Ralitsa Rousseva

THE LEGEND OF THE LAST EMPEROR
AND AN UNPUBLISHED ESCHATOLOGICAL SCENE
FROM ST. NICHOLAS CHURCH IN PERHONDI VILLAGE
(ALBANIA, 14TH CENTURY)

Perhondi village is located some 10 km from Berat. It is known by a
number of variants of its name like Perondi, Perondija, Perhondi, Petrohondi,
Penderachion, all derived from its medieval name of Pendearchontion (the five
archons). The only information about the medieval history of the village and
the church that I know has been published is a marginal note from a Greek
manuscript from Berat, published by the Bishop of Berat Anthimos Alexoudis
at the end of the 19th century. The marginal note says that in 1399 the abbot
of the St. Nicholas monastery in Pendearchontion, Daniel, gave the library to
Theodore III Musacchia, in order to save it from the Turks!. In another publica-
tion, Anthimos Alexoudis gives information about the village itself and men-
tions that there is a portrait of the Byzantine Emperor Andronikos Palaiologos
(without specifying which one) and of other members of the royal family in the
portico below the bell tower2. The church or the monastery in Perhondi was
obviously related administratively and subordinate to Berat. Throughout the
Middle Ages the Berat of today — Belgrad or Beligrad — was an important eccle-
siastic and political centre. The city passed into the hands of different states and
rulers — Byzantium, Bulgaria, the Latin Kingdom, it was part of the Despotate
of Epirus after 1261 and then was incorporated in the Serbian Kingdom after
1345. Belgrad was closely linked with the major port and metropolitan centre
of Valona (Aulona in antiquity; today Vlor€), most of its governors were rulers
of Valona, Kanina and Berat.

In the first half of the 14th century, the governors of Berat included pro-
tobestiarios Andronikos Palaiologos (son of Demetrios-Michael and Anna
Palaiologina — the eldest son of Demetrios-Michael and grandson of despot
Michael II), he was governor of Berat and the region for Emperor Andronikos
IT in 1326 and probably earlier)3; despot loannes Orsinsi (1323-36-7), married

1 AvBipog ArleEovdng, Kmdikeg snapyiog BeAeynadwv, ExkA. AA. 20, 1900,
525-527.

2 AvBipog AreEovdng, Abo onuetduata ek xelpoypddwv, DIEE 4, 1892, 275-281
3 D. Nicol, The Despotate of Epiros, Oxford 1957, 242.
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Fig. 1. The Church of St. Nicholas in Perhondi. External view.

Ca. 1. lpxksa ceetor Hukosne y [lepynnujy. Criospanismu u3ries

to his daughter Anna, later poisoned by her, his son Nicephoros (1347); her
second husband John Komnenos Asen (brother of Ivan Alexander; 1350-63).
In 1345 Berat passed into the hands of Stefan Dusan and after that — of Stefan
Uros (1355-1371).

In the studies of Albanian authors, the St. Nicholas church in Perhondi
is present as an architectural monument alone. The church is a single apse,
thriconch basilica, covered with a pitched roof, the central nave is higher
and there is a high bell tower to the west forming a portico. A. Meksi dis-
tinguishes three periods of construction: 11th century, 13th century when
the bell tower was added, and 13th-14th century. 4 Only D. Dhamo and F.
Thaci mention the murals in Pehondi in the article dedicated to the monu-
ments in Berat, and that as the product of the atelier that worked in St.
Clement in Ohrid — an assertion that it is difficult to accept.s
Before I go on to the scene that is the subject of the present paper, I shall

make a review of the other fragments of painting in the church. The figures of a
man and a woman in royal dress can be distinguished in the portico on the north-
ern wall, with St. Mercurius, identified by the helmet, beneath them. Across, on
the southern wall, there are two male figures of rulers with Archangel Michael
beneath them in the dress of a warrior with helmet. Depiction of Archangel
Michael with a helmet is not characteristic of the 14th century, although one

4 A. Meksi, Kishat bizantine té Beratit, Monumentet 1990, 2, 38, 42.
5 D. Dhamo, F. Thaci, Piktura mesjetare e Beratit, Monumentet 1988, 89-95
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encounters it even in the 13th century in Geraki, Alkalochori (end-13th century),
Lesnovo (1346). The images of St. Mercurius and Archangel Michael can be
assumed to be protectors of the church and have an apotropaic function since
they are frequently featured near entrances. The dress of the three male figures
is similar — dark dalmaticas with golden applications in the lower part and loroi,
while the female portrait is in red dress, with a red cloak and golden applica-
tions. All four figures step on cushions. The portraits are difficult to distinguish
in the upper parts and the forms of the crowns and beards cannot be defined. It
is also impossible to distinguish the identification descriptions.

Because of the lack of inscriptions and the almost indiscernible icono-
graphic characteristics of the personages, the identification of the portraits is
subject to a future comprehensive study on the church. Here I will only ques-
tion the assertion of the Bishop of Berat Anthimos Alexoudis that they depict
precisely Emperor Andronikos II Palaiologos and his family. Obviously, the
identification inscriptions were destroyed even at the end of the 19th century
since, in spite of his pedantic approach, he hasn’t quoted them. Should we com-
pare these portraits with the preserved ktetor portrait of Andronikos II and his
family on the outer wall of the church in Apollonia, we shall see quite a number
of differences — the dress of the emperor is red, with different decorations, while
in the case of the female portraits there is nothing in common whatsoever. The
identical dress of the three male figures, characteristic of Byzantine emperors of
this and the preceding period, is also a problem.

The arch at the entrance features the partially preserved images of another
two saints, one in a short tunic, the other in a dalmatica and cloak thrown over
one shoulder; the column right of the entrance probably features Christ, it being
possible that Christ and St. Nicholas or Christ and the Holy Virgin faced each
other. The side arches also feature fragments of saintly images.

The church is entirely covered with limestone plaster inside and only
some fragments have been cleared at this point. The southern wall features the
face and figure of an archbishop, quite probably St. Nicholas, as well as two
other figures with nimbuses, probably from a scene of the Vita of St. Nicholas.
On the western wall, to the right, above the entrance, one can discern yet an-
other fragment from a scene, in my opinion when little St. Nicholas was taken
to school - there is a figure of a child with a nimbus, with a grown-up stand-
ing behind it holding a basket. Some of the standing figures of saints, mainly
monks, have been preserved in the nether line. It is possible that the lime plaster
may conceal a larger portion of the medieval murals since it can be discerned
through it at many places.

The scene on the eastern wall of the central nave, above the arch of the
apse, which can be defined most generally as a vision of Last Judgement, is the
one that is best preserved. It depicts twelve empty thrones set out in an arch,
with Christ Ancient of Days (O ITAAAIOX TQN HMEPQN) sitting in the
middle. The Hetoimasia is to his right, with a cross with a crown of thorns and a
Gospel. Angels with blue nimbuses stand behind the thrones. To the left there is
also a larger waist-length figure of an archangel (Michael) with a sphere in his
hand. In the lower part of the composition, against the backdrop of a rocky land-
scape, there is a king with a nimbus lying down, with a hand across his chest and
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an angel who is supporting
him with one hand while the
other is raised to the skies in
an appealing gesture. To the
left there are two allegorical
figures of winds, with horns
that they are blowing. The
other two were probably to
the right, but only fragments
of them remain.

Synthetic images of
Theophanic visions are found
in religious art even in the
early Byzantine period, but
their presence in Orthodox art
becomes a thematic core in
the post-Iconoclastic periods.
Interest in Theophanic visions
was revived again in the Late
Byzantine period?, related on
the one hand to the common
interest in ancient themes and
on the other — with the trend

B ——— . { of concrete visualization of
Fig. 2. View to the eastern part of the church. symbolically Complicated li-
turgical texts and images.

Obviously, there are a
lot of untraditional and even unique elements in this composition, beginning
with the place where it is located. In Byzantine tradition, and particularly in
the 14th century, Last Judgement compositions features in the western parts of
church space — facades, narthex or the western nave wall. Placement of scenes
and images of eschatological content in and above the apse finds its concrete
explanation in theological literature. According to St. Cyril of Alexandria, the
bema symbolizes the throne of the King of the World where He will sit down
with the apostles to say: Verily I say unto you, That ye which have followed
me, in the regeneration when the Son of man shall sit in the throne of his glory,
ye also shall sit upon twelve thrones, judging the twelve tribes of Israel. (Mt
19:28).

Figures of eschatological content (Theophanic visions, Hetoimasia, Deesis
and others) above the apse or in it are found in the churches from the early
Byzantine period. In Egypt and Cappadocia one most frequently finds Christ

Ci. 2. Ilorien Ha UCTOYHHU I€0 LIPKBE

6 A. Grabar, L empereur dans ['art byzantin, Paris 1936; A.Grabar, L iconoclasme
byzantin. Dossier archeologique, Paris 1957.

7 J. Lafontaine-Dosogne, Theophanies-vision auxquelles participent les prophetes
dans ['art byzantin apres la restauration des images, Synthronon, Paris 1968, p. 143. A.
I'pabap. Msmounuyu na suzanmutickama scusonuc om XII-XIV in: B: A. I'pabap. 136pann
ceunnenus. 2. C., 1983, 316-322.
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Fig. 3. The Eschatological scene. Eastern wall, above the arch of the apse.

Ca. 3. Ecxaronomika cueHa. Mctounu 3un, u3Haj Jiyka ancuje

Enthroned in Glory surrounded by the Tetramorphs. A Theophanic vision is also
presented in the apse of Hosios David in Thessalonica. In a number of churches
in Italy the pediment above the apse features scenes inspired by texts from the
Apocalypse of John and Old Testament prophesies, representing the Heavenly
Jerusalem, laudations before the Lamb on the Hetoimasia or just before the
throne by the Twenty-four Elders, among others8. For example, in the Saints
Cosmas and Damian basilica in Rome, Santa Praxade in Rome, San Clemente,
St. Paul, etc.

Another quite stable eschatological image is the Hetoimasia, which is
found in the apse or on the triumphal arch, most frequently in the church-
es in Italy, which combines the symbolism of the Holy Trinity and the Last
Judgement? - the throne is the invisible presence of Christ, the throne is pre-
pared for Judgement Day (Ps 9:8). Images of enthroned theophanies date even
from the Early Byzantine Period not only as part of other visions, but indepen-
dently as well.10 Theophany as a throne is a consequence of the decrees of the

8 L. Brehier, Les visions apocaliptique dans [’art byzantin, Arta si Arheologia, 4,
1930 (38-43).

9 F. Van der Meer. Maiestas Domini, Teofanies de I'Apocalypse dan ['art chretien,
Roma-Paris 1938, 238.

10 F. Van der Meer. Maiestas Domini, Teofanies de 'Apocalypse dan I'art chretien,
Roma-Paris 1938, 231-255. The author makes a detailed review of the views of the throne
and their origin in western and eastern art.
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Fig. 4. Detail from the Eschatological scene. Eastern wall, above the arch of the apse.

Ci. 4. Jlerass Ecxaronomke cuene. Mictounu 3ua, u3Haja Jyka arncuae

Third Ecumenical Council (431) and the enthronement of Christ. Hetoimasia
is depicted above the apse, in the altar space until the 12th century and some-
times even later in: the Dormition of the Blessed Virgin in Nicaea, at Daphni,
in the Palatine Chapel, Montreale, Neredica, and in St. Luke in Phocida and in
Grottaferrata combined with the scene of Pentecost. According to Kondakov,
Hetoimasia in respect to apsidal symbolism is an image of Christ in Glory after
the Resurrection and an image of the Judge at the Second Coming, while ac-
cording to G. Millet and O. Wolf Hetoimasia is a symbol of the Holy Trinity
and its three hypostases in glory!!l. In the 14th century this theme left the space
of the altar and found place in the context of other thematic scenes, particularly
of the Last Judgement, but also frequently in the space under the dome, with the
Throne of Glory surrounded by the angel forces depicted beneath Christ.

Here I will refer to another, also unique scene as the closest thematic, but
not iconographic parallel from the middle of the 14th century. The eastern wall
of the church of St. Nicholas Tzotza in Kastoria, features a rare scene combin-
ing the Holy Trinity and the King’s Deesis. Christ Ancient of Days and Christ
King of Kings on thrones are in the centre, the Holy Spirit in the form of a dove
is between them and they are flanked by the Holy Virgin Queen of Heaven and
St. John the Baptist, as well as two prophets (one of the images is destroyed

11 N. Kondakoff, Histoire de I’art byzantin, 11, Paris, 1891, 90; G. Millet, Le monas-
tere de Daphni, Paris 1899, 85-86; G. Millet, La dalmatique du Vatican, Paris 1945, 39-40.
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almost completely) 12. Bearing mind the Old Testament prophetic visions which
stand at the base of the iconographic images mentioned, it is probable that the
one on the side of Christ Ancient of Days is the prophet Daniel, while prophet
David is on the side of the Holy Virgin Queen of Heaven. As we know, the scene
of the Deesis is a synthesized image of Judgement Day and refers to the events
related to the Second Coming and the judgement over mankind. Different as
the scene in Kastoria may be, it shows that, albeit rarely, in the 14th century,
too, scenes of eschatological content continued to be depicted on the eastern
wall above the apse. The traditional image of Deesis, with large waist-length
figures, is also presented in the Church of Holy Virgin Eleusa on Mali Grad
island (1344/45; 1368/69).

The very featuring of the eschatological composition above the apse of
the church in question could be a reminiscence from a quite old iconographic
tradition, which is no longer in use in Balkan art. It could also be due to an
influence of medieval art in Italy, where various images of apocalyptic and es-
chatological content have a stable place in the space above the apse, particularly
when one considers the stable presence of pro-western influences in church art
in Albania. Bearing in mind the scene in the church of St. Nicholas Tzotza, too,
however, one could assume that a tendency existed in the 14th century to feature
such images above the apse.

Here I will only mention that the tradition to feature a Theophanic vision
with Christ, the tetramorphs and prophets above the apse continues in some
churches of the Post-Byzantine period on the territory of Albania, as for exam-
ple the one in Selcan, the Virgin Blachernitissa in Berat, in Kurjan and else-
where.

The next untraditional element of the Last Judgement in this case are the
empty thrones. This is a very rare iconographic variant of the Last Judgement
as the usual depiction features the apostles already sitting on the thrones. It was
obviously necessary to stress on a concrete, temporal moment of the events,
more particularly the one before the beginning of the Last Judgement, when
the Throne is prepared but the apostles still haven’t taken their seats. This
point is developed by Orthodox theology, for example in Sophronius (Pseudo-
Sophronius), Ephraim Syrus and Hippolyte of Rome (PG vol. 10, 903), Syriac
sermons about the last Judgement._

The curved form in which the thrones have been set could also reproduce
the form of the Synthronos in the altar, which also has symbolic interpretation
related to the Last Judgement.

The two central thrones, the one on which Christ Ancient of Days is seated
and the one on which the Gospel and the tools of torture are placed, are different
in form. An interesting artistic solution has been chosen for the Hetoimasia — the
throne has a rounded backrest the central part of which is in red and the Gospel,
the cross with the crown of thorns and the tools of torture are placed on a blue
drapery. The form of the drapery literally follows the folds of the himation of
Christ Ancient of Days, so that from afar one gets the illusion of two sitting fig-

12 ¥iotov I. Mo @yvootn odvBeon otov Ayro Nikdiao TEwtia Kaotopidc.
Tovévmon §Ho onuavtikov Oeudtov g Pactiikng Aénong kot tng Aytag Tprddac.
Adiepopo etn pvnun tov Tetnpn Kicow, 0coocarovikn 2001, 511-536.
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ures in the two central thrones. The absence of a dove — the image of the Holy
Spirit — deducts the meaning of the Hetoimasia as an image of the Holy Trinity
and designates only the eschatological aspect of the image of Hetoimasia.

In addition to the more general meaning of Christ out of time, in eternity,
the image of Ancient of Days as also a concrete relation to the Last Judgement
and endorses the double presence of Christ — in heaven and on earth. Here 1
will not dwell on the appearance and development of the theme of Ancient of
Days, the New Testament Trinity, the Father etc. in Orthodox art since this is
not the subject of the present paper!3. The problem of who is the Ancient of
Days (Dn 7:9, 22), the Enthroned on Cherubs (Ps 79:2), the Seated on a High
Throne (Is 6:1; Rv 4:3), He who is Coming on the Clouds (Rv 1:8) is rather the
subject of western theology. According to Orthodox theology, this is the Logos
(in the opinion of Irenaeus, John Chrysostom, Basil the Great, Sophronius of
Jerusalem, Anastasius Sinaiticus, Patriarch Germanos). A. Grabar, analyzing
the scenes of Theophanic visions, also mentions that the Son of God — God
Logos is presented beyond the Incarnation. He emphasizes, in his work on
Iconoclasm, that the vision of the Father is taken from revelation of prophet
Daniel about the Ancient of days, but depicted with Christ, he illustrates God in
his eternity and his ubiquitous, while the separate image of Christ presents him
after the Incarnation!4. But here we have image only of the Ancient of days and
Hetoimasia.

Because of avoidance of heretical deviations, as for example depiction of
the Father whom it is impossible to portray, inscriptions were attached to the
Ancient of Days identifying his with the second, liable to portrayal image of the
Trinity — Jesus Christ. The adoption of the image of Seated on a High Throne
for Christ is also confirmed in the miniature in a Psalter (Par.gr. 510, fol. 67),
which features Christ in a medallion on a throne with angels around him, Isaiah
to the left and an inscription “O KAGHMENOZX EITI GPONOY YYHAOY"
After the middle of the 14th century, gradually but unequivocally, the visual in-
terpretation of Ancient of Days shifted to the Father (or Old Testament Sabaoth)
and regardless of the fact that they were not canonical in Orthodox art images
of his began to appear!s.

The examined image of Ancient of days, in this iconographic context, can
be assumed as illustration of O KAOHMENOZX EIIl ©PONOY YYHAOY
(Is. 6:1; Rev. 4:2) and O KAOHMENOZX EIIl TQN XEPOYBIM (1 Kings
4:4; Ps. 79:1-2; Ps. 98:1). These texts are one of the main verbal sources of the
Theophanic visions. The scenes of Theophanic visions with Ancient of Days
just their verbal sources have emphatically eschatological aspect. It is directly
declared on a miniature from the Psalter (Vat. Gr. 752, fol. 27v) with inscription
“H AEYTEPH ITAPOYXIA” (the Second Coming) !6.

13 B. JlazapeB, Kosanesckas pochuch u npobiema 10#CHOCIASHCKUX CBA3€ll 8 PYCCKOU
arcusonucu X1V eexa, B: Pycckast cpeqneBekoBasi )kuBonuch. CTaTbu U UcClienoBaHus, M.,
1970, 234-278.

14 A. Tpabap, Mzmounuyu na suzanmutickama scusonuc om XII-XIV 6., 321.

15 I1. I'po3manoB, Oxpudckomo Suono cauxapcmeo 00 X1V eex, Oxpun 1980, 162-164.

16 S. Tsuji, The Headpiece Miniatures and Genealogy Pictures in Paris, Gr. 74. D.O.P.
1975, 192.



Huw u Buzanitiuja VI 239

In the church of the Ascension in Neredica (1199), Christ Ancient of Days
is depicted in the arch before the altar.

Although quite untraditional, what is unique is not the place where the
composition is featured but its overall iconography. In spite of the numerous
unusual elements in its upper part, one can quote parallels, albeit not identical,
but for the story depicted in the lower part one cannot quote a single, even ap-
proximate parallel.

The Legend of the Last Emperor

The main question is what the composition in the lower part is and who
the sleeping king is. It cannot be assumed that the artist himself invented such
a composition, and that placed above the apse, but we should look for the origi-
nal verbal source, which should also be popular enough. The figure is one of
a young beardless man, with a nimbus without a cross, dressed in a dalmatica
with a gold breastplate, with a high crown made of three segments at the front.
Should one assume that this is Christ the King who has descended on Earth then
one cannot find an explanation why he is lying down and “sleeping”, and why
he doesn’t have a cross on the nimbus. According to part of the eschatological
texts, particularly in the Revelation of St. John the Theologian, when the Throne
is prepared Christ comes down to earth with his army. In all the variants, how-
ever, Christ is King with his army, not sleeping on the ground.

This image could depict the witness to the vision himself, presented in
an ecstatic pose at the moment when he receives the vision of Judgement Day.
The nimbus indicates that this is a saint or a prophet, or at least the venera-
tion of that saint or prophet. In such compositional variants Orthodox art fea-
tures the prophets Ezekiel, Isaiah, Daniel, St. John the Theologian and so on.
Interpretation is also made difficult by the combination of a crown, i.e. king, but
one that is beardless. These two characteristics cannot be combined in iconog-
raphy on principle.

If the witness to the vision himself is depicted then it is most logical to as-
sume that this is the prophet Daniel, although it is difficult to explain the crown
instead of the Jewish cap characteristic of his iconography. His prophesy lies
at the basis of the texts and images interpreting the subject of Judgment day.
Such also is the text that describes the image of Ancient of Days (Dn 7:9, 22).
The motif of the Dream of the prophet Daniel became an individual theme and
one that was quite popular in Byzantine and Old Bulgarian literature. In church
art, the “sleeping prophet Daniel” began to be depicted in some Judgment Day
compositions as late as the 15th century, and that as a secondary story, a detail in
the large composition. One could assume that in this case we have a variant of
Daniel’s Dream and the angel that interprets it. Unlike all scenes of Judgment
Day, however, where he is a secondary element of composition, in this case he
is the main, dominant one. The images of the four winds also have the Book of
Daniel as their primary source, although they are also present in many of the
popular “apocryphal” works. In Byzantine iconography, they are usually depict-
ed as angels, but in this case we have another iconographic variant that relates
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them to the reminiscences of antiquity in Palaiologan art. They are depicted as
winged figures blowing long curved horns and their bodies end with conically
wrapped draperies. The face of one of them is expressive — with excessive mim-
ics, cheeks blown out to the extreme, as well as bearing strange eastern features
— slanted eyes.

Another assumption is that we could possible have the image of prophet
David, who is also related to the vision for, as we mentioned above, it is pre-
cisely the Psalter that is one of the linguistic sources one of the Ancient of Days
(Enthroned on Cherubs). In a number of medieval miniatures King David is
related to the image of Ancient of Days. His iconography permits him to be
painted both young and old, but there is no image of his as witness to a vision
of Judgment Day, such as the scene discussed undoubtedly is.

Here 1 will also mention a hypothesis in respect to the identification of
this image. The Legend of the Last Emperor or of the Emperor-Liberator spread
in medieval literature in the Byzantine world, as well as in the West, in a variety
of forms and in many cases related to different concrete historical individuals
and locations!7. The texts in which the theme of the last emperor was developed
are different: the Revelation of Pseudo-Methodios of Patara and the Vision of
Daniel (Daniel-Diegese); the Revelation of Pseudo-Andrew Salos, the Chrismoi
of Leo the Wise, the Vita of St. Andrew the Fool. The motif is developed most
comprehensively in the Revelation of Pseudo-Methodios of Patara, the image
we are discussing may be closest to the Chrismoi of Leo the Wise.!8 The text
was finally compiled c. 1200, the oldest Bulgarian manuscripts in which the
motif of the Last Emperor appears date from the 13th century as part of different
works, the emperor in some cases being identified with Boris-Michael. This is
not by chance since an emperor by the name of Michael, most frequently identi-
fied with Michael III, appears in Byzantine literature of this type. In turn, it is
identified with King Arthur or Friedrich II, among others, in the Latin variants.

Generally speaking, the story is the following: the story of a king who is
believed to be dead or to have fallen asleep in a mountain or a cave, hidden in
the sea or underground, but at a difficult time for his people he wakes up, leaves
his tomb and saves his subjects. His awakening is accompanied by divine inter-
vention: he is called upon by God or is wakened up by an angel. The period of
his rule is one of peace and plenty (32 years). But his reign is not eternal like that
of the Messiah. In some of the literary variants, he goes to Jerusalem and places

17°A. A. Vasiliev, The Emperor Michael Il in Apocryphal Literature, Byzantina
metabyzantina, vol. I, 1946, 237-248; Alexander, Apocalyptic Tradition; Byzantium and the
Migration of Literary Works and Motifs. The Legend of the Last Roman Emperor, In: Medi-
aevalia et Humanistica, N. S., 2 1971, 47-68; Reinink, Die Syrische Apocalypse, p. XXX V-
XXXIX, 60-61; Reinink, Pseudo-Methodius und die Legende vom romischen Endkaiser, In:
The Use and Abuse of Eschatology in the Middle Ages, Louvain, 1988, 82-111 /Mediaevalia
Louvaniensia, Series 1, Studia 15/.

18 V. Istrin, Revelation of Methodius of Patara and Apocryphal Visions of Daniel
in Byzantine and Slavo-Russian Literature, Utenns B O6mecte Mcropuii n apeBHOCTEH
poccuiickux, Mocksa 1897-98, ku. I-IV.
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his crown on the cross in Calvary and the Cross ascends to heaven. According
to apocalyptic literature, his reign ended with the coming of Antichrist whose
kingdom, in turn, ends with the Second Coming of Christ.

In the apocryphal Vision of Daniel (Daniel-Diegese) one reads: “And the
king shall die for seven years and shall lie down unto this year. By the will of
God he will rise from the grave as if from sleep. And shall be transformed into a
young man, with a cast in one eye, whom people shall think was dead. Thus he
shall rule the kingdom 33 years ....”

Another variant is found in the Revelation of Pseudo Methodios of Patara:
“The king of the Greeks, i.e., the Romans, will come out against them in great
anger, roused as from a drunken stupor like one whom men had thought dead
and worthless. He will go forth against them from the Ethiopian sea and will
send the sword and desolation into Ethribus their homeland, capturing their
women and children living in the Land of Promise. ....”

This legend is described in great detail in the Vita of St. Andrew the Fool:
“On the beginning of the end. In the last days God shall resurrect a king from
down low and he shall go forth with great justice and shall prevail in every
battle and shall enrich the poor. ...” This is followed by a scene of life in wealth
and peace on earth for 32 years. Then comes a period of kingdoms of evil and
lawlessness, which will anger God and befall the Earth, then comes the king-
dom of Antichrist, then the time of Judgment Day.

This legend became particularly popular as the legend of the “Emperor
petrified” (uopuopwuévog Baoiirag) and developed further with the fall of
Constantinople in 1453 but was based on the Chrismoi of Leo the Wise. This
is a Greek version of the Emperor from the Mountain related to folk legends
involving Emperor Constantine XI Palaiologos as the last Byzantine emperor.
When the Ottomans conquered Constantinople an angle led Constantine and hid
him in a cave (tomb) near the Golden Gate where he turned him to marble, after
which the angel awoke him again. The Turks also knew the secret but could not
find the place. When God willed, the angel would awaken the emperor, give
him the sword and Constantine would defeat the Turks. This legend was popular
right until the 19th century.19

This eschatological concept is typical of the Byzantine age but its roots
can be found even in ancient literature — in the legend of the Golden Age as a
political ideal from the Hellenic tradition coming from the East and in Judean
eschatology related to the coming of the Messiah “at the end of days”. The
Judean belief in the Messiah was adapted by medieval eschatology and deep-
ened under the influence of the Byzantine Emperor Saviour — the last Byzantine
emperor was an earthly messiah who would create the Kingdom of Heaven on
Earth before the end of days. His appearance, his personality and his reign are
described in numerous versions.

The legend of the Last Emperor who puts his crown in the Church of the
Holy Sepulchre at Calvary began to be illustrated during the Post-Byzantine
period as concrete illustrations to Chrismoi of Leo the Wise, the most represen-

19 D. Nicol, The Immortal Emperor. The Life and legend of Constantine Palaiologos,
last Emperor of the Romans. Cambridge, 1992.
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tative of these being the illustrations of Georges Klontzas20. As to the medieval
period, however, I do not know of images — frescoes, icons, miniatures — that
have been inspired by this story so popular in literature.

In the scene from Perhondi we are discussing the identification of the
image of the “sleeping” king with the Last Emperor could also explain the pres-
ence of the empty thrones, since his story pertains precisely to a moment from
the end of days but before the Last Judgment.

In the Palaiologan age, general eschatological moods became particularly
powerful, on the one hand as a reaction to the historical situation and on the oth-
er —under the influence of Hesychast ideas, and one finds their implementation
even in literature and church art. The reign of Andronikos II Palaiologos occa-
sioned various legends of visions and prophesies, which were also described by
chroniclers of later days.

The appearance of the scene under discussion may be assumed as a con-
firmation of the dominant presence of the eschatological ideas related to the ap-
prehensive expectations of the End in the 14th century. Regardless of the variety
of possible interpretations, it doubtless also stresses the eschatological theme
with the importance of its location — above the apse, as well as with its impres-
sive dimensions, which obviously dominated the space in the church.

One could assume hypothetically that here we have a unique variant of a
synthetic eschatological vision where the subject of the Last Emperor whom the
angels awaken before the Second Coming is also illustrated.

In terms of style, the work is executed at a very high level and has come
out of the hands of well-trained zographoi. In terms of geographical location,
the closest parallels dating from the 14th century can be found in the Refectory
in Apollonia (1328) and the Holy Trinity in Berat (first quarter of the 14th cen-
tury), but the painting in Perhondi is different from both of these. It is possible
that several ateliers of a different style operated in Berat and in the region in
the first quarter of the 14th century, but it seems to me more probable that the
painting in Perhondi dates from a slightly later period — I would say around the
middle of the 14th century.

20 Jeaninne Vereecken — Lydie Hadermann-Misguich, Les Oracles de Léon le Sage
illustrés par Georges Klontzas. La version Barozzi dans le Codex Bute. Institut Hellénique
de Venise and Bibliotheéque Vikelaia d’Hérakleion. Oriens Graecolatinus 7. Venise 2000.
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Panuna Pycesa

JIETEHJA O IIOCJIIEAKEM LTAPY U JEJHA HEOBJABJbEHA ECXATOJIOIIKA
CLIEHA M3 IIPKBE CB. HUKOJIE Y CEJIY IIEPYH/IU (AJIBAHHNJA, XIV BEK)

Llpksa cB. Huxone y Ilepynaujy (6nusy bepara) je TpoOpoana 0a3unmka ca jeqHoM
arcu0M, IMOKPHBEHA CTPMHM KPOBOM, Ca BHCOKMM 3BOHHKOM KOjH Ha 3allaJHOj CTPaHU
¢dopmupa Tpem. A. Meken m3aBaja Tpu nepuona rpaame: X1 ek, XIII Bek kana je gorpahen
3BoHUK, U XIII-XIV Bek.

V 1pksH je Haj60Jbe OYyBaHa CIIEHa HAa HCTOYHOM 3Hy CpeIuIIber 6poaa, U3Hax arl-
CHJIAJTHOT JIyKa, Koja ce MOXke HajommrTHje aeduHncatn kao su3nja CrpamHor cyga. CieHa
IpHKa3yje IBaHACCT NPa3HHUX NPECTONA OCTABJbEHUX Y JIYKY, @ Y CPEJMHH Cceli XPUCT CTa-
pan nannma. Ca meroBe JIeCHe cTpaHe je XeTHMacHja, ca KpCTOM Ha KOjeM je TPHOBA KpyHa
u JeBanhespe. Mza YacHor mpecrtona croje anhenu ca mraBuM opeonuMa. Ha neBoj cTpanu
je u Beha nonojacuHa ciuka apxanrena (Muxanna) Koju Apxku chepy y pyud. Y J0meM aeny
KOMITO3HIIHje, ca M03aANHOM y BULy CTEHOBHTOT IIej3aa, JIeXKH Kpajb ca OpeosioM, aApxkehn
PYKy Ha rpynuMa, a anleo Ta jeJHOM pyKOM MPHpKaBa IOK MY je Apyra IMOJurHyTa Ka HeOy
y Mmonehem recry. C 1eBe cTpaHe Cy JBe ajeropujcke IpeicTaBe BETPOBa, ca POrOBUMA Y
Koje ayBajy. Jlpyra jiBa BeTpa Cy BEpOBaTHO OWJIa Ha JIECHOj CTPaHH, aJid je O] ’bUX CadyBaH
caMo (parMeHr.

YV 0BOj KOMIIO3HIIMjH OYUIVIEZHO UMa J0CTA HETPAJAULUOHAIHNX U YaK jeIMHCTBEHUX
eJieMeHaTa, Kao IITO Cy MECTO Ha KOjeM Ce Halla3H, IIPa3HH IPeCcTOoNN U Apyro. I 1aBHO mH-
Tame je MITa MPECTaB/ba KOMITO3HIIHja Y TOKEM JINTy U KO je yCIaBaHU KpaJb. YKOJHKO je
HaCJIMKaH caM CBEIOK BH3Hje, OH/IA je HajJIOTHYHHUje MPETIIOCTABUTH Ja Ce PaH O MPOPOKY
Janmny (Maza je y TOM ciy4ajy TEIIKO O0jaCHUTH KPYHY), jep CE EEroBO MPOPOYAHCTBO
HaJla3d y OCHOBH TEKCTOBA M CIMKAa KOje MHTepHpeTHpajy Temy CTpalrHor cyda, Kao U 'y
TEKCTy Koju onucyje npeacraBy Crapua qanuma. Jlpyra npernocraBka je Aa To Moxe OuTH
nMK npopoka JlaBuna, koju je Takohe mosesaH ca Buzujom Crapiia gaHuMa.

Ogne hy, Takohe, MOMEHYTH U IPETIIOCTABKY Be3aHY 3a UACHTH(HUKALN]Y OBE CIIHKE.
Jlerenza o nocieAmBEeM Lapy IIMPUIIA CE y CPelbEeBEKOBHO] KIM)KEBHOCTH KAKO 110 BU3aH-
THjCKOM CBETY TaKo M Ha 3amany, 1obujaia je paznmuaure popme 1 Onia je gocra HoImysIapHa.
Mose ce MPETNOCTaBUTH J1a OBJIC UMAMO jeAWHCTBEHY BAapHjaHTY CHHTETH30BAaHE €CXaro-
JIOLIKe BH3HMje Yy K0joj je HacaukaH u [locnensmu nap xojer anhenu Oyne npe [pyror noria-
mha Xpucrosor. M3jennauaBameM Hka “ycHynor” kpasba ca Ilocneqmum mapeM Moxe ce
Takolje 00jaCHUTH MPUCYCTBO MPa3HUX MPECTOIIA, jep ce MpHYa O ’eMY TUPEKTHO OJHOCH Ha
JaHe HerocpenHo npe CrpaliHor cy/a.

IITo ce Thye cTHiIa, OBO AENO j€ U3BEACHO HAa BEOMa BUCOKOM YMETHHYKOM HHBOY U
MOTHYE OJf PYKYy BeITuX 3orpada. ITo MoM MHIIbEY, cliuka y IIepyHaujy Aatipa u3 cpe-
mune X1V Beka.



