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SEVEN STREAMS
The Stylistic Tendencies of Macedonian Fresco Painting
in the 13t Century

In the contemporary picture of 13th century Byzantium, art historians
have given significant contribution to explicate the impact of the dynamic shifts
of political power on the development, as well as on the social role and the
character of artistic production. In that regard, the latest theories of some of the
most respectable scholars have clearly shown that the change of the historical
circumstances caused by the Latin conquest of Constantinople in 1204 largely
influenced not only the general cultural context of creative ideas, but also the
distinctive features of artistic expression, such are: the thematic content, the
manufacturing techniques and the stylistic design of the works of art. The con-
tact of the two cultures, originating from the same religious background, yet
burden with centuries long theological discrepancies, resulted in an exciting
exchange of iconographic patterns and artistic trends in the interactive meet-
ing of Eastern and Western traditions, mostly evident in the domains of easel
painting and manuscript illumination!. After the Imperial restoration in 1261,
the consolidation of the Byzantine political power by the Palaiologan dynasty
provided a solid ground for a grandiose revival of authentic creative tenden-
cies that will label the artistic production in the period until the final fall of
the Empire in 1453, renewing Constantinople’s prominence as the art capital
which, once again, dispersed the new currents all over the territories of its cul-
tural influence.

For the most part of the period in question, Macedonian territory was a
battlefield of different political interests of the neighboring countries that es-
tablished their rules over the dominions of the former Empire2. Undergoing
frequent changes of political authority and loosing its long-lasting cultural con-
tacts with Constantinople and Thessalonica, this region was almost excluded
from the representative map of contemporary artistic attainments and left to
draw its creative impulses from the well of its own tradition from the past centu-
ries. Cut off from the mainstreams of creative evolution of the 13th century artis-

1 R. Cormack, Byzantine Art, Oxford 2000, 188-192

2 b. anoB, Maxedonuja 6o XIII eex (0o 1261 200una), Victopuja Ha MaKEIOHCKHOT
napon I, Ckomje 2000, 470-479
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tic trends, it became a territory of a conservative, yet genuine cultural identity,
established on the recognizable characters of the most representative achieve-
ments from the bygone centuries and permeated with the authentic spirit of its
own cultural environment. Some twenty different fresco ensembles, preserved
well enough, as well as in sections and in fragments, speak in favor of the cre-
ative efforts of the local artists to maintain the painterly tradition throughout the
whole period of the 13th century.

In regard to the above mentioned theory of the traditional qualities of
the artistic production in this region, some thirty years ago Professor Petar
Miljkovi¢ Pepek came up with an inventive idea of the so called artistic plu-
ralism of Macedonian fresco painting in the 13th century3. According to his
investigations of the fresco ensembles dated in this period, one can determine
three different stylistic tendencies appropriate for definition of the artistic devel-
opment within the chronological boundaries of 1204 and 1300. Having in mind
their order of appearance, they can be signified as follows:

o the first one is the tendency towards continuation of the graphicism of
the Comnenian painting,

e the second is the tendency towards a subtle artistic expression with a
sensual beauty of the images,

o the third one is the tendency towards creation of a new monumental
style by emulation of the works of art from the 10th and 11th centuries.

However, this idea, according to which the 13th century fresco ensem-
bles should be classified in three artistic categories, could easily be further
developed into a theory of seven different stylistic tendencies that appeared
in this region during the time in question. The persistent continuation of the
Comnenian stylistic pattern, the evolutive inventions of the talented church dig-
nitaries, the lyrical artistic expression commissioned by the nobility, the restitu-
tion of the main features of the monumental style, the appearance of the plastic
style, the unique fusion of the Prilep fresco painters and the breakthrough of the
Palaiologan innovations could be defined as seven streams of the dynamic flow
of the overall creative potential characteristic of the 13th century artistic produc-
tion. The intention of this paper is to briefly examine the suggested theoretical
consideration.

FIRST STREAM — THE KURBINOVO ADDICTION

Following the leading principle of Professor’s Pepek classification of the
fresco ensembles and bearing in mind the quantity of the works of art belong-
ing to the specified categories, one can easily notice that the tendency towards
continuation of the main features of the Comnenian expression occupies the
leading position. This is not surprising if we have in mind the extraordinary
painterly qualities of the two masterpieces of Byzantine artistic culture from
that period preserved in the territory of Macedonia and situated in the villages

3 P. Miljkovi¢-Pepek, Un courant stilistique dans la peinture du Xllle siécle en
Macédoine, Patrimoine culturel IV, Skopje 1971, 23
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of Nerezi and Kurbinovo. The exceptional composition of the scenes rendered
with geometrical precision, the refined spirituality of the forms depicted with
tender sophistication and the spasmodic outburst of emotional resonance of the
Nerezi fresco decoration4, as well as the ecstatic élan of the dynamic forms, the
delicate treatment of the painterly elements that shiver in the nervous rhythm
of the lines and the refined treatment of the playful draperies in the painted ar-
rangement of Kurbinovos, have become synonyms for the highest achievements
in mediaeval art. However, in spite of the exquisite achievement of the painted
ensemble in Nerezi executed by some of the leading Constantinopolitan paint-
ers of that period, the one in Kurbinovo became the main source of inspiration
for many generations of local artists until the end of the 13th century.

This strong addiction to the stylistic manner of Kurbinovo painters, which
can be detected in at least a dozen fresco ensembles all around the territory in
question, retained almost all of the recognizable features of the iconographic
patterns and painterly expression conceived in the mentioned ensemble. Besides
the fragmentarily preserved sections of several fresco ensembles dated in the
opening decades of the century, the main group of examples of this artistic trend
that dominated over the cultural climate of the region could be detected among
the representative achievements of the masters who worked in the second half
of the 13th century, creating the painted decoration of the churches in Ohrid
and Prilep as the two leading artistic centers, according to the number of the
produced monuments and the quality of the executed fresco arrangements. In
that regard, the linear fractalization of the facial structure of the saintly images
in the church of Saint Nicholas in the village of Manastir from 12716 (Fig. 1),
the elegant anatomic configuration of the figures of the Officiating bishops (Fig.
2) and the vigorous gestures of the protagonists in the scenes from the Passion
cycle (Fig. 3) in the church dedicated to Saint John the Theologian - Kaneo in
Ohrid from the 70ties of the century?, as well as the playful rhythm of the drap-
eries in the altar decoration of Saint Nicholas in Prilep from 12988 (Fig. 4), are
the most significant examples of this prevailing tendency to keep the Kurbinovo
painterly lessons alive and fruitful more that a century afterwards.

SECOND STREAM — THE REFERENDARIUS JOHN’S ARTISTIC IDIOLECT

In the context of the retroactive development of artistic tendencies in
Macedonian fresco painting in the 13th century, a person singles out from the
legacy of Late Comnenian tradition by his endeavor to infuse new energy into

4 1. Sinkevi¢, The Church of Saint Panteleimon at Nerezi. Architecture, Programme,
Patronage, Wiesbaden 2000, 76-80; S. Korunovski — E. Dimitrova, Macedonia. L arte me-
dievale, Milano 2006, 70-74

5 C. Grozdanov, L. Hadermann-Misguish, Kurbinovo, Skopje 1992, 74-79; S. Korun-
ovski — E. Dimitrova, op. cit., 80 - 81

6 J1. Komo - I1. MmwbkoBuk-Ilenex, Manacmup, Cxonje 1958, 91-92

7 I1. MmwskoBuk-Ilenek, [pxeama Cs. Josan Bozocros Kaneo 6o Oxpuo, KynrypHo
nacnenctso 111, Cxomje 1967, 91-93

8 S. Korunovski — E. Dimitrova, op. cit., 148-150
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L ! Fig. 2 Ohrid, Church of St. John the Theologian Kaneo
Fig. 1 Manastir, (ca. 1270-1280), Officiating Church Fathers

Church of St. Cn. 2. Oxpun, Lipksa Cs. JoBana Borocnosa - Kaneo
Nicholas (1271), (0. 1270-1280), Ciyx6a apxujepeja
St. John Chrysostom

Cn. 1. Manactup,
IIpxea CB. Hukone
(1271),

CB. JoBan 3naroyctu

Fig. 3 Ohrid, Church of St. John the Theologian Kaneo
(ca. 1270-1280), Incredulity of St. Thomas

Cn. 3. Oxpun, Lipkea Cs. JoBana Borocnosa - Kaneo
(0. 1270-1280), HeepoBame TomuHo

Fig. 4 Prilep, Church of St. Nicholas (1298), St. Archangel Michael
Ca. 4. Ipunen, Lpksa Cs. Huxone (1298), Apxanheo Muxauio

the existent status of the old fashioned painterly practice. Known from the in-
scription discovered in the central bay of the naos of Saint Nicholas in Manastir,
as well as from the text inscribed on the icon with the image of St. George
found in Struga? by the name of John, the Deacon and Referendarius of the

9 ®. Bapumuuh, Jea epuxka namnuca uz Manacmupa u Cmpyze, 300pHUK pagoBa
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Fig. 5 Struga, Church of St. George,
Icon of St. George (1266/67)

Ca. 5. Crpyra, llpksa Cs. Hopha,
Hxona Cs. Bopha (1266/67)

Ohrid Archbishopric, he is believed to be the co-
ordinator of a number of significant artistic proj-
ects in the 8th decade of the 13th century!o. The Fig. 6 Manastir, Church of St.
evident deflection from the standard Comnenian ~ Nicholas (1271), St. Artemius
principles of graphicism in the configuration of ~ Cu. 6. Manactup, Lpxsa Cs.
the forms, the meticulous exposition of the facial ~Huxone (1271), Cs. Apremuje
volume in elaboration of the depicted characters

and the skillfully organized anatomic construction of the figures which does not
abandon the flat treatment of the masses, speak in favour of the original aesthet-
ic criteria promoted by one of the highest ranking representatives of the Church
institution. This tendency towards a more plastic approach in the shaping of
the saints’ images, incorporated in the basic linear concept of the depictions,
as well as the minute attention to details in the execution of the lavishly elabo-
rated costumes evident in the depiction of the military saints on the icon from
Struga from 126711 (Fig. 5) and in the central bay of Manastir from 127112 (Fig.
6), as features of Referendarius John’s artistic idiolect, become more obvious
in the scenes from the patron cycle in the church of Saint Archangel Michael
in Prilep from the mid-70ties of the century!3 (Fig. 7), marked by a delicate

& th‘""'ﬂiqﬁiﬂyb :.4_.

BuzanTonomxor uactutyta VIII/2, Beorpan 1964, 13-27

10 P. Miljkovi¢-Pepek, Jovan — dakon i referendar, Likovna Encikopedija Jugoslavije
1, Zagreb 1984, 698

11 P. Miljkovié-Pepek, L’icone de Saint Georges de Struga, oeuvre du peintre Jean,
Cahiers Archéologiques XIX, Paris 1969, 213-221; idem, L’art de l’icone en Macédoine
médiévale, Trésors médiévaux de la République de Macédoine, Paris 1999, 60

12 S, Korunovski — E. Dimitrova, op. cit., 141

13 TI. MuwbkoBuk-Ilenek, Kusonucom u npunrenckume 302paghu, LIpAen u MprIIETICKO
Hu3 ucropujara, Ipuiaen 1971, 101; B. J. Bypuh, Buzaumujcxe ¢ghpecke y Jyzocrasuju,
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Fig. 7 Prilep, Church of St. Archangel Michael (ca. 1270-1280),
St. Archangel Michael Calling to Joshua
Ca. 7. lpunen, Lpksa C.. apxanhena Muxanna (0. 1270-1280),
Apxanheo Muxamno u Mcyc HaBun

refinement in the treatment of the depicted faces and their expression. The mild
curvature of the images in the accomplishment of the plastic effects, the soft
shades that saturate the facial volume with noble accords of tonal harmony and
the selection of delicate hues in the application of the palette, place the painted
arrangement of the Prilep church on the pedestal of the best achievements of
Deacon John’s painterly circle. Far from abandoning the basic principles of the
Late Comnenian painterly practice, this distinguished character gave more than
a significant contribution to the belated evolution of the 13th century artistic
trends in this region.

THIRD STREAM — THE LYRICAL EVOLUTION

In regard to the above mentioned, we have to notice that several fragmen-
tarily preserved fresco arrangements from the closing period of the 13th century
speak in favor of the important role of Referendarius John in the conception
of a particular artistic trend!4, indicative of a more innovative approach in the
exploitation of the artistic instructions of the past decades. Although the men-
tioned ensembles are heavily damaged and preserved only in remnants, several
figures from the fresco decoration in the eastern part of the church of Saint
Demetrius in Prilep, painted around 1290, could be seen as representative ex-
amples of this stylistic tendency. The cautious approach in the treatment of the
facial volume in the depiction of Saint Demetrius (Fig. 8) and the Virgin Mary

Beorpan 1974, 16; C. Kopyunoscku - E. [lumutposa, o. cit., 146.

14 P. Miljkovi¢-Pepek, Un courant stilistique dans la peinture du Xllle siécle en
Macédoine, 23-24
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Fig. 8 Prilep, Church of St. Demetrius Fig. 9 Prilep, Church of St. Demetrius
(ca. 1290), St. Demetrius (ca. 1290), The Virgin with Child

Ca. 8. Ipunern, Lpksa Cs. Aumurpuja Cn. 9. Ipunen, Lipksa Cs. Aumutpuja
(0. 1290), Cs. Iumutpuje (0. 1290), bBoropoauma ca Xpucrom

with Christ (Fig. 9) painted laterally from the altar space and the delicate shap-
ing of their images imbued with subtle beauty speak of a painter who nurtured
a lyrical inclination in his artistic handwriting!s. The careful conception of the
depicted faces in a form of a perfect oval, the almond—shaped eyes that gleam
with tender sensibility, the luscious repletion of the rosy-bloomed and tactile
lips, the graceful rhythm of the elegant movements and the sensitive charge of
noble tranquility are the elements of the poetic painterly expression of the mas-
ter who submerged in the obscure spheres of creative invention. The meticulous
treatment of the costumes and the substantional anatomic elaboration of the
figures altogether with the sharp drawing complete the picture of his artistic
ardour, defining at the same time the primary source of his aesthetic inspiration.
Even though he obviously appropriated the basic components of Referendarius
John’s stylistic pattern, the subtle modeling of the saints’ faces, the sensuality
of their expression and the humanization of their specific portrait attributes are
the features of a more refined artistic trend, aristocratic enough to satisfy the
delicate taste of the donors belonging to the highest nobility circles.

15 S. Korunovski — E. Dimitrova, op. cit., 147
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FOURTH STREAM — THE RETROACTIVE MONUMENTAL STYLE

An entirely different stylistic tendency!6, anxious and explosive in its artis-
tic expression can be perceived in the painted decoration of several monuments
dated in the second half of the 13th century, out of which an image of Christ in
the church of Saint George at Goren Kozjak!7 and the prophetic portraits in the
arches between the central and the north lateral bay of St. Nicholas in Manastir!8
could be seen as the most representative examples. The corpulent dimensions
of the masses that form the corporal structure of the represented figures, the
massive anatomic configuration of the monumentally conceived forms, the bold

Fig. 10 Manastir, Church of St. Nicholas Fig. 11 Manastir, Church of St. Nicholas

(1271), Jeremiah the Prophet (1271), Jonah the Prophet
Cia. 10. Manactup, Llpksa CB. Huxone Ca. 11. Manactup, L{pksa CB. Hukone
(1271), IIpopoxk Jepemuja (1271), IIpopok Jona

contours in the depiction of the painterly components, the strong contrasts in the
application of the complementary colours and the trenchant exposition of the fa-
cial expression characterize the stylistic orientation of the masters dedicated to
the rigorous manners of artistic performance. In that regard, the robustly painted
busts of the prophetic characters in the church of Saint Nicholas in Manastir that
emanate with tameless dynamics (Fig. 10), the emphasized eyes that burn with
inward energy (Fig. 11), the wavy hair which falls on their shoulders in combed

16 P. Miljkovi¢-Pepek, La formation d 'un nouveaux style monumental au XIlle siécle,
Actes du XIIe Congres International des Etudes Byzantines 111, Beograd 1964, 309-313

17 3, Paconkocka-Huxonoscka, Acyc Xpucmoc Anmugornumuc 00 ypreama Ce. I'opfu
60 T'opnu Kosjax, 36opank nocsereH Ha [lumue Komo, Apxeonomku My3ej Ha Makenonuja
VI-VII, Cxomje 1975, Fig. 1

18 J1. Komo - I1. MussroBuk-Ilenex, op. cit., 91-92
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locks (Fig. 12) and the suggestive expression of their countenances (Fig. 13) are
the most impressive features of this rare stylistic tendency that reanimated the
spirit of the works of art originating from the tradition of intellectual asceticism.
Returning to some of the acknowledged characteristics of 11th century painting
in the cathedral church of Saint Sophia in Ohrid!9, this retroactive artistic course
accentuates the sharp drawing, the vigorous modellation and the powerful con-
figuration of the depicted images. Inheriting the formal painterly attributes of
one of the most prominent fresco ensembles in the region, this stylistic trend
reanimated the creative magnitude of the master-peaces executed in the heroic
period of Byzantine artistic production.

; \ i \\f e

. i.—_-u.-‘_q-I - <8
Fig. 12 Manastir, Church of St. Nicholas Fig. 13 Manastir, Church of St. Nicholas
(1271), Zechariah the Prophet (1271), Moses the Prophet
Ci. 12. Manacrup, Lpksa Cs. Hukone Cn. 13. Manacrup, Lpksa Cs. Hukone
(1271), Ipopox 3axapuja (1271), IIpopox Mojcuje

FIFTH STREAM — THE PLASTIC STYLE

Contrary to the former theory that the plastic style of the second half of
the 13th century bypassed Macedonian territory, leaving only a fragmentarily
preserved scene in the cave church dedicated to Saint Archangel Michael at the
village of Radozda20, the several figures depicted in the central aisle of Saint
Nicholas in Manastir2! testify to its circulation among the local artists of the

19 S. Korunovski — E. Dimitrova, op. cit., 54-56

20 T. Cy6oruh, Ilehiuncka yprea apxanhera Muxauna koo Cmpyee, 360puuk Ouio-
3o¢ckor dakyarera VIII, Cnomenniia Muxanna Jluauha 1, 1964, 313 - 317; Figs. 5, 6; B. J.
Bypuh, op. cit., 17

21 1. Koo - TT. MusskoBuk-Ilenexk, op. cit., 92; S. Korunovski — E. Dimitrova, op.
cit., 142
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Fig. 16 Manastir, Church of St. Nicholas (1271),
St. Archangel Michael

Cu. 16. Manacrup, Llpksa Cs. Hukone (1271),
Apxanheo Muxanio

Fig. 15 Manastir, Church of
St. Nicholas (1271), St. Nicholas

Cax. 15. Manacrup, Lipksa
Cg. Hukone (1271), Cs. Hukona

period. The monumental charge
of the forms accomplished by
the broad strokes of the paint-
brush, the consistent firmness of
the painterly elements that radi-
ate with sparkling energy, the
plastic modeling of the shapes
based on the tonal distribution
of the colours and the warm and
noble accords of the softly nu-
anced palette as features of the
Radozda fragment depicting the
scene of the Miracle at Chonae,
place this long ago and irretriev-
ably destroyed ensemble among
the leading artistic products of
the period. However, the painter
who participated in the decora-
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tion of the eastern part of the central aisle in Manastir depicting the five saintly
figures located close to the altar space, can also be ranked among the most
progressive artists of the second half of the 13th century by his strong associa-
tion with the current painterly trends, compatible with the remarkable esthetic
qualities of the frescoes in Radozda. Broad in the manner of conception of the
forms, powerful in the manifestation of plastic effects and monumental in their
painterly expression, the five characters of the Manastir fresco arrangement
bear the spirit of the artistic avant-garde that penetrated the territory in ques-
tion with the creative potential of its influential course. The animated volume
in configuration of Christ’s figure within the Deisis composition (Fig. 14), the
softness of the drawing and the well-balanced modeling of the image of saint
Nicholas (Fig. 15), as well as the elastic picturesqueness of the sophisticatedly
energized portrait of Saint Archangel Michael (Fig. 16) are the most significant
features of the tendency towards plastic expression, which in this region maybe
appeared limited in scope, but demonstrated highly considerable qualities of its
artistic performance.

SIXTH STREAM — THE FUSION

Another, very peculiar stylistic tendency marks the work of the masters
who decorated the naos of the church of Saint Nicholas in Prilep in 129822,
which has no formal parallels in the fresco
arrangements of the related period. The
pale residues of the ambitious linearism [%
hidden behind the agitated structure of &
the depicted forms as a reminder of the
graphic animation of the Late Comnenian
painterly manner, the temperamental ap-
proach towards massive configuration of
the compositional elements with a purpose
of creation of monumental dimensions
in the optical impression of the depicted
scenes and the exuberant rhythm of the
movements which explodes as a firework
all over the entire surface of the pictures
merged into a dynamic compound of sty-
listic phrases unknown to the history of
the 13th century fresco painting. The live-
ly contours of the saints’ images perme- #558 e~ =
ated with sensitive expressiveness (Fig.  Fig. 17 Prilep, Church of St. Nicholas

17), the stout figures of the saints that em- (1298), Betrayal
anate weight and volume, the plastic ac-  Cy. 17. Hpunen, Lipksa Cs. Hukone
cents in the configuration of the forms, the (1298), U3najcTso Jyauno

22 B.]. Bypwuh, op. cit., 19; R. Hamann-Mac Lean, Grundlegung zu einer Geschichte
der mittelalterlichen Monumentalmalerei in Serbien und Makedonien, Giessen 1976, 289-
290; S. Korunovski — E. Dimitrova, op. cit., 150-152
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Fig. 18 Prilep, Church of St. Nicholas (1298),
Raising of Lazarus

Ca. 18. ITpunen, Lpksa Cs. Hukosne (1298),
Backpecemwe Jlazapeso

Fig. 19 Prilep, Church of St. Nicholas (1298),
Road to Golgotha

Ca. 19. Ipunen, Lpksa Cs. Hukone (1298),
[Tyt Xpucros Ha ['onroty

dynamism of the postures
and the intensity of the de-
picted movements (Fig. 18),
the expressive rhythm of the
gestures and the harmony of
the optical impression in the
arrangement of the compo-
sitions (Fig. 19) are the most
remarkable components in
the vivid creative matrix of
the two anonymous paint-
ers. By the introduction of
the diverse psychological
expression of the rendered
characters in the depiction
of their suggestive physi-
ognomies, by the infusion
of the intense rhythm of the
postures of the represented
figures and by the inventive-
ness in the selection of genre
elements, the authors of the
painted decoration created
a fresco arrangement that
unpretentiously and spon-
taneously announce the
changes in the Byzantine vi-
sual aestheticism. Executed
at the very end of the 13th
century, a few years after
Michael and Eutychios have
decorated the church of The
Holy Virgin Peribleptos in
Ohrid in 1295 promoting the
breakthrough of Palaiologan
style, the painted ensemble
of Saint Nicholas with its

W picturesque painterly tech-
¥ nique and the explosive vi-

vacity of artistic expression
firmly closed the gate of the
expiring period, when the
great Thessalonican paint-
ers widely opened the door
for the art of the following

century.
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SEVENTH STREAM — THE PALAIOLOGAN BREAKTHROUGH

In the explosive world of the expressive visual energy of Michael Astrapas
and Eutychios in the church of the Holy Virgin Peribleptos in Ohrid (1295)23,
the new opportunities of artistic expression of the Palaiologan epoch penetrate
with invasive dynamics and with restive temper of the creative invention. The
theatrically composed sights, the vivid gestures of the protagonists in the de-
picted events and the dramatic whirlpool of movements in the scenes soaked in
the exciting rhythm of motion and in the dynamic resonances of colours are the
basic components of the specific painterly language of the masters in promotion
of a fresh artistic vision, permeated with the trenchant hues of emotional sug-
gestibility. The principle of balance in the visual integration of the painterly ele-
ments, noticeable in the meticulous arrangement of the structural components in
the configuration of the scenes (Fig. 20), is the leading criterion of the painters
in their desire to create harmonic level of the numerous segments in the com-
positions. The large and massive forms of the depicted personages that impress

Fig. 20 Ohrid, Church of St. Virgin Peribleptos (1295), Dormition
Ca. 20. Oxpug, Lpxsa Cs. boropoaure [lepusnente (1295), Yeneme

23 H. Hallenseben, Die Malerschule des Konigs Milutin, Giessen 1963, 128-133; II.
MusskoBuk-Ilenek, Jeromo na soepagpume Muxajno u Eymuxuj, Cxomje 1967, 183-188; B.
J. Bypuh, op. cit., 17-19; S. Korunovski — E. Dimitrova, op. cit., 154-161; E. Dimitrova,
On the Mise-en scéne and the Backdrops. Scenes from the Dramatopee of the Macedonian
Mediaeval Painting, Macedonian Heritage 29, Skopje 2006, 4 - 8
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Fig. 21 Ohrid, Church of St. Virgin Peribleptos
(1295), Baptism of Christ

Cn. 21. Oxpun, Lpksa CB. boropoaune [lepusnente
(1295), Kpmrreme XpuctoBo

- with their uncompromising

corpulence (Fig. 21), the heavy
draperies that fall in angular
folds, the impressive images
nuanced with emphatic sensi-
tivity, the large-scale architec-
tural backdrop of the scenes,
the masculinity of the saintly
figures and the emphatic tem-
perament in their movements
(Fig. 22) are the most charac-
teristic features of the painterly
discourse of the masters, wo-
ven from the threads of their
powerful creative inventive-
ness. The piercing glance of the
depicted characters, the dra-
matic rhythm of their restless
gestures, the skillful approach
in the rendition of the figures’
various postures and the narra-
tive density of the action in the
compositions burgeon with the
power of an unrestrained paint-
erly vision, are the elements
that boldly and pretentiously
announced the new artistic era
in the history of the Byzantine
culture.

As the streams run into
the river in the confluent vigor
of its course to the sea, so flour-
ished the artistic currents on

A1 the fertile soil of Macedonian

Fig. 22 Ohrid, Church of St. Virgin Peribleptos
(1295), Agony in the Garden (detail)

Cn. 22. Oxpun, Lpksa Cs. boropoaune [lepusnente
(1295), Monutsa y I'ercumaHCKOM BPTY

¥ painterly tradition in the turbu-

lent times of the 13th century.
Originating from the centu-
ries-long heritage of supreme
artistic achievements and gen-
erating diverse forms of recog-
nizable stylistic variety, they
irrigated the ground they have
sprung from with the beneficial
nectar of inexhaustible inven-

tion. Bridging over the period of historical disruption, they nurtured the sprouts
of creative potency until the age of the Byzantine renaissance.
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Enmuzabera umurposa

CEJJAM TOKOBA
Crusicke TeHACHIHje (HPecKo CIMKapCTBa Ha MakenoHCKo] Teputopuju y XIII Bexy

V konTtekct Beh nocrojehe Teopuje 0 CTHICKOM IUTypanu3My y Pa3Bojy MOHYMEHTAJI-
HOT CIIMKapCTBa Ha MakKeJOHCKOj Teputopuju TokoM XIII Beka, aHanm3a yMETHHYKOT CTBa-
paiamrBa OBOT TMHAMHYHOT MCTOPHjCKOT Pa3no0Jba HyId MOTYNHOCT 3a AETEKIHjy celam
Pa3IMYUTHX JHUKOBHMX TPEH/AOBA y OKBUPY CadyBaHMX aHcamOia, HACTAIUX Y NEPHOAY
1200.-1300. ronuHe. YIOpHO HacTaB/bamkbe CTUICKOT Mozena enoxe KoMHuHa, eBoayTHBHE
MHBEHIIMje JIMKOBHOT M3pa3a LPKBEHNUX JOCTOjaHCTBEHHKA, JTUPCKA yMETHHUYKA EKCIIpEecH]ja
apUCTOKPATCKUX KPYyroBa, PECTUTYLMja INABHUX OJIMKA MOHYMEHTAJHOI CTHIA, I10jaBa
IUTACTUYHOT CTHJIA, OpUIMHaNHa (y3nja mpuienckux 3orpada M ImojaBa MajeoIOTOBCKUX
CTHJICKMX HOBHHA Cy €JIEMEHTH Je(pUHHUIIM]jE HAIlle Ueje O ceaaM Pa3IuIUTHX CTpyja eHep-
TMYHOT TOKa OINILTEr KPeaTHBHOT IOTEHIIMjala TPHHACCTOBEKOBHE YMETHHUKE MPOLYKIIHje
Ha MaKeJIOHCKOM nozpyyjy. Pasmarpajyhu cnenuduane ouiike yMETHHYKOT je3MKa MajcTopa
- CTBapajana JeKOpaTHBHUX apaHkKMaHa, Ka0 M KapaKTepUCTHKE JIMKOBHOT H3pa3a ayTopa
nmanac Beh remko omrehennx ancamOia, yKpaTko CMO CKUIMPAIIH OIIITY IIPEACTaBy O ceaam
pa3IMUMUTHX TeHIEHIWja pernoHanHe usyenHe Kynrype XIII croneha:

IIpBu Tok: Kao pesynrar mpecyrHOT 3Ha4yaja M3y3eTHUX JTUKOBHHUX KBanuTera Kyp-
OMHOBCKOT cluKapcTBa, HajBehu Opoj MCTpakKMBaHMX CIIOMEHHMKa IpHIana TPEHAY KOjU
NIPE/ICTaB/ba CBOjEBPCHY aIUKIMjy HAa YMETHHYKHM MaHUP PENpEe3eHTaTHBHOI ‘‘pykomuca’
KypOMHOBCKHX MajcTopa. JINHEapHO JIOMJbEHE JIMKOBHE CTPYKTYpE y NPHKa3HUBaY JIMKOBA
y upksu CB. Hukone y Manactupy (1271), enerantHa aHaroMcka KoHQUrypaiuja u eHep-
IrHYHU ToKpeTn ¢urypa y CB. Joany Borocnosy - Kaneo y Oxpuny (oxo 1270-1280) n
JIETIPIIABH pUTaM Ipanepuja y onrapckoj nexopanuju Ce. Huxone y Ipuiemy (1298) cy
Haj3HaYajHUjU IPUMEPH YIOPHOT HACTOjarbha 3a OJpIKaBambe KypOMHOBCKHUX CIMKAPCKUX I10-
yka y6oxo y XIII Bek.

Jpyru Tok: Y OKBUPY PETPOAKTHBHOT, KACHOKOMHHHCKOT Pa3B0ja MaKeJOHCKOT CITH-
KapcTBa oBOr n00a, muuHOCT JoBaHa, hakoHa u pedepennapa OXpHIACKE apXHUEIHUCKONHje,
YHOCH HOBY €HEprujy y noctojehn craryc KOH3epBaTUBHE CIHMKapcKe Ipakce. TeH/IeHIHja
Ka IUTaCTHYHH]EM IPHUCTYIY y OOJMKOBaWmY CBETHTE/HCKHX JIMKOBA, YMETHYTA Y OCHOBHH
JIMHEeapHU KOHLENT IIpeicTaBa U MHHYLMO3HA NaXKka rnocsehieHa o0paayu pacKoLIHO MpH-
Ka3aHUX KocTHMa Ha ukoHH 13 Ctpyre (1266/67) 1 y ciukamy CBETUX paTHHKA y MaHacTupy
(1271), moctmke cBoOj KIMMakKc y perneproapy Ipkse CB. Apxanhena Muxauna y [pureny
(oxo 1270-1280) nenukatHuM padpMHMAHOM Y TPETMaHy IPEICTaBJbEHUX JIMKOBA U IbHXOBOT
(anujanasor n3pasa. llako Huje HaIyCTHO OCHOBHE ITPUHIUITE KOMHUHCKE JINKOBHE €KCIIeCH]e,
OBaj BHUCOKH I[PKBEHH IOCTOjaHCTBEHUK WM TAJCHTOBAHM 30Tpad) W MKOHOIHCAIl 1A0 je h3y-
3€THO 3HAYajHH JOMPUHOC 3aKACHEJI0j EBONYLIMjH TPHHAECTOBEKOBHOT CIMKApCTBA.

Tpehn Tok: Y KOHTEKCT IpecyIHOr yTHIaja JOBAaHOBOI YMETHHYKOI MaHHpa Ha
CIIMKape KOjU Cy NMPUMEHHBAIM WHOBAaTHBHHjH TNPUCTYN y EKCIUIOATALMjH YMETHHYKHX
HMHCTPYKLHja U3 MPOLUIOCTH, HeKOIMKo dparmenta u3 upkse C. Jumurpuja y Ipuieny
(oxo 1290) npumnanajy CTHICKO] TEHASHIU]H KOjy Ae(hUHUILE IMPCKU IPUCTYII y OOIHUKOBAY
CBETHTEJbCKHX MOpTpeTa. [lonazehn ox JoBaHOBOT “HKOHOMHMCAYKOT” PYKOIIHCA, ayTOP CEH3Y-
QJIHHX JINKOBA MPUIICIICKE JeKOpalltje NPeICTaBHUK je papuHUPaHHjer YMETHUYKOT TPEH/A,
JIOBOJLHO apHCTOKPATCKOT, Aa O 330BOJBHO YKYC KTUTOPA HAjBHIIMX INIEMHUNKUX KPyToBa.

YerBpTH TOK: IIOTIYHO Apyrauuji CTHICKH TPEH[, EKCIPECUBAH M €KCIUIO3HBAH y
CBOM YMETHHYKOM H3pa3y KapaKTepHlIle IojeauHe aenose cnukapersa Cs. Bopha y Topwem
Kozjaky (apyra monoBuna XIII Beka) m CB. Hukone y Manactupy (1271) enemeHTnMa
HaIJIallleHe KOHTYpe y eKCIUTMKalWju (urypa U JUHAMHYHEM HabojeM YHYTpallmbe eHep-
ruje nukoBa. Harnmamasajyhu omrrap nprex u MohHy KOHGHrypalujy HNpHKa3aHHX CBe-
TUTEJbA, OBA] PETPO - MOHYMETAIHH CTWJI NPEACTaBJba HOCTAJITHYHM Iy EKCIIPECHBHOT



208 Elizabeta Dimitrova

cimkaperBa Oxpujcke kareapane u3 XI Beka y Haropy 3a peaHUMalljy KpeaTuBHOT 1I0MeTa
Caetocodujckor peMek-ziela, HacTajor y XepOjCKMM BPEMEHHMa BH3aHTHjCKE YMETHHYKE
MPOIYKIHje.

ITern Tok: Hacympor crapujum Teopujama 1a je IUIaCTHYHM CTHII JIpyre MOJOBHHE
XIII Beka MUMOUIIIA0 MAKEAOHCKO MOIPYYje, 0CTaBIbajyhu jemuHO parMeHTapHO cauyBaHy
creny y nehnuckoj npkeu y Pagoxan, Hexonnko ¢urypa u3 meHTpamHor 6poxa Haoca CB.
Huxone y Manactupy (1271) npeacTtaBibajy cBeIo4aHCTBO LUPKYIALKje OBOT TpeHaa Mel)y
JIOKJIHAM CIIMKapuMa Tor nepuoza. Pasurpanu BomymeH Xpuctose ¢urype u3 Jeusuca,
Mekoha 1pTexa U ypaBHOTEIKEHOCT Mozenanuje y npukasupawy CB. Hukone n enactudHa
KHBOIIMCHOCT €HEPrH3MpaHOr MmopTpera apxanhena Muxauiaa U3 oBe LPKBE, IPUMEPHU Cy
TEHJICHIM]e Ka IUTACTHYHOM HU3pasy, KOjH je M y OBOM PErHOHY IEMOHCTPHPAO BEOMA BUCOKE
KaBaJUTETe yMETHUUKOT HiepopMaHca.

Mlectu Tok: CacBUM JApyrauyuji CTUICKH MaHUp obenexasa paj MajcTopa KOjU Cy
nexopucanu Haoc CB. Hukone y Ilpuneny (1298), y unjem cy aeny cacBum OJeau ocTaiu
aMOMIIMO3HOT JIMHEeapu3Ma W3 INPOLUIOCTH CaKpUBEHHM H3a cacBMM enabopupaHe (dopme
JIMKOBHUX IPUKa3a, MACHBHE KOH(MIypaluje KOMIO3HUIMjCKUX elIeMEeHaTa U pas3iparaHor
pHUTMa IIOKpeTa y CIMKApCKOj (y3WjH HEIO03HATO] MCTOPHjH TPHHACCTOBEKOBHOT CIIHKap-
crBa. HujaHcupajyhu cBoje JMKOBE BEJIMKHM CIEKTPOM MCHXOJOLIKOT H3pa3a, WHTCH-
3uBHpajyhu putam cTaBoBa NpHKazaHUX GUTYpa U yKIbYdyjyhH y CBOje KOMIO3HIIHje MHO-
LITBO WHBEHTUBHO OfA0paHMX JKaHP €JIEMEHTa, ayTOpH IpHIEICKe (pPEecKo JeKoparuje
HETPETCHIIMO3HO U CIIOHTAHO HajaBJbyjy IPOMEHE y BH3aHTH]CKO] BU3YEIHOj €CTETUIIN Kpa-
jem XIII Beka.

Ceamu TOk: Y eKCIUIO3MBHOM CBETY €KCIIPECHBHE JIMKOBHE eHepruje Muxajna u
Eytuxnja y Cs. boropomgumnu Ilepusnentu y Oxpuny (1295), HoBe MOryhHOCTH yMETHHYKOT
n3pasa [laneonoroBcke enoxe Mpoaupy MHBAa3HMBHOM JMHAMMKOM HMHOBAaTHBHE KpEaTHBHE
nHBeHuyje. TetapaaHO KOMIIOHOBAHY IPH30PH, )KMBAa MUMHUKA IIPOTArOHUCTA U IpaMaTHIHN
BPTJIOT IIOKpEeTa y KOMIIO3MIMjaMa HATOIUBEHHM Yy30y[JbMBHM PUTMOM JHHAMHYHHX KO-
JIOPHCTUYHUX PE30HAHIIM, OCHOBHH Cy €JIEMEHTH CNEUU(DUYHOT CIMKAPCKOT PEYHHKA Maj-
cTOpa y NMPOMOILIVjH CBEKE YMETHUUKE BU3HMje, 3aculieHe 0oraTuM BajepuMa eMOTHBHE Cy-
reCTUOMIHOCTU. BemTy npucTyn y KOHQUIypaluji KOMIO3HIMjCKUX MaTpulla, 3HaJIauKH
pacmopesl y ocTBapery IMPOCTOPHUX pellieha U HApaTUBHA KOHIEHTpAlUja aklHje y MpH-
Ka3aHUM ClLieHaMa, Xpabpo M MPETEHINO3HO HajaBJbyjy HOBY YMETHHUKY €IIOXYy Y HCTOPHjH
BU3aHTH]jCKE KYJITYpE.



