Elizabeta Dimitrova

THE PORTAL TO HEAVEN
Reaching the Gates of Immortality

During the Middle Ages, mysterious and frightening in their grandeur,
filled with expressive spirituality and rich artistic creation, fresco arrangements
of inestimable value and unique significance were produced in the territory of
present-day Macedonia. In the painted cosmology of the Christian Dogma,
expanded on the walls of medieval churches, the luxurious spectacles depict
the birth and passion of Christ, the Savior, who dies and resurrects from the
dead in order to fulfill his Messianic role and to establish the fundaments of the
Christian church, consolidated by the sacrifices and the glory of his followers
and crowned by the devotion of the believers. Descended from the celestial
heights of Heaven into the terrestrial world of eagerness and belief, the incar-
nated God and the great assembly of Christian saints became constituents of the
painted programme of the temples, created as a visual oratorio in honor of the
predestinated mission for salvation of humanity. Thus, in the context of the idea
of structuring the church decoration as a painted replica of the Kingdom of God,
the Byzantine temples were adorned with thoroughly elaborated programme of
fresco decorations, the beauty of which will celebrate the names of their do-
nors forever. Emperors or kings, noblemen or priests, they engaged themselves
as producers of great artistic enterprises, thus leaving an eternal trail of their
earthly existence, as well as of their social status, in the ever-changeable world
of history. In the cold silence of the medieval temples, among the solemn figures
of the Christian principles, their images survive as victorious refugees from the
tragic passage of time. Depicted as representatives of the social hierarchy, as
well as patrons of the great artistic ventures, within the thoroughly structured ar-
rangements of the donors’ compositions, they earned their respectable position
in the highest-ranking spheres of the Christian oecumene.

According to the structure of the donors’ scenes preserved in the fresco
ensembles in the territory of Macedonia dating from the 14th century!, the time
when this part of the painted programme of the churches became visually de-

I 3. Paconkocka-HwkomnoBcka, Kaiuiiopckuoii #dopidpertt 80 SUGHOILO
cauxapciio 6o Marxegornuja, LluBunusanunre Ha nousata Ha Makegonuja. [1punosun
3a UCTPaXKyBamkEeTO Ha UCTOpHUjaTa Ha KyJITypaTa Ha mouBara Ha MakenoHuja, KH. 2,
Ckomje 1995, 214-217



368 Elizabeta Dimitrova

fined in relation to its role for promotion of the political concept and state ide-
ology, we can determine a certain typology of the compositions and specify
the conceptual background of their iconographic arrangement. In that regard,
the basic disposition of the structural elements in configuration of the donors’
scenes, suggests two types of compositions: a horizontal set-up of characters,
and a vertical layout of a two-zonal ordering of the figures. On the other hand,
the iconographic context, which refers to the specific organization of the struc-
tural components of the scenes, implies several different types of representa-
tions in accordance to the ideological significance of the depicted arrangement,
among which we can acknowledge the following: pictures of the governmental
concord, visions of the divine power, and political metaphors. The interrelation
of the both mentioned criteria in analysis of the structural concept of the donors’
scenes can lead us to certain conclusions about the interdependence of their
configuration upon the chronological factor and the historical role of the com-
missioners, as well as upon the designated location of the composition within
the spatial organization of the painted programme.

Thence, the khtetorial arrangements, depicted in the foundations com-
missioned by the ruling dynasty, belong to two sub-types: the basic sub-type
or the picture of the donor/donors with the patron saint (Saint George in Staro
Nagoricino, southern fagade of Saint Demetrius in Marko’s monastery) and the
up-graded sub-type, in which the donor/donors are included within the Deisis
conception (Holy Mother of God at Matej¢e), or within the iconography of the
Celestial Court (interior of Saint Demetrius in Marko’s monastery). The khteto-
rial arrangements depicted in the foundations commissioned by the members of
the nobility also belong to two sub-types: the first one is the vertical sub-type of
a two-zonal disposition (Saint George in Polosko, narthex of Saint Archangel
Michael in Lesnovo), while the second one is the horizontal sub-type: of a ba-
sic character or the picture of the donor/donors with the sovereign of the state
(Holy Mother of God in Kuceviste, Saint Nicholas in Psa¢a) and of a simpli-
fied character or the picture of the donor and the patron saint (naos of Saint
Archangel Michael in Lesnovo).

If we follow the chronological principle, which represents a solid and
almost undisputable basis in the analysis of the two main features of the subject
in question - shape and content, due to the unavoidable reflection of the histori-
cal circumstances in the iconographic structure and ideological significance of
the donors’ scenes, we can acknowledge the traditional elements in construction
of the pictures, but we also may come across certain components that seem not
only less traditional, but can be indicative of the specific meaning of the khteto-
rial arrangement. In that regard, the interactive relationship of the donor with
the patron saint in the narthex of the church of Saint George in Staro Nagoricino
(1316-1318)2 is based on the mutual exchange of symbolic gifts between the

2 C. Papojuuh, [opiipeitiu cpiickux eaagapa y cpegrwem 6eky, CKOIIbe
1934, 37-38; B. J. Bypuh, Tpu gozabaja y cpiickoj gpacasu XIV 6eka u wuxos ogjex y
caukapcitgy, 360pHUK 3a mukoBHe ymeTHOoCcTH 4, HoBu Can 1968, 68-76; T. Velmans,
Le portrait dans [’art des Paléologues, Art et société a Byzance sous les Paléologues, Venise
1971, 112-113; B. Topuh, Citiapo Hazopuuuno, beorpag 1993, 118-122; idem, Cpiicko
caukapcitigo y goba kpama Muayiiuna, Beorpag 1998, 55-56
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commissioner and his divine
benefactor (Figure I). On the
northern wall of the narthex,
accompanied by Emperor
Constantine together with his
mother, Empress Helena, the
representation of whom ap-
pears as an iconographic em-
blem of the apostolic patron-
age of the imperial throne, the
royal couple proudly present
the replica of their khteto-
rial enterprise in hope to win
God’s mercy through the me-
diator saint. Contrary to the
traditionally passivized pos-
ture of Queen Simonida, who
participates in the khtetorial
protocol only by the gesture of
her hand, King Milutin and St.
George are actively involved
in the symbolic interchange g .
of pr;stlglgus beneﬁcen.ces,; Fig. 1 St. George - Staro Nagoric¢ino (1316-1318) Photo
In this “give- and-receive D. Nikolovski
structured communication of
the two main actors in the do-
nors’ scene, the Serbian king
offers his endowment to Saint
George, while obtaining the material evidence of the saints’ blessing in a form
of a sword, as a gift for his victorious venture in the historical event, mentioned
in the donor’s inscription. Although presenting a weapon to the Serbian ruler as
an emblem of the divine character of his conquest, Saint George is not dressed
in military attire, but in martyrial costume, which stresses his role as a consoli-
dator of the Christian faith, that bestows eternal life to the generous believers.
Within the concept of the khtetorial arrangement in the narthex of the
church of the Holy Mother of God in Kuceviste (1332-1337),3 due to the lim-
ited spatial dimensions of the western part of the church, the donors’ scene is
depicted on the lateral walls, thus dividing the horizontal row of figures in two
parts. The first section of the donors’ composition that has been devastated by
fire long ago, encompasses the scarcely visible figure of the Virgin with a child
represented as a patron saint, next to which the image of the “devout” Marena
holds a partially preserved model of the family endowment together with the

Ca. 1. Cs. Bophe - Crapo Haropuunno (1316-1318).
dotorpaduja /1. Hukomoscku

3 W. M. Topbesuh, Cauxapcitio XIV eéexa y upkeu Ce. Ciiaca y Kyuesuuwuitiy,
360pHuK 3a nukosHe ymetHoctu 17, Hosu Cap 1981, 82-84; 3. Paconkocka-Huxko-
noBcka, O kiuuitiopckunm iopitipeiiuma 'y upkeu Ceeitie bozopoguue y Kyuesuwitiy,
3orpad 16, Beorpan 1985, 41-53; . M. Bopbesuh, 3ugno cauxapciueo cpiicke
eaaciueae, beorpan 1994, 115-116, 135
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Fig. 2 Holy Mother of God - Kuceviste (1332-1337) Drawing according to 1. Pordevié
Ci. 2. CB. boropoxuna - Kyuesumnire (1332-1337.). I{prex npema 1. Bophesuhy

lost character of the co-donor, located in the space where the decoration is com-
pletely destroyed, while the portrait of the young Jovan, son of the ducal couple
depicted on the opposite side, is placed as a last figure in the western part of
the northern wall. The southern wall of the narthex displays the images of King
Dusan and Queen Jelena, escorted by the elegant figure of Duchess Vladislava
and her husband, Duke Dejan, whose identity is precisely confirmed by the
preserved inscriptions, both depicted in protocolar stances in relation to the roy-
alty (Figure 2). Although heavily damaged, we can notice that the ducal pair,
depicted on the southern wall, introduces the ruling couple to the patron saint,
represented on the opposite side. The reason for the specific division of the
members of the donors’ composition, in the configuration of which, Marena, as
the first mentioned character in the inscription from the naos, and presumably
Radoslav, as the second mentioned, are located on the northern wall next to the
patron saint, while Duke Dejan and Duchess Vladislava accompany the ruling
couple on the southern wall, can be ambiguous. Namely, either the higher social
status of the ducal pair provided them with a privileged position next to the sov-
ereign of the state, or Duke Dejan, after marrying Vladislava, commissioned the
fresco painting in the narthex, thus completing the khtetorial act of the persons
who took care of the painted decoration in the naos.

The new concept of structuring the donors’ scene in a vertical axis accord-
ing to the principle of symbolic cascade of privileges, appeared in the church of
Saint George in Polosko (1343-1345),4 where the matrix of the divine investiture
reflects the victorious ventures of King Dusan in the conquest of the Byzantine

4 1I. I'po3panos - [1. hopuakos, Hciiopujcku tiopiupeiniv 'y Tloaouikom 1,
3orpad 14, Beorpag 1983, 60-66; idem, Hcitiopujcku iopiupeiiu y Iloaouixom 11,
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territories (Figure 3). Within the
thoroughly elaborated iconographic
conception of the two-zonal disposi-
tion in the depiction of the khtetorial
ensemble, the idea of the hierarchic
structure of the characters caused ¥
the elevation of the members of the i
royal family in the upper level of the
composition, above the figures of
the donors represented in the lower
register, sideways of the church en-
trance. The monumental image of
King Dusan, who receives a sword
in token of his prosperous military
campaign towards the south, is coun-
terpoised by the figures of the young
King Uros dressed in an identical at-
tire and represented in the same pos-
ture as his father, as well as by Queen |
Jelena, blessed by an angel descend-
ing from the skies. The proportional
arrangement of the donors’ figures in
the lower zone, which corresponds
to the disposition of the royalty in
the upper section of the composi-
tion, accentuates the images of the

t .. £ the church gt ..!' o ;-ﬁ%‘:\ i
wo commissioners of the church, . Palag )
although the model of the edifice i Fig. 3 St. George - Polosko (1343-1345) Photo
carried by Despotess Marena, due to
her efforts to complete the khtetorial
act of her late son. The appearance of
nimbi in the depiction of the donors,
represented in the lower zone as feudal subjects of the ruling dynasty can be
ascribed to the kin relationship of the commissioners to the royal family, in the
symbolic scale of authority, which slopes from the image of Christ through the
sovereigns, down to the khtetorial characters. On the other hand, the impact of
the actual political progress from about 1345 on the iconographic context of the
representation, can be noticed in the symbolic gesture of Christ, who blesses
the crowns of King Dusan and his successor, within the delicately structured
metaphoric divination of the forthcoming outgrowing of the Serbian Kingdom
into an Empire.

Somewhat different iconographic concept, which was result of the spe-
cific political and ideological connotation of the representation, was employed
for the same purpose in the donor’s scene depicted on the southern fagade of the

V. Kiprijanovski

Ca. 3. CB. DBophe - INomomko (1343-1345).
dotorpaduja B. Kunpujanoscku

3orpad 15, Beorpan 1984, 85-93; idem, Hciiopujcku tiopitipeitiu y IMoaowxom 111,
3orpad 187, Beorpag 1987, 37-39; 1. M. Bopbesuh, 3ugro caukapciiso cpiicke
saacitiene, 119-121, 147-149
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Fig. 4 St. Nicholas Bolni¢ki (1345) Photo D. Nikolovski
Ca. 4. CB. Huxona Bormmamaxw (1345). ®ororpaduja [l Huxomosckn

church of Saint Nicholas Bolnicki,5 commissioned by the Ohrid archbishop in
approximately the same time as the one in Polosko (Figure 4). The royal triad,
marked by a perfect balance of the stances and gestures, occupies the central
position within the sagaciously conceived and carefully arranged row of fig-
ures, the symmetrical organization of which was intended to explicate the idea
of harmonization of the current interrelations in the context of King Dusan’s
political attitude towards the Ohrid Archbishopric. The inclusion of the images
of the Serbian princeps, St. Symeon Nemanja and St. Sava that already had a
significant tradition of an iconographic manner designed to emphasize the solid
unity of both ecclesiastical and secular authorities in the Serbian state,6 was
employed not only to promote Dusan’s political authority in the legal matters
of the Episcopal throne,” but also as a subtle mean of an imperial propaganda
designated to signify the political advancement of the Nemanjid monarchy. In
the same regard, the enlargement of Uros’s figure, as well as the equalization of
the postures of both the king and his successor, were the features utilized as a
metaphorical announcement of the promotion of the young king into a co-ruler
as his father, King DuSan was ambitiously ascending to what was soon to be-
come an imperial throne.

5 M. T'posnanos, [Ipuaosu io3nasary cpegrbo6exosHe ymeiiHociiu Oxpu-
ga, 360pHUK 3a auKoBHe ymeTHOCTH 2, HoBu Can 1966, 207-217; B. J. Bypuh, Tpu
gozabaja y cpiickoj gpxcasu XIV eexa u wuxos ogjex y cauxkapciusy, 76-87; L. I'pos-
naHoB, Oxpugckoitio sugro caukapciieo og XIV eex, Oxpup 1980, 54-59

6 B. Tonuh, Cpiicko cauxapcitiso y goba kpasma Muayiiuna, 44-52

7 1. I'po3manoB, Oxpugckoitio sugro caukapciieo og X1V eex, 59
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Fig. 5 St. Archangel Michael - Lesnovo (ca. 1343) Photo D. Nikolovski
Cun. 5. Cs. Apxanhen Muxajino - Jlecuoso (oxo 1343). ®otorpaduja [I. Hukonoscku

In the context of the development of iconographic structure of the khteto-
rial arrangements mentioned so far, the donor’s scene in the naos of the church
of Saint Archangel Michael in Lesnovo8 appears to be quite simplified (Figure
5). Dated in 1346/1347 according to the date when the commissioner could
have obtained the title of sebastocrator from the Serbian tzar, the composition,
encompassing only the images of the donor and the patron saint, deviates from
the already established concept, in which the feudal subjects are represented in
configuration with the sovereign of the state. The absence of the Serbian ruler
from the picture is even more surprising if one has in mind the recent crowning
of Dusan as an emperor in 1346, an act that was symbolically proclaimed within
the iconographic structure of the donors’ scenes, depicted prior to Lesnovo.
The exclusion of Tzar Dusan’s portrait from the khtetorial arrangement on one
hand and the historical evidence on the opportunistic acquaintance of the donor

8 N. L. Okunev, Lesnovo, L"art byzantine chez les Slaves, Les Balkans, Paris 1930,
234-235; C. Pagojunh, Citiapo cpiicko caukapcitieo, beorpan 1966, 144; T. Velmans, Le
portrait dans [’art des Paléologues, 124; V1. M. 'hopbesuh, Sugro caukapcitiéo cpiicke
saacitieae, 121-122,154; C. Tabenuh, Manaciuup Jlecnoso. Ucttiopuja u caukapciiso,
Beorpanm 1998, 112-118
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Fig. 7 Holy Mother of God - Matejce (1348-1352) Drawing according to E. Dimitrova
Cn. 7. Cs. Boroponuna - Marejue (1348-1352.). lprex npema E. Jlumutposoj

with the usurper of the Constantinopolitan throne, John Kantakuzenos in the
time of his greatest political rise in 13439 on the other, can point to the pos-
sible conclusion of the case, i. e. the probability of immediate interference of
the Byzantine ruler in the promotion of Jovan Oliver into a high-ranking feudal
lord. Still, whatever the reason was for such a decline from the already estab-
lished concept of the donor’s scenes in the highest nobility endowments, the
khtetorial arrangement in the narthex of the church, painted in 1349,10 reveals
the hierarchic subjection of the commissioner and his family to the divinely
verified authority of the Serbian ruling dynasty (Figure 6). The impeccable pro-
portionality in the disposition of the figures in regard to the vertical inter-rela-
tion of the characters depicted in the two-zonal iconographic structure of the
composition is more than a casual indication of the political coherency, as well
as of the legally established feudal privileges in the substantial social system of
the Serbian Empire.

In the fresco ensemble of the church of the Holy Mother of God at Matejce
(1348-1352),11 the festal assembly of the principles of the Serbian state and
the Patriarchate, encompassed by the donors’ composition, reflects the imperial
character of the endowment, whereat the enclosure of the khtetorial arrange-

9 C.Ta6enuh, Manacitiup Jlecnoso. Hcitiopuja u cauxapciuso, 30; 6. Topuh,
Haiiiuc y3 Josana Oausepa y naocy Jlecnosa. [Ipunoz xpornoaozuju necHO8CKUX
¢pecaxa, 360pHuK pagosa Buzanronomkor uacruryra 38, Beorpan 1999/2000, 379-
381

10 N. L. Okunev, Lesnovo, 245; C. Papojunh, Iopitipeitiu cpiickux eaagapa y
cpegrem eky, 55-56; idem, Citiapo cpiicko cauxapcitigo, 147; T. Velmans, Le portrait
dans l'art des Paléologues, 95; 1. M. 'Bopbesuh, 3ugro caukapcitieo cpiicke saacitiene,
122-124, 159-160; C. Tabenuh, Manacitiup Jlecnoso. HUcitiopuja u caukapcitieo, 167-
172

11 H. OkymeB, I paba 3a ucitiopujy cpiicke ymetinociiu 2. L{pkea Cseitie bo-
2opoguue - Maineuu, I'nacauk Cxonckor Hayunor Jpymrsa VII-VIIL, Ckomse 1930,
109; idem, [lopitpeitibi Kopoaeu-KiluiLiopos 8b cepOCKOL UePKOBHOIL HUBOUUCH,
Byzantinoslavica 11/1, Praha 1930, 90-91; C. Papojuuh, [opitipeitiu cpiickux eaagapa y
cpegroem sexy, 59; E. lumurposa, Maraciiup Maitiejue, Ckonje 2002, 185-189; eadem,
On the new dating of the fresco ensemble of the church of the Holy Virgin in Matejce, Balca-
noslavica 30-31, I1punen 2002, 95-103; eadem, Kitiuitiopcka komito3uuuja u Hoo ga-
wosarbe wusotiuca y upkeu Ceeitie bozopoguue y Maiueuuy, 3orpad 29, Beorpap
2002-2003, 181-190
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Fig. 8 St. Nicholas - Psac¢a (1365-1371) Photo V .Kiprijanovski
Co. 8. CB. Huxkona - I1caua (1365-1371). ®ororpaduja B. Kunpujanoscku

ment by the Deisis scheme, reveals the funereal character in conception of the
painted programme of the church (Figure 7). The slightly unconventional con-
figuration of the ruling family within the donor’s composition, which caused
much confusion in the analyses of the elder scholars, is not due to its execution
in the period of Uro§’s reign, but is the result of his formal administration of
the territory!2, where his mother, Empress Jelena decided to erect her colossal
mausoleum. Therefore, the empress as a donor and her son as a governor of
the region hold the model of the temple, while Emperor Dusan provides the
scroll, as a supreme ruler of the continuously growing orthodox state. This type
of a khtetorial ensemble understandably implied the inclusion of the image of
Patriarch Joanikije, as a head of the church institution, whose role is to enhance
the notion of the unbreakable cohesion of political power and ecclesiastical rule
within Serbian Empire. The depiction of his portrait next to the representation
of the Virgin Hodegetria as a patron saint of the church is far from being ac-
cidental; as a person who crowned Dusan an emperor, he gestures towards the
image of the patron recommending the khtetors and their God-blessed imperial

12 Jb. MakcumoBuh, ITopecku cucitiem y Zpukum 06.aacitiuma cpiickoz uapciiea,
360pHuK pagosa Buzanronomkor nacruryta 17, Beorpapg 1976, 102; M. Bnarojesuh,
Hyeja u ciusaprociu /Jywarnosoz uapesarba, Vicropuja cpnckor Hapopa I, Beorpan
1981, 533-534; H. I'puropa, Busanitiucku ussopu 3a uciiopujy Hapoga Jyzocaasuje
VI, Beorpap 1986, 271
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Fig. 9 St. Nicholas - Psaca (1365-1371) Photo V. Kiprijanovski
Cix. 9. CB. Huxomna - IIcaga (1365-1371). ®otorpaduja B. Kunpujanosckn

throne. On the other hand, the figure of St. Stephen the Protomartyr, who was
traditionally seen as a holy protector of the Serbian state and its rulers, confirms
the holiness of the dynasty, strongly manifested in the well-established cohabi-
tation of the imperial court and the Orthodox Church. Executed in the period
of the greatest political and cultural rise of DuSan’s monarchy, the khtetorial
arrangement in Matejce is the most representative example of the iconographic
design for picturing the supreme concord of the Serbian Empire.
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Fig. 10 St. Demetrius - Marko’s monastery (1376-1377) Photo D. Nikolovski
Ca. 10. Cs. Jumurpuje - Mapko manactup (1376-1377). ®otorpaduja 1. Hukonoscku

In the church of Saint Nicholas at Psaca (1365-1371)13, the commission-
er’s family proudly present the khtetorial enterprise to the Serbian tzar and his
co-ruler, depicted on the opposite wall of the narthex (Figures 8§ and 9). The
idea of almost a decade earlier execution of the donors’ scene than the date
strongly suggested by the portraits of the two sovereigns, as well as the presup-
position that the original image of Empress Jelena was covered by the portrait
of King Vukasin in the time of his enthronement,!4 although tempting, should
be considered with great precaution. Besides the hardly acceptable thought of
depiction of Tzar Uro§’s mother as a nun, which would have been incompatible
with the long tradition of Nemanjid historical portraiture, the identical stylistic
features of the artistic manner in the execution of both Tzar Uro§’s and King
Vukasin’s images as a testimony of one and the same painterly discourse, are
more than serious contradictions to the mentioned hypothesis. Although the his-
torical evidence on the true identity of the two donors who hold the model of
the church accompanied by their spouses and the auspicious offspring is still

13 V. R. Petkovi¢, Portreti iz Psace, Narodna Starina XX, Zagreb 1929, 202-203; H.
JI. OxyHeBb, [opilipeitivl KopoJaeil KUiopos 8b cepOCKOll UepKOBHOI HUBOULCL,
91-93; I1. IMonosuh - B. P. [letkosuh, Ciiapo Hazopuuuno - [lcaua - Kaaenuti, Beo-
rpan 1933, 52-54; C. Papojunh, Iopiupeitiu cpiickux saagapa y cpegrem eexy, 60-61;
F. Kéampfer, Die Stifiungskomposition der Nikolauskirche in Psaca - Zeichentheoretische
Beschreibung eines politischen Bildes, Zeitschrift fiir Balkanologie X, 2, Miinchen 1974,
39-61; 1. M. Bopbesuh, 3ugro caukapcitieo cpiicke eaaciueae, 117-119, 172-173; 3.
Paconkocka-Hukomnoscka, O ucitiopuckum tiopitipeitiuma y Ilcaqwu u epemeny rmuxo-
602 Hacitianka, 3orpad 24, Beorpapg 1995, 39-51

14 3. Paconkocka-Hukonoscka, O ucitiopuckum tiopiipeitiuma y Ilcaqwu u spe-
MeHy HUX0802 Hacitianka, 39-43
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Fig. 11 St. Demetrius - Marko’s monastery (ca. 1389) Photo D. Nikolovski

Cn. 11. Cs. AumuTtpuje - Mapko manactup (oko 1389). dotorpadwuja 1. Hukomosck

=

missing, the specific iconographic feature of the image of St. Nicholas depicted
in a form of an icon and placed between the portraits of the two commissioners,
is certainly an indication of his role as a venerated family patron.

The context of the two donors’ compositions in the church of Saint
Demetrius in Marko's monastery (dated in 1376/1377)15 is much more com-

15 JI. Mupkosuh - K. Taruh, Maprxos manaciiup, Hosu Can 1925, 35-45; K.
Bana6anos, Hogooilikpugenu ilopitipeitiu kpamsa Mapxa u kpasa Bykawuna y Map-
Kosom mawnaciiupy, 3orpad 1, Beorpan 1966, 28-29; B. J. Bypuh, Tpu gozabaja y
cpiickoj gpacasu XIV éexa u wuxos ogjex y caukapciusy, 87-97; I1. Mujouh, Lapcka
ukomnozpaghuja y cpiickoj cpegr08ek08Hoj ymeitinocitu II. Traditio legis y Mapkogom
manacitiupy, Crapunap H. c. XXII, Beorpan 1971, 82-90; H. Homman-Hukymscka, 3a
Kiiuitlopckaitia Komio3uuuja u Hatiiiucoid 60 Mapkosuoit manacitiup - ceao Cyuuua,
Ckoiicko, 'nacauk, MHcTuTyT 3a HanpoHanHa ucropuja XV, Ckomje 1971, 225-235;
B. J. Bypuh, Mapkoe manacitiup - Oxpug, 360pHUK 3a TUKOBHE ymMeTHOCTH 8, HOBN
Cap 1972, 133-137; idem, Busaniuujcke ¢ppecke y Jyzocaasuju, Beorpag 1974, 80; Z.
Gavrilovi¢, The Portrait of King Marko at Markov manastir (1376-1381), Byzantinische
Forschungen XVI, Amsterdam 1990, 415-428; . M. 'Bopbesuh, [Ipegcitiasa kpamwa
Mapka Ha jywnoj gpacagu upkee Ceeitioz Humuitipuja y Mapxosom mauaciaupy,
Kpanor Mapko Bo ucropmjara u Bo Tpapunmjarta, [Tpunen 1997, 299-307; 1. Sinkevic,
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plicated. The inclusion of the donors’ portraits, depicted in the interior, within
the iconography of the Celestial Court (Figure 10), could be acknowledged as a
subtle ideological allusion to the necessity of God’s protection of the throne in
the period of the Ottoman invasion. The second khtetorial ensemble, depicted
above the south entrance to the temple, which comprises the images of King
Marko and his late father, King Vukasin, complemented by a semicircle of
saintly busts, all of which frame the portrait of the church patron, is even more
eccentric, due to the unusual iconographic details that provoked a great deal of
debate in the papers of many reputable scholars. Having in mind the exceptional
and extraordinarily authentic inspiration of the masters in their creation of the
painted decoration of the church, as well as the specific circumstances of the
date of its execution, burdened with historical disasters and unsolved political
issues,!6 it is presumable that the authors of the fresco ensemble reached for
newly-constructed iconographic patterns to explicate the complexity of the his-
torical moment by the suggestively conceived painted programme, underlined
by the expressive khtetorial arrangement in the interior of the temple. However,
the appearance of another donors’ scene, painted on the southern fagade of the
church (Figure 11), is somewhat surprising, unless it originates from a later
date, presumably from the one more or less coinciding with the historical event
from 1389, when King Marko de facto became the sole Christian ruler of the
invaded Serbian territory, which is confirmed by the Old Testament horn as a
symbol of the anointment. We cannot but mention that the date in question con-
curs with the arrival of Metropolitan John in the Skopje area, where he executed
the ensemble of Andreas and most probably produced the five icons for the ico-
nostasis of Marko’s monastery.!7 Hence, the khtetorial ensemble depicted above
the south portal of the church exterior, could be seen as a painted declaration
of the idea of the undisputable legitimacy of King Marko’s throne and his royal
privileges in the time of the fatal breakdown of his political rivals.

Regardless of our capacity to penetrate into the esoteric world of ideo-
logical metaphors as well as of our accuracy to detect the true context of the
representations, the donors’ compositions stand as victorious survivors against
the savage winds of historic oblivion. They are the gates of eternal glory for
those who outlived the centuries by the beneficial contribution of their historical
existence to the salvational magnificence of the Christian belief.

Representing without icon, presence and image of king Marko in the church of St. Demetrios
near Susica, Proceedings of the 215t International Congress of Byzantine Studies, Volume III,
Abstracts of Communications, London 2006, 317-318

16 11. I'po3nanoB, Mapuukaitia Ouitika, Bazaauitieitioitt Ha kpaa Mapko (Mapko
Kpaae) u xusoiiucoii ha Mapkosuoiu manacitiup, IlpenaBama va XIV meryHapoaex
CeMHHap 3a MaKeJOHCKY ja3uK, quTepartypa u Kyarypa (Oxpug 1991), Ckomje 1992,
118-120

17 T1. MmmbkoBuk-Ilenex, Heiiosnaiu iipezop uxonu, Cxomje 2001, 66-70
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I[TOPTAJTITIPEMA PAJY
Joce3ajyhu yna3 y 6ecMpTHOCT

ITpema CTpYKTYpH KTUTOPCKUX KOMIIO3MIIM]ja, CAUYBaHUX Y OKBUPY (hPECKO apaHXKMaHa 13
XIV Beka Ha Teputopuju Makeyonuje, y meproiy Kajia je oBaj Ieo CIMKaHe ieKopalije XpaMoBa
II0CTA0 BHU3YEJIHN MPOMOTEP MONUTHIKOT KOHIENTA H IP>KaBHAUKE MEONOTHje, MOXe e yCTa-
HOBHUTH OffpeheHa THIOIornja MOMEHYTHX ClieHa 1 KOHCTATOBATH IIOjMOBHA MOTKA IUXOBOT NKO-
Horpadckor apamxkmana. CrenugpuyHa opraHu3anja CTPYKTYpaJTHUX eJeMeHaTa MPUKa3aHuX
KOMIIO3HIIja, Kao 1 Mehy3aBUCHOCT HHXOBE KOH(HUTYpanyje Off XPOHOIOLIKOT (hakTopa 1 HCTO-
pHjcKe yIore KTUTOpa, OMOTyhyje Nmpeno3HaBame HEKOMMKO PA3INUMTUX THIIOBA JOHATOPCKHUX
aHcam0aina, Mehy KojuMa ce u3/iBajajy: cluke Bragapeke ciore, Busuje borom fonersene Mmohu u
nosuruuke Meracope. Ha 0CHOBY fuCIIO3HIIje CTPYKTYPATHUX KOMIIOHEHATa Y KOH(UTYpaluji
JIOHATOPCKUX IMPEJCTaBa, KTUTOPCKM apaHXMaHHU IPUKa3aH! y 3ajy>kOnHama Bnafajyhe munac-
THje IPUMAJIAjy Y 1Ba MOATHUIIA: Oa3WYHH MOJTHII HITH CITMKa loHaTopa 3a narposoM (Ceetu Hophe
y Crapom Haropuuuny, jyxHa cacaga MapKoBor MaHacTupa) U HaarpabeHn moaTui, y Kojem
Cy IOHaTOpH yKiby4yeHu y [ensuchy konuenuujy (boropopnunta npksa y Mateundy) uin y uko-
Horpadceky crpykrypy HeGeckor aBopa (Haoc MapkoBor Manactipa). Kturopcku apankMaHi
IpefCTaBbeHH Y 3ay:KOnHaMa ulaHoBa (peyanHe BIacTese Takobe npunajiajy y Aa MojTHIa:
BEPTUKAJHI TOATHI ABO30HCKOr pacnopesa (Csetn hophe y IMonomkom, Hapreke Cseror
Apxanbena Muxauna y JIecHOBY) 1 XOPH30HTAIIHA IOATHUIL: Ga3MYHOr KapaKTepa MK CIUKa J10-
HaTopa ca cyBepeHoM apxkase (Boropopuumna upksa y Kyuesumry, Ceetu Hukona y ITcaun)
Kao ! TOje[IHOCTaB/beHOI KapaKTepa WM CIHKa JJOHATOpa ca MaTpoHOM xpama (Haoc Ceeror
Apxanhena Muxania y JlecHOBY).

ITparehu XpOHOMOIIKY IPUHINI Y AHAIM3H /IBAjy OCHOBHHX €IeMEHATa Y KOHIETI[H] ! KTH-
TOPCKUX CIMKA: OONNUK ¥ cajipkKaj, y CBaKOj Off BbUX OTKpHBaMo ofpeheHe nkoHorpadgceke puHece
KOje rOBOpe Y NpUIIOT creuu(puyHOr UAEOIOMKOr 3Hauewa npejicraBe. Heke of oBux ¢uueca
Mory ynyhuBaTi Ha pelu3Hije BpeMEHCKO ofipebiBame CIMKaHUX apaHXXMaHa y 3ajjy>KOnHama
ca jour yBeK “mpo0ieMaTHYHOM” XPOHONOTHjOM. Y TOM KOHTEKCTY, CYNTHIIHa MKOHOTpadcka
HUjaHca y IpHKa3uBamby XPUCTOBOT JIMKa KOju Onarocuiba KpyHe Kpasba [lymana n Kpabesuha
VYpouua y ITonomkom (1343-1345), uapukangja je yTuiaja akTyeHOT MOIUTHYKOT IIporpeca cpii-
CKOT cyBepeHa Off OKO 1345. rojmHe Ha HAEOTONMIKN KOHTEKCT NPEACTaBe, y OKBUPY ACINKATHO
CTPYKTYPHPAHOT MeTahOPHUKOT HArOBeIlTaja O MpepalnTamy [1ylaHoBOr Kpa/beBCTBa Y IapeT-
Bo. OpcyTHOCT [IyIaHoOBOT JuKa U3 KTuTopcke pecke y Haocy Jlecosa (1346/1347) moryha je
MHANKaNja MOMUTUYKE HeslojamHocTH JoBaHa OnuBepa U HEroBOT OMOPTYHHCTHYKOT “KOKe-
THpama” ca y3ypnaTopoM BH3aHTHJCKOT IIPECTONA Y BPEMEHY HeroBe HajBuie Mohu oko 1343.
ropuse. ITocrojame /Bejy KTUTOPCKUX KOMIIO3MIMja Y OKBUPY CIIMKaHe AeKopanuje MapKkosor
manacrupa (1376/1377), cBakako yKasyje Ha pa3induTH JaTyM BHXOBOT HACTAHKA, HAPOUHTO 300T
cacBuM Moryhe aTpubynuje (acagHe ppecke METPONIIONATY JOBaHy y BpeMeHY HEroBOT A0TacKa
y Crkormcky o6mact (memro npe 1388/1389.), kao u 360r cnenupuaHOr HKOHOrPaghCKOr AeTasba
OKOBAHOT pora y MapKoBoOj ieCHHUIM, KOjil 61 MOrao OUTH CUMOOJIMYHY 3HAK JIETHTHMUTETA Hhe-
TOBOT KPaJbeBCKOT MPECTOJ1a TocsIe KOOHOT coMa cpricke Bracrene nof Typuuma. bes 063upa Ha
Pa3MMUNTa TyMaYeha CIOKEHOT HKOHOTPa(CKOT KOHTEKCTa KTUTOPCKUX MPEJICTaBa, Ko U Hil-
XOBE XPOHOJIOIIKE JIeTePMUHALM]jE, JOHATOPCKI apaHXXMaH! IPUKA3HBajy IOPTPETE OHUX KOJH Cy
TpHjyM(aHO PeXXUBEN N UCTOpHjcKu 3a60pas. OHe cy mopTall IpeMa BeYHO] C1aBI 32 HCTOPHjCKe
BeNMKaHe, KOj! Cy Ha/KuBeNn croneha moMohy cBOT IIIEMEHNTOT JONPUHOCA BEMNUAHCTBEHOM
Hacyehy xpuirhancke IHKOBHE KYJITYpe.



