of Mavriotissa. In these works and in the physiog-
nomies of the west part of the church of Saints Archagelos in Prilep,¢ the sense
of the style of after-komnenian art preserved and moreover the plasticity is em-
phasized and the physionomies are becoming larger. A strong penetration of the
plasticity is noticed in the frescos of the church of Virgin Mary Koumbelidiki,”

4 M. Ayspdotov-Tlotapévov, Ewkéveg tov Bolaviivod Movoeiov AOnvav, Adqva
1998, 26-28.

5 M. Xotndéune, Kaoropid, AGqva 1984, 92-105.

6 P. Miljkovié¢-Pepek, Contribution aux recherches sur I’ evolution de la peinture en
Macedoine au X1 siecle, L’art byzantin du XIII siecle, Beograd 1967, 191-192.

7 X. Mavponovrov-Torodum, O toryoypapics tov 1300 arcve. oty Kovumelidikn g
Kaoropiag, ®ecoarovikn 1973.
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Fig. 2. Assumption - Church of St Georgios in Omorphoklissia — end of the XIII century

Cn. 2.¥Ycnewme Boropopune - Llpksa ceetor ['eopruja y Omopgokncuju -
kpaj Xl Bexa

showing at the same time that the presence of these plasticity alone is not a cri-
terion for the evaluation of these works. If we examine these values in extended
limits, these calm physiognomies of light coour tones and the clear forms are
closer to the well-known works of Serbia and Pelagonia of the second half of
the 13th century. Some representations with their originalities refer to the won-
derful continuity of the local themes and the act of iconography. The artists that
have occupied with the decoration of the monuments of the area could find solu-
tions by looking back at previous works in Kastoria. The attempt of searching
the origin and the place of stay of the artist of this period is closely related to
the concluded answer to some questions which have to do with their figurative
contribution fine arts in decorations of churches, where the searches for their
style haven’t been successful. The examination of their relation in style among
monuments like the monastery of Saint Nicolas near Prilep,8 the church of Saint
George in Omorfoklisia,? Kastoria, the destoyed decoration of the church of
Saints Archagelos Tsoukas in Kastoria,!0 the outer freskos of the monastery
of the Virgin Mary Mavriotissallin connection with the presence of some im-

8 B.J. Bypuh, Buzanmujcke @pecke y Jyzocrasuju, 19.

9 E. Stikas, Une eglise des Paleologues aux environs de Castoria, BZ, 51 (1958), pp.
100ff.

10 D. Nicol, Two Churches of Western Macedonia, BZ, 49 (1956), pp. 113ff.

M. Xoat{ndéxne, Kaoropid, 78-81.
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Fig. 3. A detail of the Assumption

Cn. 3. Ieram Ycnewa

portant icons in the collection of Kastoria, leads to the thought that there was
certainly a constant activity of painters who continued the artistic creation of the
first half of the 13th century and who moved to the southern geographic limits of
the Archiepiscopate of Achrida having as a base Kastoria.

The names of the Byzantine emperor Andronikos II , his wife Irene, his
son Michael and his wife Mary, are mentioned in the inscription of the church of
Saint George in Omorfoklisia.!2 From the way the inscription is preserved today,
it looks that thw year of decoration of the monument was 1286-87.Nevertheless
the actual historical events of this time are not in harmony with the information
we get by reading this inscription and in particular with this year. According to
the sources, Andronikos II was crowned emperor in 1282, while Michael VIII
Palaiologos was crowned on 21st of May in 1294 and got married to the prin-
cess Xenia of Armenia on 16t of January 1295 and she was named Maria. So
it is more possible that there have been some extra-paintings on the inscription,
something that you can see at the point where the date is written. An attempt

12 E. Apaxomovrov, H mély e Kaotopiag ) folavavii kou petafolovvi exoyd,
XAE, Anva 1997, 85-87.
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of a correct reading of the date leads
us to the year 1296-97. This particu-
lar chronology restores the sequence
of historical events and it folows the
development of the style of the paint-
ing of the church as well.

During the years of reigh of
Michael VIII Palaiologos, there have
already been observed some stagger-
ing actions for the union of the two
churches, which provoke the reac-
tions of the clergy and of the people,
especially in Constantinople and the
dissatisfaction of the patriarch Joseph
(who was against the union 1267-1275
and 1283)13. In the council of Lyons
(1274)14the ecclesiastic subordination
to the west was confirmed and it was
this council that arranged, in a way,
the relations between the two church-
es without any problems until 1279,
when some strong disagreements be-
gan to appear between the emperor,
the head of the church and the people
themselves. At this time we have or- [ = 8 N e -
dination of the patriarch John Vekos Fig. 4. St Demetrios - Church of St Georgio
(1275-1282)15 who was a unionistand  in Omorphoklissia — end of the XIII century

ro e

ready to give answers to such impor- Ci1. 4. Cetu JTumutpuje - pKBa
tant issues like the springing from the  cperor T'eopruja y Omopdokmucuju -
Holly Spirit, the so called filioque!®. kpaj XlIl Beka

The manipulation of these issues from

the part of Michael VIII can be characterized as a political arrangement, so that
it paves the way for the necessary unions. By putting his uncertain politics into
practice he is trying to combine on the one hand the dogmatic subordination to
Rome where he would ensure an union and on the other hand the maintenance
of the orthodox typical in the liturgy in order to get internal tranquillity. His
diplomacy is to be found in the application of his external ecclesiastic politics

13 1. Avactaciov, O Opvioduevoc Siwyuds twv ayopeitcyv vmo tov Miyai)
H ' TlaloioAdyov kai tov lwadvvy Béxkov, AOwvikn Toliteia et i yilietnpio tov Ayiov Opovg,
®eccolovikn 1963, 211-224

14D, Nicol, ‘The Papal Scandal’, Studies in Late Byzantine History and Prosopography,
London 1986, ch. II, pp. 141ff, Iotopia tov EAAnvikov ‘E6vovg, topoc ®7, 126-128.

15 Maffry-Talbot, The correspondence of Athanasius I, Patriarch of Constantinople,
Washington, D.C. 1975

16 J. Meyendorff, Byzantine Theology, Oxford 1957, p. 92, D.Nicol, The Byzantine
Reaction to the second council of Lyons, 1274, Studies in Church History, VII, Cambridge
1971, pp. 113ff.
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to the clergy of Constantinople mainly
and to all around areas and it seems
that he hasn’t given any attention to
distant areas. These issues imposed
close mutual relations between the
wider area of Macedonia-Epirus and
Constantinople. The great religious
confusion — which doesn’t stop but
only after 1282, when the union was
cancelled by Andronikos II — gave a
support to a dogmatic confrontation,
which was transferred to the iconogra-
phy as well and especially in Kastoria.
For the first time in the second half of
the 13th century the issue of the Holy
Trinity is represented in monuments of
the area. This is done on the vault of the
inner narthex of the church of Virgin
Mary Koumbelidikil!7and on the vault
of the inner narthex of the church of
Saint George in Omorfoklisial8. In the
representation of Koumbelidiki three
figures are prsented in a way that the
.. % M oneis inside the other. In the church of
AR\ e Saint George in Omorfoklisia there is a
o ~ 7 body through which the faces of Holy
Trinity appear. Later in the middle of
the 14th century the subject appears
in another representation with differ-
ent arrangement and with the addition
of the royal deisis to Saint Nicolas of
Tzotza.l9 According to the eastern orthodox conceptions, the Father and the
Holy Spirit are indescribable.20

The Catholic addition of the word "filioque'" transformed the creed to
state that the Holy Spirit proceeds from God and His Son together.21Only the
Son is decribable and of course only in his human nature as “*a word of econ-
omy"" and not as “‘a word of theology '. As a ““word of economy’" Christ is
represented symbolically with the figure of God of the days or of the Almighty,
when the two qualities — that of the Father and that of the Son — are regarded as
the same.

Fig. 5. St Nestor - Church of St Georgios in
Omorphoklissia - end of the XIII century

Cn. 5. Ceeru Hecrop - npkBa
cetor I'eopruja y Omopdoxaucuju
- kpaj XIll Beka

17 X. Mavponodrov-Torodun, 85-89.

18 M. Toicidov, H avipwmouopen Ay. Tpicde otov Ayio ecrpyio the Ouoppokkinsidg,
EEXM, @¢ccorovikn 2001, 371-392.

19 1. Siciov, Mo dyvewoty oovheon orov Ayio Nikéiao Tlohtio Koaotopids, EEEIM,
®eccarovikn 2001, 511-536.

20 M. Farantos, H mept tov v Tpiddr Ocod kou 16ia wepi Ayiov Tveduarog didockolia
700 Iepod ZouPolov Nikoiag-Kwvotaviivovrolews, Kowvovia 4 , (1981), pp. S00fE.

21 J. Meyendorft, The Orthodox Church, New York 1981, pp. 190ff.
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Until 1259, Kastoria was a [
terrtory of the Despotate of Epirus |
and belonged to the Archiepiscopate
of Achrida, Constantinos Kavasilas
was propably at the seat of the
Archiepiscopate from 1246 and he was
aman who the imperial circles distiked
because his family from Dirachio had
always served the Despots of Epirus
while the Archiepiscopate, during
the 13th century, didn’t have relations
with the emperors on the one haud and =+
with the Patriarchate on the other, and
those who took the lead didn’t stop
to declare their anti-latin beliefs.22 It
is possible that the iconographic type
of Holy Trinity has been chosen as an
ideological answer against those who
believed in the latin dogmatic inter-
pretations of that age.

The general opposition to the
union of the churches was strong, es-

pecially among the monastic circles
which had Holy Athos as their centre.
Holy Athos had great influences at
that time and they dominated on the

. 4,

Fig. 6. St Christophoros - Church of
St Georgios in Omorphoklissia

— end of the XIII century

Ca. 6. Ceetu Xpucrodop - upksa
ceeror ['eopruja y Omopdoknucuju,
- kpaj Xl Bexa

political scene the next century. The
religious rennaissance at the turn of
the 13th century which was completed
after the cancelation of the union of
churches, undoubtedly contributed to
the specially plethoric artistic activity of this period, evidence of which are the
construction and the renovation of the monasterial churches. This activity was
incited, according to the sources, by the Patriarch Athanasios I (1289-1293),
1303-1309) an monk from Athos and the leader of the Hesychastic movement.23
He was the man who built or renovated churches in Constantinople and in other
different places. Most of the large monasterial establishments, which are either
dated or can be dated from that time, were constituted during the two periods of
his Patriarchate and the intermediate decade.

22 D.M. Nicol, The Despotate of Epirus, Oxford 1957, 101, 168, 222-225, and T" 1.
Beoyapidng, lotopio g Makxedoviag kotd tovg uéoovg ypovovg (285-1354), @eccahovikn
1980, 322-335.

23 J. Meyendorff, St. Gregoire Palamas et la mystique orthodoxe, Bourges 1959, and
the same, 4 study of Gregoire Palamas, London 1964.
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Irrespective of the poor constructive activity, the emperors of Byzantium
were praised as great donators and re-erectors. Nikiforos Kallistos praises
Andronikos II as a "'new Constantinos'" because he renovated many monu-
ments of Constantinople.

The scene of the Koimesis24 in the church of Saint George, although only
the upper part, is partly preserved differs from all thw known, up to the pres-
ent time, scenes like the one in Perivleptos of Achrida,25 the Kraljevna crkva
in Stoudenitsa26 and the one of Staro Nagoritsino.2” “The gates of Paradise”
are represented at the top of the scene. Until the Late-byzantine period, the
byzantines have preserved their manichaeistic faith to the demons-publicans,
who controlled the moral baggage before the entrance in the gates of para-
dise. The byzantine fathers often repeat the transfer to the gates of paradise,
which Virgin Mary crossed during her Koimesis or Ascension. The Ascention
of Theotokos and the delivery of the belt to apostle Thomas are represented
unter the gates. The body of Virgin Mary was taken up into Heaven, seated on
a throne into glory and lifted by two angels. A third angel brings the cloud with
apostle Thomas. Apostle Thomas is a witness and the belt of Virgin Mary in his
hands is evidence that the Ascension was a fact. In thw monuments of Serbia the
earlier exampleof Ascension as the absolute development of the subject, has ap-
peared in the church Leviska2?8 and later in Saint Sophia of Achrida and in both
cases like an illustration of the speech of John Damaskinos for the Koimesis. It
is the only example in the wider area of Macedonia.

The content of the second speech of John Damaskinos seems to inspire
the artists at this period of time. In this speech he emphasizes that Theotokos is
the Queen of the Apostles, the prophets and the angels that surround her. John
Damaskinos refers to Virgin Mary as the ark of orthodoxy. Theotokos is the
mental ark and Christ is the new Solomon. In the 14th chapter, he explains why
Virgin Mary preserved her body after the Koimesis.

The celebration of the Koimesis near 1300 was very popular. The
month August was dedicated to this celebration after a royal decree, because
Andronikos II considered it was necessary to honour Virgin Mary and her
Ascention to Heaven.29 Its importance became immediately obvious to the art
and to the decorations of churches, whereas the the scene has acquired a distin-
guishing position. Iconography concerning this important celebration of orth-
doxy was more developed and more episodes were added which were taken
from secret texts, speeches and poetic references, which were properly worked

24 1. Wratislav-Mitrovi¢ and N. Okunev, La dormition de la Sainte Vierge dans la
peinture medievale orthodoxe, Byzantinoslavica, 111 (1931) pp. 1344t.; I.Zervoy-Tognaxxi, L’
iconographie de la Koimesis de la Santa Vergina, Specchio del Pensiero Teologico dei Padri
Byzantini, Studi e Ris. Sull Oriente Christiano 8 (1985) pp. 21ftf.

25 G. Millet-A. Frolow, La peinture du Moyen age en Yougoslavie, 111, pl. 11/2-3, 12 ;
Th. Egloff, Entschlafung der Gottemutter, Der christliche Osten, XV (1985) 75-76.

26 T, Babuh, Kpaweena yprea y Cmyodenuyu, beorpan 1987.

27 B. Tonuh, Cmapo Hazopuuuno, beorpan 1993.

28 J1. Maruh-T. Ba6uh, bocopoouya Jbesuwxa, beorpan 1975.

29 PG, 161,col. 1095-1108, ; V. Crumel, Le mois de Marie des Byzantins, Echos
d’Orient, XXXI/3 (1932) 257-269.
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out and were placed in the mass concerning the Koimesis. The discussion for
the episodes which are connected with her belt and her maphorio, begins from
the first decades of the 13th century. We come to this conclusion looking at
the decorations of the gates of Souzdal30 and the freskos of forty martyrs in
Tyrnovo3! and becomes stronger when we get closer to the end of the century.
In the Perivleptos apart from the traditional Koimesis some more episodes are
painted like the announcement of the death of Virgin Mary, her prayer, the trans-
fer of the body and the delivery of the belt to apostle Thomas. That means that
new texts have been introduced to the philological examples for the icon of
Koimesis. In Kraljevna crkva in Stoudenitsa the transfer of the body of Virgin
Mary drams our attention at the front and other traditional parts are divided
around it (Christ with the soul of Virgin Mary, the angels, the apostles, bishops,
the women of Jerusalem) and those which were introduced during the 11th and
12th century.32 Staro Nagoritsino takes this basic shape from Stoudenitsa, but it
enriches it with new details.

In the three prenous monuments, the basic conception for the scene of
the Koimesis is based on the secret texts which appeared in the 4th and 5th cen-
tury and their authors are hidden behind the names of Saint John Theologos,
Meletios and Joseph from Arimathia.33 They , in a great extent, were able to
affect, in an indirect way, the icon of the Koimesis through the aphorsms and
the verses of great byzantine orators and poets of the 8th century like Germanos
of Constantinople,34 Andrew of Crete, John Damaskinos, Kosmas Majuma and
of the 9th century, Theodoros Stoudites, Theofanis Graptos, Whose works were
dedicated to the Koimesis and were included in the mass of the 15th of August.
Moreover the formation of the Prayer Book of the celebration, which is read
after the sixth sound of penitence for the Koimesis, was based on these texts.

The painters could freely choose scenes taken from these texts, trying
to adjust them to the needs of the mass. According to John Damaskinos,35 the
Apostles carried Virgin Mary as a new ark, more glorious than the old testament
itself.36 Christ has accepted the soul of Virgin Mary under the escort of psalms
and hymns and the orders of angels admired their lord who had taken her soul
in his hands.

Constantinople, was the centre from which the workship of Theotokos
was originated because it brought the burden of the historical heritage of the

30 3. Blankoff, Les Portes d’or de la cathedrale de Suzdal, Annuaire de 1’ institut de
Philologie et d’ Histoire Orientales et Slaves, 23 (1979), 32-37.

31 A. Grabar, La peinture religieuse en Bulgarie, Paris 1928, 98-99.

32 T. Babuh, Kpawesna yprea, 162-167.

33 M. Judie, La mort et I’Assomption de la Sainte Vierge, Studi e testi, 114, Citta del
Vaticano 1944, 103-171.

34 A. Wenger, Un nouveau temoin de I’ Assomption - une homilie attribuee a saint
Germain de Constantinople, REB XVI (1958) 43-58.

35 S. Jean Damascene, Homilies sur la Nativite et la Dormition, Sources chretiennes
80, Paris 1961, 114, ; M. Jugie, La mort et I’ Assomption, 256, ; C. Panojuuh, becede Josana
Hamacyuna u gppecke Yenerwa bocopoouunoe y yprkeama kpasa Munymuna, Y30pu u aena
cTapux CpICKHUX yMeTHHKa, beorpan 1975, 181-193.

36 A. Wenger, L’ Assomption de la T.S. Vierge, 387.
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glorious protectress of the city. It is reasonable that this workship and respect to
Virgin Mary was expanded to the area of Kastoria too. After all, estimating the
painting decoration of the monuments which have been preserved since the end
of the 13th century, we come to the conclusion that artists of these areas rather
than artists of the centre, were interested in such subjects. The prologue or the
epilogue of the enrichment of every scene depended on the personal stroke of
the creator of the programme. The Hesychastic circles played an important role
on the development of iconography. Those cirkles emphasized the idea that the
incarnation of God’s word and the mental union of the orthodox church with
Christ are being evident through the holy activity and that the earthly christian
empire was the countervalue of the Kingdom of the heaven. This new emphasis
on theology, in contradiction to the emphasis on liturgical and narrative sub-
jects, which characterized the 13th century, was a result of the persistent non-
unionist movements of that time. It seems that the ideas, which were born by
these tendencies, have managed to enter literature and the painting of the monu-
ments since the end of the 13th century. The variety of the symbolic representa-
tions, that are connected with the Holy Trinity, is at the same time evidence of
this tendency and it can be considered as a product of these troublous years,
the years of religious contraversies. The methods of symbolic expression and
the obvious messages, which were sent through symbolic objects, inscriptions,
some portraits, help the historian of art to recompose the social and religious
atmosphere of this age and to approach the political situations inside the word
of art. We can presume that the conception of the iconographic programme was
a personal achievement of an important ecclesiastic factor with theological edu-
cation. There is also the possibility that the Sponsors Netzades had chosen this
programme and they wanted, at this time of religious elevation, to introduce a
contemporary programme with solutions to the problems and they also aimed to
the projection of their social hypostasis. For such a programme, the special work-
ship of Virgin Mary was absolutely essential because the emperor Andronikos,
who was a great personage had dedicated a whole month to her grace. The fres-
cos of the church of Saint George, in Omorfoklisia, is a painting total, which
gives important elements that concern the procedure of the development of the
style of the time of Palaiologos. At the same time, they are an evidence of a
continual artistic presence in the wider area of Kastoria. Comparing them to
other works of the same time, like the Perivleptos in Achrida, we come to the
conclusion that we deal with artists who are originated from two centres with
different tradition. In Kastoria there is a big tradition which at the second half of
the 12th century, acquires special interest and in Achrida two invited artists from
Thessaloniki appear, who bring the last achievements of the byzantine art of the
centre. The early works of Michael and Eftichios in Achrida37, although they
have the forms of the style of the monuments of the 13th century, are positively
turned to the future. As a basic painting total of the first palaiologan art they
present the introduction in the wall painting. The general consideration of the
painting of the Perivleptos for the development of art, has to be led proportion-
ality to the certified influences in the painting of the 14th century. It is the strong

37 C. Kuccac, Conyucka ymemunuuka nopoouya Acmpana, 3orpad 5, (1974), 35.
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tradition that created in
Kastoria different condi-
tions of artistic expression.
The knowledge of the di-
rections which are given
by the centre is certified
and it is obvious mainly
in the new researches con-
cerning iconography. The
fact that they don’t easily
accept the new tendencies |
in style, doesn’t mean that | -
they choose stability. The |
new solutions, simply, =
don’t persuade the artists of § -
this region to follow them
thoughtlessly. So it is not &
the provincial delay that E&
keeps the artists of Kastoria
from creating works equal -
to those of Achrida. The ;
calm sefting and the mag- ..*}
nificent gorgeousness pre-
dominate in the painting of §
the church of Saint George EEFE=" Ja e
in Omorfoklisia. The ex-  Fig. 7. Icon of the Theotokos, Church of St Georgios in

3

teriorization of the inner Omorphoklissia, end of the XIII century
world, without losing its Cun. 7. Ikona Boroponuie, npksa ceeror I'eopruja y
dramatization and expres- Omopcpoxamenju, kpaj XIII Bexa

sive passion, doesn’t reach

the extremities of the painting in Perivleptos. The excellent shaping and the
mentality of the figures lead to the thought that the artists had creatively as-
similated all the previous tradition, which doesn’t relate only to this area but to
Thessaloniki as well.

On the basis of this analysis of their style, we are led to a tendency which
developped a little time after the decoration of Koumbelidiki which character-
izes the first decades after the middle of the 13th century and it is found in the
antipode of the pompous palaiologean style. The painters are evolutively placed
in the middle of the monuments which are represented by the frescoes of great
serbian monuments of the 13th century, like Sopotsani, having overcome on
the one hand the monumental style and on the other the linear afterkomnenian
remainters in the church of Saint Nicolas in Prilep. According to this analysis
the frescoes of the church of Saint George are dated at the end of the thirteenth
century, very close to the date of the inscription. The monument’s decoration
of the wall painting is one of the earliest examples of great works, like the one
of Perivleptos.
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Hoanuc Cucuy

CJIMKAPCTBO CBETOI' BOPHBA OMOP®OKJIMCHE
W MUKJTYC YCIIEE BOI'OPOJULE

V Harmucy cBetora Bopha Omopdokircue nomumy ce UMeHa 1apa AHTponuka I,
mweroBe sxeHe Mpene, cuna Muxanna IX u merose xxene Mapuje. [oquna sxuBonucama 1286-
87. Mehytum, uctopujcku gorahaju Tor BpeMeHa u3riena Aa He OATOBapajy ca JaTOBamEM
npema Harrucy. Araponuk 11 [Taneonor mpema nzBopuma 6wo je kpyHucas 1282, a Muxamo
Maneonor 21. maja 1294. u 16. janyapa 1295. ce BeHuUao ca TPHHIE30M JepMEHCKOM
Kcenujom koja je mobusna mme Mapuja. BepoBaro je Harmuc mpecnukad. [Ipema Harem
YHTamky TOANHA yKpallaBama je 1297.

Tonnue Bnamama Muxamna VIII Ilaneonora je Bpeme MOKymIaja 3a yjequbaBambeM
nBejy 1pkBa. Pa3Boj melhycoOHMX oHOCA ITpaBOCIIaBiba ca 3araJ HoM IPKBOM HPOJIa3u KPo3
cabop y Jlnony 1274.

be3 003upa Ha HBUXOBY CKPOMHY TPaJUTEIbCKY JETATHOCT, BH3AHTHjCKH LAPEBH
XBaJbEHH Cy Kao Benuku rpagutesb. Hukudop Kamuer Keanromyn xsanmu Anaponnka 11 kao
,-HoBOT KoHCTaHTHHA™ jep je, TpeMa IeMy, MHOTO OTIpaBJhao dYyBeHe apHurpaJcke rpaleBnue.
ToBopehu o mapy xao oGHOBHTEJBY IpaBociaBiba, Kcantomyn onpelenuje onucyje Texmy
Anpaponnka II 1a 0GHOBH ¥ YYBPCTH PEJIUTHO3HH JKHBOT Y CBOjOj IPECTOHMIIN.

Cnuxka Yenema Boropoaununsor y Ceerom Boplyy, Maza je aenumMudHo caayBaHa, caMmo
TOPH-H JIE0, PA3IIHKYje Ce, 0] CBUX JIPYTHX JIO caJia MO3HATHX, Kao mTo cy ciuke [lepusiente
y Oxpuny, Kpasmese npxse u Crapor Haropuumna. Ha BpXy ciuke cy mpencraBibeHa
»Bpara HebGa“. Jlo KacHOT cpe/ber Beka BU3aHTHHIM Cy OuyBaJii B MaHHKEjCKO BEPOBambhe
y A€MOHe-IIapUHHKE, KOjU MpeTpecajy MOpalIHU MpTJbar Mpe BparnuMa Heba. BusanTtujcku
XOMIJIMYApH 9eCTO TIOHABJbajy MeTadopy o BpaTuMa Heba, Kpo3 Koja je npornta boropoxnma
110 CMPTH WJIM 1O Ba3Hecemwy. Moy Bpara Heba )KUBOMHKCAHO je Ba3Hecewe boropoauie n
npenaja nojaca anocrony Tomu. boroponuia ce y Teny BasHocH Ha HeOo cenehu Ha TpOHY Yy
MaHJIOPJH a TOAMXKY je aBa anhena. Tpehu anheo mpuHOCH 06nak ca anmoctonom Tomom, koju
mpy»a pyke aa mpumu nojac boromajke. Anocron Toma je cBenok, a boropogutma mojac y
HBETOBUM pyKama JI0Ka3 1a ce YiH Ba3Hecema 3ancra 36no. Mely cprickum crioMmeHnImma,
HajpaHuju npuMep BasHecema Kao MOTIYyHO yoOnuueHe TeMe jaBuo ce y boropomuiu
JbeBumikoj, a kacauje y CB. Coduju Oxpuzackoj, y oba ciaydaja Kao HIyCTpaluja KaHOHA
JoBana JlamackuHa Ha Yeneme. Kon Hac m3riena na je jefnHu cirydaj.

CaapxxuHa japyre Occene Jopana JlamackwHa W3Iieia lla y OBO BpEME MHOTO
MHCIHpUILE criKape. Y 1b0oj ce HCTHYe Kako je boropoaunia kpasbuiia arnocrosna, Npopoka u
anljena koju je okpyxkasajy. JoBan JlaMackuH OMIIMPHO rOBOPH O boropomunu kao KUBOTY.
Boroponuna je myxoBHH KHBOT, a Xpuctoc HOBH ConoMoH. Y 14. mornaBipy ofjamrmana
30or gera je Boropoamia cadyBana teno u mocie cMptu. [IpasHuk Yeneme boropoxmmme
y ronuHama oko 1300. 3310010 je u3y3eTHY MomyinapHOCT. [I0CeOHUM HApCKUM JEKPETOM
BeMy je mocBehieH 1ieo Mecell aBrycr, jep je oopasnoxuo mnap Aurponuk Il na ce npocnasu
Boroponuna, meHo ycHyhe m momm3ame Ha He0O. 3Hauaj OBOT TNpa3HHKA CE€ HAPOUYHTO
BH/UBMBO M0Ka3a0 y JIMKOBHUM YMETHOCTHMA, y JeKopaldjaMa XpaMmoBa J00Wjao je
HajIperieJHIje MECTO, HheroBa HKOHOTpaduja ce ycioBibaBaa, elu30/1e ToOMUIIaie, MoACPeK
3a HOBe o0paciie HaJlaXkeH je y CTapuM aroKpU(pHUM, XOMUIH]CKUM U MOETCKUM TEKCTOBUMA
Koje je y omnmommmMma wid mpepahene Beh OWIIO MpHXBATHIO OOTOCTYKEHE BE3aHO 3a
Boropoanunny cMpt. OnmmpHHje IpUKa3uBamke CMPTH boropomiamnne U enu3ona Be3aHux
3a BeH Iojac 1 MadoproH 3anounme Beh y npum nenennjama XIII Beka, mTo cyaumo mo
Bpatuma Cy3nasbekor cabopa u ¢ppeckama Yerpaecer myuennka y TpHOBY, a jaua HAPOUHUTO
y BErOBUM TOCIeAmhNUM ToanHama. Y 1pksu boropoaurie Ilepusnente y Oxpuay HaCIHKaHO
j€ y3 TPAHIIOHAIHO YCIEHE jOI HEKOJIMKO €MH30/1a, KOje 3Hade U yBolemhe HOBUX TEKCTOBA
y JIMTepapHe MpeJUIoNIKe 3a CINKY boropoandnae cMpTH.

HaropuunHo mpey3uMa Ty OCHOBHY cxeMy n3 CryneHuuke IpkBe U oborahyje je
MHOTHM HOBHM I10j€INHOCTHMA.
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VY XoMmiMjama Ha OBaj Mpa3HHUK 4ecTo ce noiceha Ha ynory boropoauue y nemy
oBarioherma XpHCTOBOL, Kao Ha HpPHMEp, Yy JIPyroj XOMHIIMjU Ha Ycrewme cB. JoBaHa
Jamackuna. Ha cirysx6ama oko 15. aBrycra cranHo ce uctide boroponuia xoja je nana teno
Xpucty ,,Maru boxja, koja cu 3a4ena KHMBOT, yMUPEII MO 3aKOHUMa MPUPOJE U CTHIKEII ca
3eMJbe Ha HEe0O y 3HAKy OHOI'a KOjU CE OBAIUIOTHO W3 TBOje YHCTE M JparoneHe kpBu™ (17.
aBTYCT, CTHXUpA Ha BEUEPIbH), ,,[Ipe/ajell CcBojy Aymry y pyke OHOra KOoju ce OBaIIOTHO
n3 Tebe 300r Hac” (14. aBryct, Apyra KaTu3ma Ha jyTpemy, 16. aBrycT, Apyra Karn3ma Ha
jyTpemy). Y 6. necmu Kanuna Ha ycrieme Kaxe ,,CHH TBOj HACEJINO T¢ j€ Y CBETHELU CBCTUHA,
3aKCTa Kao CBETNH cBehibak HeCTBApHE CBETIIOCTH, K0 KaIOHHILY 3J1aTHY OOKaHCKOT ykKapa,
Kao CyJl M Iauily, Tabnuily Ooronrcany, KOBYer cBeTH, Tpresy CroBa KkuBoTa“.

Iapurpan je 6uo sxapuiute boropoauunHor Kyinra, jep ce OH IIOHOCHO PEHKBHjaMa
CBOje CJIaBHE IOKPOBHTEJbKE M M3 Hera ce LIMPHIO 3paycihe I0CEOHOr MOLITOBAMA
Boropoaure y oBe kpajeBe mpaBociaBHOT cBeTa. [lopekso cnokeHHX mpukaza Ycmema ca
nparehum norabhajuma Besyje ce 3a Llapurpan. Cyaehn npema cayyBaHUM CIIOMEHHLIMMA C
kpaja XIII Bexa, Bute je 3aunTepecoBao ciukape y Cpouju u ceBepHoj [ puxoj, Hero one y
HajBehum nenTpuma. OJ1 IMYHOT CTaBa yMETHUKA HIIM TBOPIIA TIPOTpaMa 3aBHCHIIO j& KAKBUM
he npoJioromM miM enuIOroM 00OraTUTHU CLEHY.

OBe TepuTOpHje MMaie cy jJyOOoKa LPKBEHOIOJINTUYKA IPEBHPaha, KOja MOXEMO
nparutu ox Jlnonkor Cabopa 1274. koju je TpeTupao muTama yjenumema npkse. OBaksa
CUTyalldja yTHIlajJa Ha CTBapame Omuckux mehycoOnux omnoca usmely Emmpa, oGmactu
Maxkenonnje n Llapurpan. OBn BenMKH IKBEHH KOHQIMKTH KOjH cy Tpajanmu 1o 1282. T
KaJ je Ha BiacT ctypuo AHTponuk Il , m3ryounu Ha cBOjoj aktyenHocTd. TUMe je emupcka
Biactena jobwina MoryhHocT fa ca Behum mpaBuMa omIydyje O JyXOBHO HOJUTHYKOM
*KuBOTY. Mely daHOoBHMa 0CTao je M Hajajbe aMOWMIIMO3aH U jaK MPOTHBHUK YjCIH-CHA
orail ceBactokparopa Tecanuje JoBan Jlykac.

JIyXOBHHU MPEOKPET KOjU C€ IOTOUO0 Ha mpesady u3 13. u 14. Bek yTHIIao je Ha pa3Boj
YMETHUYKOT U HJICOJIOLIKOT CTaBa y IPorpamy IPKBEHE YMETHOCTH.

HWneja oBarutoherba joroca u [yXoBHa HHKapHaIHja IpaBoCIaBHe [PKBe ca XPHCTOM
oceha ce kpo3 Teonomky 6okaHcKy eHeprujy. HoBe TeHaeHuje noBojae a0 oborahema y
TPETHpamy CTaBOBA IIPeMa TaIAIllbUM KaHOHCKHM MPOrpaMuMa.

Te uneje cy ce onenane y OHOBPEMEHO] KHbIKEBHOCTH @ CAMHUM THM BPLINJIE Cy YTH-
11aj Ha rmporpam ciMkapcTBa. borarcTBo cumbonuke y npencraBama Cere Tpojue ounrie-
JIHU Cy ZI0Ka3H THX HOBHX CXBaTama. MojKe ce MPETIOCTABUTH J1a j& TO JJI0 JbY/IH Ca BHCO-
KIM TEOJIOIIKMM 00pa3oBameM 1 KynTypoM. Kao 1 moTBpaa npuxBarama THX TEH/CHIIN]a O
CTpaHe KTUTOPa BUCOKOT PaHra.

Vcruuame Kyira 6oropoiuie y 3aayxOnHamMa AHAPOHHUKA JPYror Kpo3 MPEaCcTaBe
ycrema ca oboraheHuM CHMOOTHYKUM MPOrpaMoM JOKa3H Cy MPUXBaTamka U MIHPeHa HOBUX
Hjeja y yMETHOCTH OBOT BPEMEHa.
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