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SPIRITUAL ARCHITECTS
The Construction of Architectural Backdrops in the Work of Some
Painting Studios from the 14th Century

In the domain of Byzantine studies, it is well known that the revival of
all the creative potentials fallowing the restitution of the Empire under the
Palaiologan dynasty in 1261. opened a new and very progressive age which
brought fresh and resounding glory to the Byzantine artistic tradition. Within
the admirable conglomerate of creative manifestations and artistic performanc-
es, the respectable treasury of fresco ensembles, decorating the interiors of the
church edifices, reveals a great deal of the stylistic novelties that produced the
new painterly aesthetics of the Palaiologan era. The penetration of a vivid and
picturesque narration in the iconographic structure of the scenes, the inclusion of
the deliberately conceived spatial and temporal aspects of the illustrated events
and the breakthrough of optical coherence in the configuration of the depicted
sights are by all means the fundaments of the Palaiologan mode of painterly
expression. However, the construction of architectural scenery, which in the his-
tory of Byzantine painting has mainly played an episodic part subordinated to
the leading role of the figural ensemble in the conception of the compositional
schemes, also became one of the structural elements of the innovative visual
concept of the Palaiologan artistic practice.

The elaborated concept of the compositional arrangement in the painted
decoration of the monuments created in the 14th century would certainly not be
possible without the accentuated role of this “nonobligatory”, second plan of
the pictures!, as well as without the promotion of the more ambitious approach
in the assemblage of the scenographic components. The new spatial logic in
the arrangement of the compositional elements and the skillfully constructed
interrelation of the figural ensemble and of the architectural backdrops is there-
fore one of the components that can signify the painterly concept of the artistic
regeneration known as the Palaiologan Renaissance. In that regard, this article
will briefly analyze the specific methods of configuration of architectural vistas

I T. Velmans, Le role du décor architectural etr la représentation de I’ espace dans
la peinture des Paléologues, Cahiers archéologiques XIV, Paris MCMLXIYV, 193-216; C.
Panojunh, Ilocmanax ciuxkapcmea penecance Ilaneonoea, Y30pu u Jiefa CTapux CPIICKHX
ymeTHHKa, beorpan 1975, 137
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Fig. 2 Holy Mother of God Peribleptos, Ohrid (1295), Virgin Blessed by the Priests
Cn 2 Cs. boroponuna Ilepusnenra, Oxpun (1295), bnarocios tpu jepapxa
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Fig.3 Holy Mother of God Peribleptos, Ohrid (1295), Virgin Entrusted to Joseph
Cx 3 Cs. boroponuua Ilepusnenta, Oxpuz (1295), 3axapuja npenaje boroponuiy Jocudy

in the activity of the leading painting ateliers that worked in the territory of
present - day Macedonia as creators of some of the most remarkable fresco
ensembles of the Palaiologan era.

The earliest manifestation of the new spirit in the construction of a power-
ful architectural background of the composition can be detected in the painted
decoration of the church of the Holy Virgin Peribleptos in Ohrid (1295)2, the
first work of art by the Thessalonican masters Michael and Eutychios, leaders
of the most distinguished painting atelier of the mediaeval Balkan. In the fresco
ensemble of this church, the pioneers of the artistic innovations characteristic
of the 14th century, although hesitant in regard to the daring opportunities for
creation of inventive spatial effects, offered a solid and suggestive concept for
construction of the scenery, which plays the role of an architectural frame of the
composition. Massive in the forms and heavy in the components3, the scenery
elements close the space behind the depicted figures with their robust cubical
shapes (Fig. 1) or shelter the figural groups with their bulk-sized semicircular
contours (Fig. 2), configurating an impressive in size architectonic screen, appro-
priate for the corpulent dimensions of the depicted characters (Fig. 3). Although
the construction of the scenographic arrangement is mainly based on the prin-
ciple of solid shapes in the description of the represented edifices, the mighty
silhouettes of which luck the tendency towards any decorative treatment, their
role in the spatial definition of the compositional depth is nevertheless indisput-

2 I1. MukoBuk-Ilenek, Jeroro Ha 3orpagure Muxanmo n Eyruxnj, Ckotje
1967, 170-171, 175; B. Todi¢, Serbian Medieval Painting. The Age of King Milutin, Belgrade
1999, 228

3 B. Todi¢, op. cit., 228
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Fig. 4 Holy Mother of God Peribleptos, Ohrid (1295),
Dormition

Cux 4 Cs. boroponuua Ilepusnenta, Oxpuz (1295),
VYeneme

Fig. 5 St. George, Staro Nagori¢ino (1316-1218), Christ
Judged by Caiaphas, Christ Judged by Annas

Ca. 5 Cs. Bophe, Crapo Haropuuuno (1316-1318), Xpuct
npen Kajadgom, Xpucr npex Anom

able. In the most elaborate examples,
as displayed in the composition il-
lustrating the Dormition (Fig. 4), the
compact assemblage of architectural
components creates a solid frame for
the dynamical structure of the scene,
condensing the dramatic aspects of
the represented action and accentuat-
ing the plastic qualities of the spatial
design. The skilful projection in the
depiction of the column which exits
the wall surface in the north half of
the scene is therefore not but an in-

' strument of the painters to achieve

a more complex architectural unity
of the composition or to stress the
imaginary depth of the view; its spa-
tial penetration towards the nucleus
of the scene4, promotes this architec-
tural element as an active participant
in the dramatic atmosphere of the il-
lustrated event, as well as in the dy-
namic constellation of the composi-
tional arrangement.

Two decades later, in the fres-
co arrangement of the church of St.
George in Staro Nagoric¢ino (1316-
18)5, at the pick of the career, the
atelier of Michael and Eutychios
promoted the concept of luxuriously
shaped architectonic scenery, the vi-
sual dynamics of which is fully sub-
ordinated to the ceremonial motion
of the figural componentss. The well
coordinated arrangement of the struc-
tural elements in the construction of
the thoroughly elaborated architec-
tural vistas, as well as the dexterous
integration of the characters within
the spatial design of the scenes en-

4 E. Dimitrova, On the mise-en-scéne and the Backdrops. Scenes from the Dram-
atopee of the Macedonian Medieval Painting, Macedonian Heritage 29, Skopje 2006, 7-8

5 II. MumkoBuk-Ilenex, Jeroro na 3orpagpnre Mrxaniao u Eyrauxny, 177-181;
b. Tomuh, Cmapo Hacopuuuno, beorpan 1993, 133-135; idem, Serbian Medieval Painting.
The Age of King Milutin, Belgrade 1999, 238-239

6 E. IumurpoBa, 3a ooure n puramor. CTHICKHTE HIPH BO MAKEJOHCKOTO
cpegroBekoBHO cankaperso, Kyntypen xusot 2, Ckonje 2001, 51-52
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Fig. 6 St. George, Staro Nagori¢ino (1316-1218), Last Supper
Ci. 6 CB. Bophe, Crapo Haropruuno (1316-1318), Tajua Beuepa

closed by a great variety of fanciful forms (Fig. 5), contributed to the striking
diversity in the conception of the second plan of the compositions. Relieved
from the heavy scenery decoration in the construction of the architectonic pro-
file of the scenes in Peribleptos, the Nagori¢ino architectural backdrops are con-
ceived with a great deal of lightness of the dynamic components?, sublimed in
a classically balanced geometric arrangement of symmetrical patterns (Fig 6).
Moreover, the harmonious disposition of the scenery elements can be noticed
even in the compositional structures in which the thematic content of the de-
picted motif implied inevitable misbalance in the arrangement of the characters
(Fig. 7). The tendency for immediateness in the optical impression of the scene
caused a substitution of the multiple plans of the composition from the Ohrid
ensemble with a much simpler spatial design of the scene, in which the figures
are located in the front prospect of the compositions (Fig. 8). In that regard,
the role of the architectural backdrops in the creation of the visual impression
of the spatial depth is minimized?, thus their function, although reduced to the
configuration of the second plan, participates in the well-calculated illustrativity
of the scene with the plentitude of carefully treated decorative and ornamental
details (Fig. 9). Arranged according to the principle of systematically organized

7 A. CrojakoBuh, Apxumexmoncku npocmop y ciukapcmay cpeoroeekosie Cpouje,
Hosu Canx 1970, 130

8 E. Dimitrova, op. cit., 10
9 C. Panmojuuh, Cmapo cpncko cauxapcemeo, beorpan 1966, 103
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Fig. 7 St. George, Staro Nagoricino (1316-1218), Washing of the Feet
Ca. 7 Cs. Bophe, Crapo Haropuuuno (1316-1318), IIpame Hory

Fig. 8 St. George, Staro Nagoric¢ino (1316-1218), Burial of St. George
Cax. 8 Cs. Bophe, Crapo Haropuunno (1316-1318), Caxpana Cs. Hopha
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Fig. 9 St. George, Staro Nagoricino (1316-1218), St. George Drinking Poison, Torture by
Nails

Cux. 9 Cs. Bophe, Crapo Haropuuuno (1316-1318), Cs. Bophe ucnuja orpo, Myueme
KIMHIIAMA

g i) o TR
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Fig. 10 St. George, Staro Nagori¢ino (1316-1218), St. George’s Torture on the Wheel, St.
George Encouraged by an Angel, St. George Before Diocletian

Cu. 10 Cs. Bophe, Crapo Haropuuuno (1316-1318), Myueme Cs. Bopha Ha Touky,
Caerurespa 6opu anheo, CB. Bophe npen Jnoknenujanom
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Fig. 11 St. Nicetas,
Banjani (after 1321),
South wall of the

" naos

Ci. 11 CB. Hukwura,

l Bamanu (nocie

1321), Jyxnu 3un
Haoca

Fig. 12 St. Nicetas,
Banjani (after 1321),
Christ Visiting
Martha and Mary
Ci1. 12 CB. Hukura,
bamanu (mocne
1321), Xpuct xox
Mapre u Mapuje

Fig. 13 St. Nicetas,
Banjani (after 1321),
Washing of the Feet

Cn. 13 Cs. Hukura,
bamanu (mocne
1321), IIpame HOTY
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Fig. 14 St. Nicetas,
Banjani (after 1321),
Marriage Feast at Cana

Ci. 14 Cg. Hukwura,
bamwanu (mocne 1321),
Caanba y Kanu

structural unities, the scenery elements flow with a tactfully coordinated conti-
nuity behind the depicted characters, backing up the perfectly balanced rhythm
of the illustrated action in the scenes (Fig. 10).

In the last artistic performance of this atelier, the painted decoration of the
church of St. Nicetas at Banjani (after 1321)10, the enhanced dynamism of the
spatial context in the depiction of the sights is due to the intention for infusion
of an interventive charge of kinetic energy in conception of all the painterly
elements in the composition!!. The skilful integration of the characters in the
thoughtfully organized spatial concept of the scenes initiated enrichment of
the architectural backdrops, which, with the variety of forms and perfectly bal-
anced symmetry of their constitutive arrangement, equally participate in the
illustration of the iconographic motifs. Depicted in the rear of the composi-
tions, the architectural coulisses are shaped with incredible imagination in the
conception of the plastic forms, executed as elaborate facades subjected to the
dominant rhythm of the narration in the scene (Fig. 11). The intention to cre-

10 TI. MmmkoBuk-Ilenex, Jexroro wa 3orpagpure Muxanno n Eyruxny, 178-
181; B. Todi¢, Serbian Medieval Painting. The Age of King Milutin, Belgrade 1999, 256

11 E. Dimitrova, On the Dynamics of the Compositional Structures in the Paleologue
Painting on the Territory of Macedonia, Macedonian Heritage 32, Skopje 2008, 9-10
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Fig. 15 St. Nicetas, Banjani (after 1321), Expulsion of the Merchants from the Temple

Cx. 15 Cs. Hukura, bamanu (mocie 1321), Xpuctoc U3roHn TproBue U3 Xpama

ate three-dimensional architectonic constructions, which accentuate the spa-
tial atmosphere of the scenes by the plastic firmness of the shapes, is the main
feature of the configuration of the compositional screen, whereat the playful
arrangement of the scenery forms a perfectly balanced background for the dis-
tinctively dynamized action of the figural components (Fig. 12). The dynami-
cally elaborated architectural vistas in the backdrop of the scenes are composed
as a perfect counterpart to the vivid psychological expression of the depicted
figures in the foreground of the pictures (Fig. 13), creating a visual impression
of a realistically designed podium for the picturesque motion of the represented
characters (Fig. 14). The enlarged role of the scenography and the invention in
the conception of the plastic contours of architectural backdrops are reflected
in the dynamically configured rhythm of the second plan of the composition,
compatible with the vigorous motion of the figures in the front prospect of the
picture!2 (Fig. 15). Constructed in direction of the energetic lines of the drama
action, the balanced forms of the architectonic scenery in the illustration of the
motif of the Expulsion of the merchants from the Temple consolidate the total
dynamics of the composition, stressing the optimal perspective projection of the
represented scene!3.

In contrast to the evolution in the approach towards construction of the
architectural vistas in the work of Michael and Eutychios, the painting studio
of master John Theorianos is characterized by the consistency in conception

12 A. Crojakosuh, op. cit., 115

13 E. Dimitrova, On the mise-en-scéne and the Backdrops. Scenes from the Dram-
atopee of the Macedonian Medieval Painting, 14-16
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of the rear prospect of the
compositions. The functional
equilibrium in the arrange-
ment of the structural ele-
ments of the scenes is based
upon the principle of well-
coordinated inter-relation
of the front prospect and the
architectonic backdrop, thus
the integration of the figural
ensemble and of the coulisses
is executed with immaculate
consequence regarding the
spatial organization of the
compositional scheme!4. The
fluent atmosphere of courtly
elegance in the depiction of
the illustrated events implied
configuration of architectural
setting with a great variety of
light forms and graceful sil-
houettes, that constitute the
elastically elaborated screen
of'the compositions. The strik-
ing application of the scenery
as an instrument of the spatial S - : :
definition in the depiction of Fig. 16. St. Nicholas, Ljuboten (1344-1345), Christ and

the successive episodes of the the Samaritan Woman
illustrated event, as well as Cn. 16 Cs. Huxona, JbyGoren (1344-1345), Xprcroc u
the insertion of certain ele- Camapjanka

ments of the scenography be-

tween the depicted characters in order to separate the interior and the exterior
of the location where the action takes place, that appeared in the fresco painting
of the church of St. Nicholas in Ljuboten (1344/45)15, testify to the imagina-
tive patterns of the painters in constitution of the architectural design of the
compositions. Participating actively in the achievement of the spatial balance
of compositional matrixes, the inventively designed architectural coulisses lost
their episodic role of scenographic décor in favour of their significant function
in the visual description of the illustrated event. In that regard, the impressive
employment of the architectural elements in the spatial definition of the two
successive episodes in the illustration of the motif of Christ and the Samaritan
women (Fig. 16), as well as the specific elaboration of the spatial qualities of the

14 E. Iumutposa, Dimensio Sacra. 3a IpocToOpHHTE BPEJHOCTH Ha KOMITO3HIH-
Jjara Bo ciukarnTe aHcamoun Ha Teopujarosoro areje, Patrimonium.MK 3-4, Ckonje
2008, 72

15 E. Dimitrova, The Ministry Cycle in the Fresco Painting of the Ljuboten Church,
Kynrypnao HacnepcTso 28-29, 2002-2003, Cromje 2004, 53-54
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Fig. 17. St. Nicholas,
Ljuboten (1344-1345),
Christ Among the
Doctors

. Cu. 17 C. Hukona,

Jby6oten (1344-1345),
JlBaHaecTorouImu
Xpuctoc nponoseaa y
xXpamy

Fig. 18. Holy Mother of
God, Matejce (1348-
1352), Sts Peter and Paul
Preaching in Rome

Cin. 18 Cs. boroponuna,
Marenu (1348-1352),
[Ipomnosen anocrona
[lerpa u IlaBna y Pumy

Fig. 19. Holy Mother of
God, Matejce (1348-
1352), Akathistos Hymn
of the Virgin, VI oikos

Ca. 19 Cs. boroponuna,
Mareny (1348-1352),
VI uxoc boroponuuunor

' Axarncra



Huw u Buzanitiuja VII 239

Fig. 20. Holy Mother of
God, Matejce (1348-
1352), Akathistos

Hymn of the Virgin, V
kontakion

Cn. 20 Cs. boroponua,
Marenu (1348-1352), V
KkoHJak boroponuuunor
Axarucra |

Fig. 21 Holy Mother of o
God, Matejce (1348- ==
1352), Dormition cycle

Cn. 21 Cs. boroponuna,
Marewnu (1348-1352),
YeneHcku HUKIyc

effectively designed scenographic elements in the picture representing Christ
among the Doctors (Fig. 17), testify to the authentic approach in configuration
of the visually coherent compositional structure of the scenes.

Similar approach in the definition of the spatial qualities of the scenes
has been employed in the fresco ensemble of the church of the Holy Virgin at
Matejce (1348-52)16, where the colossal dimensions of the painted panorama
and the encyclopedic character of the iconographic repertoire demanded cre-
ation of a large assortment of variuos concepts for the design of the second
prospect of the compositions. The extensiveness of the painted programme, as
well as the diversity of the thematic content gave the painters veritable oppor-
tunities to invent a large scale of heterogeneous models to construct the archi-
tectural backdrops, the spatial organization of which is based on the principle of
well-balanced arrangement of the elegant silhouettes of the scenery. The elastic
contours of the lavishly elaborated scenography together with the gracefully
shaped proportions of all the components comprised by the architectural setting,
are the fundaments of the characteristic approach of Theorianos’ painting studio
towards configuration of a representative and glamorous compositional screen
for the aristocratic atmosphere of the illustrated events!7. However, the experi-
ments related to the spatial effects in the painterly explication of the motifs are

16 E. MumurtpoBa, Marnacrup Marejue, Ckomje 2002, 235-238

17 E. Dimitrova, On the mise-en-scéne and the Backdrops. Scenes from the Dram-
atopee of the Macedonian Medieval Painting, 21-22
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numerous and manifold, particularly in the compositions depicting the mag-
nificent dimension of the luxuriously configured exteriors. In that regard, the
inter-relation of the neighboring scenes with the help of the scenographic design
enabled the interaction of the consecutive episodes and the repetitive location in
the visual exposition of the occurrences!s (Fig. 18). Moreover, the situation of
the main actors in front of the lavishly constructed scenery, while the episodic
characters are located behind or within the elements of the architectonic back-
drop (Fig. 19), is one of the most distinguished features of this atelier in regard
to the spatial definition of the different prospects in the configuration of the
compositional scheme!9. The location of the elegant figures of the participants
in the action in front of the fluent contours of the compositional screen, as well
as the picturesque conception of the splendidly conceived urban structures in
the rear prospect of the picture, are the trademarks of the painted decoration of
the Matejce church (Fig. 20). The ambitious approach in conception of the har-
monious design of the coulisses, which, with the scope of various forms and the
concordance of their spatial structure effectively enclose the represented action
in the picture (Fig. 21), is one of the main instruments of the Theorianos’ atelier
in creation of the composition as a unique spatial organism with extraordinary
visual qualities.

The same pattern can be recognized in the painting of the exonarthex of the
St. Sophia Cathedral in Ohrid (ca. 1350)20, where the tiny format of the scenes
and the luxuriously exposed narrative context of the illustrated events implied
magnificent elaboration of the architectural components in the construction of
the compositional background. The domed structures, the monumental porti-
cos, the cubical towers, the luxuriously configured palaces and the spacious
courtyards are the basic elements of the rich vocabulary of visual phrases in
creation of the impressive esthetic dimensions of the architectural backdrops in
the scenes (Fig. 22). The three-dimensional design of the depicted fortifications,
the spatial arrangement of the balustrades in the construction of the two-storey
terraces, the luxuriantly decorated columns that carry the monumental barrel
vaults and the richfully ornamented facades of the royal halls in the illustration
of the cycle of Old Testament Joseph, are but a consequence of the specific
approach of master Theorianos’ studio in creation of a picturesque palette of
the scenery for the noble atmosphere of the represented sights2!. The optical
effects of a spatial perspective achieved by the well-calculated arrangement of
the figures, as well as by the appropriate assemblage of the diverse pieces of
furniture, reveal the development of the final phase in the work of this painting
atelier, the artistic performance of which is marked by immaculate cohesion of
the painterly elements regarding the scenographic design of the compositional
schemes.

18 E. Mumurposa, Dimensio Sacra. 3a npocropHATE BPEJHOCTH Ha KOMIIO3HIH-
jarta Bo caukarATe arcamonn Ha Teoprjaroporo aterje, 80

19 E. DumutpoBa, [{uxaycor aa boropogmananor Akatacr Bo fgpksara CBeTa
boropognna - Marejze, I'oguiien 36opauk Ha Punozodceknot gakynret 49, Ckomje
1996, 288 - 289

20 1I. T'pozpanoB, Oxprickoro sugro caakaperso o X1V ek, Oxpup 1980, 79-101

21 S. Korunovski — E. Dimitrova, Macedonia. L arte medievale dal IX al XV secolo,
Milano 2006, 185
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Fig. 22 St. Sophia, Ohrid (ca. 1350), Pharao’s Dream, Old Testament Joseph Interpreting
Pharao’s Dream

Cx 22 Cs. Coduja, Oxpup (oxo 1350), dapaoHos can, Crapo3aBeTHu Jocud tymaun
(hapaoHOB caH

Entirely different methodological approach in configuration of the archi-
tectural setting of the scenes is employed by the anonymous painting studio that
developed a passionate and deeply emotional artistic expression, based upon the
principles of explosive energy of the forms and intensive rhythm of the move-
ments, detected in several fresco ensembles executed in Ohrid and its vicinity in
the 7th and 8th decade of the 14th century22. In the main work of art of this group
of painters, the fresco decoration of the church of St. Demetrius in Marko’s
monastery in SuSica (1376/1377), the desire for creation of intensive emotional
effects in the illustration of the events resulted in conception of relatively sim-
ple compositional matrixes with a firm cohesion of the visual elements and ac-
centuated restraint of the scenographic components23 (Fig. 23). The strong whirl
of movements of the actors participating in the expressively dynamized scenes
affected the simplicity in the conception of the architectural coulisses, the rela-
tively unified forms of which enclose the rear prospect of the compositions,
expressing the reduction of the disposable diapason of decorative scenery (fig.
24). Thence, the basilica type configuration of the depicted edifices?4 is the basic
typological feature of the modest vocabulary of architectural coulisses in the
definition of the backdrop of the compositions (Fig. 25). The simplified, cubical
shapes of the represented edifices, the plain surfaces of the massive walls of the
buildings and the small window perforations depicted in the upper part of the

22 11. T'posnanoB, OxpuickoTo sujHo caukaperso o XIV sek, 121-150

23 E. Dimitrova, On the mise-en-scéne and the Backdrops. Scenes from the Dram-
atopee of the Macedonian Medieval Painting, 23

24 A. CrojakoBwuh, op. cit., 146
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Fig. 23 St.
Demetrius, SuSica
(1376/77), Last
Supper

Ci. 23 Cs.
Humurpuja, Cynmna
(1376/77), Tajua
Beyepa

Fig. 24. St.
Demetrius, SuSica
(1376/77), Judas at
the Chief Priests

Cn. 24 Cs.
Humurpuja, Cymmia
(1376/77), Jyna

KOJI jeBPECjCKUX
CBEIITCHHUKA
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Fig. 25 St.
Demetrius,
Susica
(1376/77),
Akathistos
Hymn of the
Virgin, V oikos

Cn.25Cs. |
Jumurpuja,
Cymuna
(1376/77),

V uxoc |
Boroponuuunor
Axkarucra

Fig. 26 St.
Demetrius,
Susica
(1376/77),
Akathistos
Hymn of the
Virgin, XI kon-
takion

Ci. 26 Cs.
JumuTtpuja,
Cymmna
(1376/77),

XI xormak
Boroponuunnor
Axarucra
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Fig. 27 St. Demetrius,
Susica (1376/77),
Akathistos Hymn of the

¥ Virgin, III oikos and I1I

kontakion

s Ci. 27 Ce. lumurpuja,

Cymmmna (1376/77),
IIT uxoc u III xorgax

% boropoanunHor Akarucra

Fig. 28 St. Demetrius,
Susica (1376/77),
Akathistos Hymn of the
Virgin, I oikos

Cax. 28 Cs. lumutpuja,

Cymmua (1376/77), I uxoc
Boroponuunnor Akarucra

Fig. 29 St. Demetrius,
Susica (1376/77),
Akathistos Hymn of the
Virgin, I kontakion

Cux. 29 Cs. lumutpuja,
Cymmmna (1376/77), 1
KoHJaK boropoauuuHor

| Axarmcra
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robust architectural structures
are the main elements of the
restricted scenographic rep-
ertoire in the painted decora-
tion of the church. Even in the §
pictures in which the scenery
is more elaborated in terms §
of the scope and variety of its
constitutive elements, the ne-
glection of its formal aspects
had a significant impact upon
the deficiency of the spatial
qualities in the construction
of the second plan of the com-
positions (Fig. 26). Although
the decorative treatment of
architectonic elements is far
from being entirely excluded,
the repetitive templates of or-
namental embellishment do
not contribute significantly in
surpassing of the monotonous
pattern of the constructed . . . »

. Fig. 30 St. Demetrius, Prilep (ca. 1380), Dormition
scenery (Fig. 27). In the most (detail)
elaborated examples, the spa-
tial anatomy, as well as the
decorative aspects of the de-
picted coulisses, are animated by a wider range of constructive elements and
a greater invention in the spatial arrangement of the selected components (Fig.
28). The inclusion of a larger assortment of decorative elements and ornamental
details in the configuration of the scenery (Fig. 29), contribute to the enlarged
decorativeness in the spatial projection of the architectonic backdrops in the
compositions.

The most recognizable manner in the configuration of thoroughly con-
structed and carefully elaborated architectural setting marks the work of the
painting studio of Metropolitan John?s, the last remarkable character belonging
to the treasury of Macedonian artistic heritage from the 14th century. Featured
by immaculate exposition of the visual reality and founded upon the princi-
ples of academic consistency in the conception of the compositional arrange-
ment, the painting of Metropolitan John, resurrects the creative potential of
the Palaiologan classicism in the painterly practice from the very end of the
Mediaeval epoch. The vivid sensuality of the depicted sights, the perfectly bal-
anced disposition of the figural elements, the epic character of the festal dynam-
ics of the movements, as well as the skillfully coordinated assemblage of sceno-
graphic components, as trademarks of the artistic work of this talented church

Cun. 30 Cs. Jumutpuja, [Tpunen (oxo 1380), Yeneme
(metasp)

25 C. Papojunh, Crapo cprcko criukapcerso, 166-168
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Fig. 31 St. Andreas, Matka (1388/89), Last Supper
Cux. 31 Cs. Anzpeja, Marka (1388/89), Tajua Beuepa

dignitary appeared for the first time in the devastated fresco ensemble executed
in the church of St. Demetrius in Prilep26 (ca. 1380), where the glamorously
constructed coulisses participate in the festal dimensions of the depicted atmo-
sphere with the monumental character of the forms, as well as with the refined
features of their decorative conception (Fig. 30).

However, the painterly innovations characteristic of the fresco arrange-
ment of the Prilep monument are masterly united in the rationally organized
format of the compositional schemes in the painted decoration of the church of
St. Andreas near Skopje (1388/9)27. The illusionistic accents in the conception
of the architectural décor, the picturesque informality in the treatment of inte-
rior design, the thoughtfully structured inter-relation of the figural components

26 S, Korunovski — E. Dimitrova, Macedonia. L * arte medievale dal IX al XV secolo, 206
27 J. Prolovi¢, Die Kirche des Heiligen Andreas an der Treska, Wien 1997, 211



Huw u Buzaniuuja VII

247

Fig. 32 St. Andreas, Matka
(1388/89), Washing of the Feet

Cax. 32 Cs. Angpeja, Matka
(1388/89), IIpame Hory

Fig. 33 St. Andreas, Matka
(1388/89), Washing of the Feet

(detail) §

Cux. 33 Cs. Anppeja, Marka
(1388/89), IIpame HOTY
(merasn)
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Fig. 34 St. Andreas,
Matka (1388/89),
Washing of the Feet
(detail)

Cux. 34 Cs. Angpeja,
Marka (1388/89),
IIpame HOTY (IETaIB)

Fig. 35 St. Andreas,
Matka (1388/89),

. Presentation of Christ
. in the Temple

Ca. 35 Cs. Auppeja,
Marka (1388/89),
Cpereme
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and the represented scenery, as well as the lavishly elaborated edifices depicted
in the rear prospect of the picture (Fig. 31), testify to the sophisticated sense
for perspective harmony of all the compositional elements28. The proportional
disposition of the figural ensemble within the three-dimensional projection of
the spatial characteristic of the scene (Fig. 32) is based upon the principle of
geometrical precision in the construction of the architectural coulisses. The
inventive inclusion of furniture pieces between the front prospect and the ar-
chitectural backdrop of the picture is one of the recognizable means of optical
extension of the compositional depth (Fig. 33). The thoughtful arrangement of
the characters among the scenery elements contribute to the vividness in the
depiction of the architectonic decor (Fig. 34), while the effectively conceived
spatial qualities and almost pretentious consistency in the treatment of the archi-
tectural elements and the represented mobiliar of the illustrated events (Fig. 35)
is the most remarkable contribution of Metropolitan John to the overcoming of
the pending issues of Byzantine inversed perspective.

The dynamic principles in the construction of the scenography employed
by Michael and Eutychios, the confluent silhouettes of the scenery in the poetic
sights executed by John Theorianos, the ravaging simplicity of the architectonic
components created by the Ohrid painting studio and the noble academic illu-
sionism in the painting of Metropolitan John, are the most remarkable examples
of the imaginative manners of construction of the sacred space in the represen-
tative fresco ensembles created on Macedonian territory in the course of the
14th century. Developing its own methods in configuration of the architectural
backdrops, each of the mentioned painting ateliers enriched the Palaiologan
painterly practice with valuable pieces in creation of the complex entity of com-
positional arrangement.

Emuzabera Jlumurposa

JAYXOBHU APXUTEKTHU
KoHcTpykIija apXUTEKTOHCKHX KyJTHca y JeiMa HEeKUX CIMKapcKux aresbea n3 XIV Beka

Mako je y BH3aHTHjCKOM CIMKapCTBY IIpeJicTaBa apXUTEKTOHCKOT aMOujeHTa
YIIABHOM HMalla CIIOpelaH KapakTep noiapeleH MOMHHAHTHO] yI03H (UIypaiHOr aHca-
MOTa y KOHLENIHjH KOMIIO3MIMjCKUX cXxema, ymeTHocT Ilaneonorosckor moba mana je
OBOM eJIEMEHTY ciimke Behe W TpajHHje 3Haucwe. Pa3BUjeHH KOHIIENT KOMITO3UIIMjCKOT
apaH’KMaHa y CIIMKaHOj JeKopauuju criomennka u3 XIV Beka, cBakako, He Om Omo moryh
0e3 HarvalieHe ynore oBe “Heo0aBe3He” KOMIIOHEHTE Y OONMKOBambY 3a/iber IUIaHa CLEHE,
Kao ¥ 0e3 mpoMoIije aMOUIIMO3HHU]Eer MPUCTYIA Y acaMONaxy CICHOrpaQ)CKUX eleMeHaTa.
HoBa npocTopHa JIOrHKa y KOHOHUIYpAIHj! JIMKOBHE TIPECTABe U 3HAIAYKH KOHCTpyHCaHa
HHTEep-peranija (GurypamHor ancambia W apXUTEKTOHCKOr ()OHa CilMKe je jeaaH of
NIPEMo3HAT/PUBUX €JeMeHara Koju obeliexaBajy yMeTHHUKHM mnperiopon Ilaneonoroscke

28 E. Dimitrova, On the mise-en-scéne and the Backdrops. Scenes from the Dram-
atopee of the Macedonian Medieval Painting, 27-28
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peHecaHnce. Y TOM KOHTEKCTY, OMTHa je aHamu3a crneuu(uYHUX MeToaa y OOIMKOBamy
APXUTEKTOHCKHX ITaHOpaMa y JeJIaTHOCTH BoAehnX CIIMKApCKUX aresbea KOjU Cy pajiiii Ha
JIaHaIlh0] MaKeJOHCKO] TEPUTOPHUjH, 1a O ce OPEIN0 HBUXOB JIOIPHHOC OIIITEM Pa3BOjy
BU3aHTHjcKe yMeTHOCTH [Taneonoroseke enoxe. O HajpaHuje MaHU(ecTalije HOBOT AyXa y
KOHCTPYKIHMjH MOIHE apXUTEKTOHCKE M03a/IMHE MAaCHBHHX OOJIMKA M TEUIKMX KOMIIOHEHATa
KOjH CauHibaBajy 4BPCT OKBHP 3a IUIACTHYHY KOHQuUrypaumjy crueHa y Boropomuim
Iepusnentu (1295), mpeko 100po mpopadyHaTe HITyCTPATUBHOCTH Jlake CIeHOTpaduje
ca MHOIITBOM JICKOPaTHBHUX M OpHaMeHTanHuX Jerasba y Crapom Haropuuwny (1316-
18), mo mojauaHor IMHAMH3MA enabOpHUpPAHMX apXUTEKTOHCKHX MaHopaMa y CeToM
Huxwuru (nocne 1321), eBosyuuja y crBapanamrBy Muxajina Actpane u EyTuxuja oTkpusa
IyTeBE JIMKOBHHUX EKCIIEpHMEHaTa y OOJIMKOBamY 3a/ber IUIaHa KOMIIO3UIUje Ha ITOYETKY
ITasneonoroseke enoxe. JlenpiiaBa arMocdepa JBOPCKE eJEraHiyje Y HIyCTpalHji IIpeji-
craB/beHMX porahaja mpaheHa Ba3aymIacToM CIEHOrpadHjoM eNacTHYHHX KOHTypa W
rpaiuo3Hux cuiyera y Jbyooreny (1344-45), Marenuy (1348-1352), Ha apyrom crpary
Haprekca CBerocodujcke kxarenpaie (oxo 1346), u y I'puropujeBoj ranepuju (oxo 1350),
je pesyirar JMpcKe WHCIMpAlMje apUCTOKPATCKOT MaHUpa JIMKOBHOT CTyAWja MajcTopa
Jorana Teopujanoca cpenunom XIV croneha. ¥V ctpacHOM U 1yO0OKO €MOIMOHAITHOM yMe-
THUYKOM Hu3pasy cimkapa OXpHICKOT aresbea u3 jpyre nosoBuHe XIV Beka, peaykuuja
o0MKa 1 JIeKOpaTUBHE 00pajie apXUTEKTOHCKHX Kyinnca y MapkoBom mManactupy (1376/77)
nozipelena je MOhHOM BPTJIOTY ITOKPETa M eKCIIPECHBHO ANHAMH3HPAHOM JyXY APaMaTHIHUX
[pHU30pa, JOK Cy HIy3MOHHCTHYKE MAHOpaMe CIIMKAaHE apXHTEKType Y JeiuMa arejbea
MurtpomnonuTa JoBana 3orpada, HapouuTo y ciaukapcTBy Anapeaina (1388/89) mompunene
caBlaJiaBamy IpodiieMa BU3aHTHjCKEe MHBEP3HE NepciekTiBe y camoM kpajy XIV croneha.
JInHAMUYKH OPUHIUIN y KOHCTPYKLUjU cleHorpaduje npuMermeHd y aenuma Muxajia
Actpane u EyTnxuja, KOH(IyeHTHE CHIIyeTe CLEHCKOT ()OHA Yy MOETHYHHMM IPH30pHMA
JoBana Teopujanoca, OpyTaiHa jeZIHOCTABHOCT apXUTEKTOHCKMX KOMIOHEHTH HACIMKaHUX
y crioMmenuiMa OXpHJICKOT JINKOBHOT aTejbea U3 Apyre nojoBrHe XIV Beka U INIEMEHHTH
aKaJIeMCKM WIy3HMOHHM3aM Yy CIMKapcTBY Murpononura JoBaHa 3orpada, roBope y mpuior
HMMAarvHaTHBHUX Ha4MHA M MaHUpA y KOH(UTYpaIMjH CBETOT IIPOCTOpA y HEKUM OJI Hajpe-
MPE3CHTaTUBHHUjUX (Ppecko aHcamMOIia KACHOBU3aHTHjCKE YMETHHYKE TPOIAYKITH]E.



