ITATPUMOHUYM.MK, roauna 12, 6poj 17 /2019
VIK: 726.54:7.04(497.7); 271:75.052.033.2(497.7)

Elizabeta DIMITROVA

CULTURAL CSI - FOUR CASES OF SOCIO-ARTISTIC INVESTIGATION:

files, exhibits, evidence

Key words: St. George at Kurbinovo, St. Nicholas at Manastir, St. Niketas at Banjani, St. Demetrius at

Markova Susica, Deacon and Referendarius John, King Marko, King Milutin.

1. The church of Saint George at Kurbinovo
1. I[pxeama Ceemu I opru 6o Kypbunogo

The article examines the issues of questionable
dating of certain Byzantine

monuments created in the territory of present day
Republic of Macedonia
in regard to their architectural assemblage and/or
painterly arrangements
and seeks for sustainable arguments in the
spheres of historic sources,

dedicatory inscriptions and creative approaches
to artistic subjects.
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To go wrong in one'’s own way is better than to go
right in someone else’s

F. Dostoevsky

Being defined as an action or a process of formal
or systematic examination or research, the term in-
vestigation is used in regard to a number of divergent
issues and a constellation of many different contexts;
although usually associated with criminal cases and/
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2. The church of Saint George at Kurbinovo, false brick work ornamentation

2. I{pkeama Ceemu I opru 6o Kypbouroeo, 1axcHuom Kepamoniacmuier yKkpac Ha gacadume

or forensic practice!, nominally it can be applied to
other spheres of inquiry, such are science, social dis-
ciplines and humanities, as well. That is mostly due
to its diversified meaning which can be correlated to
the activities of interpretation in more than one way
(exploration, examination, inspection, research,
analysis etc.); thus investigation, as a method of
establishment of veracity in any field of scholarly
work or practical engagements, is the crucial step
towards acquiring knowledge for solving the pend-
ing issues and/or unresolved and questionable sub-
ject matters. In that regard, the investigative process
should be seen as a progression of activities or steps
moving from evidence gathering tasks, to informa-
tion analysis, to theory development and validation,
to forming reasonable ground of validity and finally
to establishing a solid structure for interpretation of
the case in its complexity and with substantial or, at
least, sustainable arguments.

However, during that complicated process, some
of the steps can (and usually are) quite slippery: miss-
ing evidence, unreliable sources, lost traces, false
identification, to name but a few. Therefore, one has
to be not only experienced and persistent, but also
open to new and reliable ideas if aiming to solve the
open cases which have been challenging the schol-
ars and practitioners for decades. With the ever in-
creasing sophistication of the equipment utilized in
field excavations, archeology might have succeeded

']. J. Rayner, Re-evaluating the Criminal Investigative
Process: An Empirical Evaluation of Criminal Investiga-
tions in the US, Hattiesburg 2014, pp. 41-52.
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to ease the process of investigation; art history, on
the other hand, still has to relay on human brain and
its capacities to unravel the mysterious horizons of
imprecise dating, unidentified iconographic subjects,
unattributed fresco arrangements, unknown commis-
sioners etc. In that (unfortunate) regard, this paper
aims to disclose some of the pending issues in Byz-
antine painting created in the territory of present-day
Macedonia through four relevant cases and four ap-
propriate investigative methods. Each case will en-
compass the facts, the unresolved issues and the pos-
sible resolution.

Case 1 — the church of Saint George at the vil-
lage of Kurbinovo

File: commissioner — unknown / date of construc-
tion — ca. 1190 / date of fresco painting — 1191 / au-
thor(s) of the frescoes — unidentified by name.

The church dedicated to Saint Gorge at the village
of Kurbinovo occupies one of the most remarkable
places in Byzantine art history due to the extraordi-
nary painterly characteristics of its fresco ensemble?.

2B. H. Jlazapes, JKusonuce XI-XII 6exo6 66 Maxeoonui,
Actes du XIle Congrés international d’études byzantines
I, Beograd 1963, pp. 129-131; B. J. Bypuh, Buzanmujcke
@pecke y Jyeocrasuju, beorpan 1974, pp. 14-15; L. Hader-
mann-Misguish, Kurbinovo. Les fresques de saint Georges
et la peinture Byzantine du XII siécle, Bruxelles 1975, pp.
43-318, 321-551; R. Hamann-Mac Lean, Grundlegung
zu einer Geschichte der mittelalterlichen Monumental-
malerei in Serbien und Makedonien, Band IV, Giessen
1976, pp. 276-281; A. J. Wharton, Art of Empire. Paint-



3. The church of Saint George at Kurbinovo, interior
3. Il{pxeama Ceemu I opru 6o Kypounoso, enmepuepom na ypxeama

Being the earliest example of the depicted Amnos,
which would eventually become the mandatory
iconographic matrix for the sanctuaries of Byzantine
temples, is more than a testimony for Kurbinovo’s
prime role in the entire Byzantine artistic creation’.
The specific iconographic constellation of the pic-
tures, as well as the esoteric oddities included in the
visual character of the Kurbinovo scenes?, also speak

ing and Architecture of the Byzantine Periphery. A Com-
parative Study of Four Provinces, University Park and
London 1988, pp. 123-128; 11. I'po3nanos - JI. Xagepman-
Mucrsui, Kypounoso, Cromje 1992, pp. 51-64, 74-79;
Sh. Gerstel, Beholding the Sacret Mysteries. Program of
the Byzantine Sanctuary, Seattle and London 1999, pp.
91-92; S. Korunovski - E. Dimitrova, Macedonia L arte
medievale dal IX al XV secolo, Milano 2006, pp. 64-74;
E. Dimitrova, “The Da Vinci Mode”. Unsolved Mysteries
of Macedonian Medieval Fresco Painting, Ni§ and Byz-
antium Symposium, Collection of scientific works VIII,
Nis 2010, pp. 249-253; E. dumurposa, C. KopyHoBckH,
C. I'pangaxoBcka, Cpeonosexosna Makedonuja. Kynmypa
u ymemnocm, Makenonuja. MUJICHHYMCKH KYJITYPHO-HC-
topucku ¢daktu T. 3, Cxomje 2013, pp. 1597-1607; E. Dim-
itrova, Cuia Culpa? Lapses and Misdemeanors of Medie-
val Artists in Macedonia, Ni§ and Byzantium Symposium,
Collection of scientific works XII, Ni$ 2014, pp. 301-303;
E. Dimitrova, G. Velkov, Seven Medieval Churches in the
Republic of Macedonia, Skopje 2014, pp. 46-62; E. Dim-
itrova, The Church of Saint George at Kurbinovo, Skopje
2016, pp. 12-25; E. Dimitrova, G. Velkov, R. Paligora, Ph.
Niewoehner, Seven Churches in the Regions of Pelagonia,
Mariovo and Prespa, Skopje 2019, pp.11-29.

3 Sh. Gerstel, Beholding the Sacret Mysteries. Program
of the Byzantine Sanctuary, pp. 91-92.

* E. Dimitrova, “The Da Vinci Mode”. Unsolved Mys-
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in favour of an avant-garde fresco arrangement, per-
meated with elusively depicted compositional com-
ponents. The stylistic features of the ensemble em-
bodied through the shivering drawing, elastic kinetic
energy of the depicted figures, as well as dramatically
playful draperies containing symbolic visual signals®
are another authentic quality of the Kurbinovo fresco
panorama unseen in the entire development of Byz-
antine painterly production.

Exhibits and evidence:

The fresco decoration executed by the Kurbino-
vo masters is embellishing the walls of a modest re-
ligious edifice erected as a single nave temple with
quite significant dimensions when the mentioned ar-
chitectural type is in question. Its structural relation to
the cathedral church dedicated to Saint Achilles — the
center of Emperor Samuel’s Archbishopric located
in Prespa, not far away from Kurbinovo, has already
been established with substantive arguments®. The
inter-relation of the painterly programmes visualized
in the sanctuaries of both churches in terms of illus-
trative and explicative consecutiveness has also been
noticed’. However, Kurbinovo was built in a waste-

teries of Macedonian Medieval Fresco Painting, pp. 249-
253; Eadem, Cuia Culpa? Lapses and Misdemeanors of
Medieval Artists in Macedonia, pp. 301-303.

S Eadem, “The Da Vinci Mode”. Unsolved Mysteries of
Macedonian Medieval Fresco Painting, p. 253.

¢ E. umurposa, C. Kopyroscku, C. ['pangakoscka, Cpeo-
Hoeekosna Maxedonuja. Kynmypa u ymemnocm, p. 1577.

"E. Dimitrova, “The Da Vinci Mode . Unsolved Myster-
ies of Macedonian Medieval Fresco Painting, pp. 250-251.



4. The church of Saint George at Kurbinovo, Virgin with Child
4. Ilpxeama Ceemu I'opru o Kyp6unoeo, Bozopoouya co Xpucmoc 6o ancuoama

land area, far from the medieval urban centers and
erected with architectural features that can be loosely
described as undistinguished and unattractive, even
unnoticeable. Yet, the sensational fresco ensemble
embellishing the interior of this modest architectural
composite encompasses extraordinary iconographic
innovations, as well as highly unconventional ele-
ments of the artistic expression of its authors. In that

regard, CSI is to examine the discrepancy between
the non imposing exterior and the ravishingly im-

aginative visual features of the fresco décor in the
Kurbinovo church.

Possible disclosure:

Whatever modest the ground plan of the temple is,
the dimensions of its perimeter are not to be taken as
small. On the contrary, the length of 15 meters, par-
ticularly when one talks about a single nave church,
is quite remarkable and it stands for an interior which
is spatially undivided by supporting architectural
structures and/or partition walls. Also, one has to
mention that this unpretentiously configured interior
space was accessed by three entrances, i.e. beside the
main gate, by default positioned in the western wall
of the edifice, two additional doors were “opened”
in the subsidiary walls of the building, one of which
was placed in the mid-section of the southern wall,
while the other was “perforated” in the western part
of the northern wall. Thereby, the western entrance
has been used as an official doorway to the church,
while the southern one has led the visitors directly
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into the centre of its nave. What is puzzling in re-
gard to the admission of the people who entered the
temple is the door situated in the northern section of
the edifice, which is elevated in relation to the floor
level of the building. Judging by its location, it was
most probably used as an entrance to the church from
another architectural structure positioned higher than
the temple itself. Since no archaeological probes
have been done at the site of the Kurbinovo church,
one cannot assume what might have been built or at-
tached to the north wall of the edifice. The elevated
doorway which served as a passage between the pre-
supposed annex and the main body of the temple is
a sufficient evidence to the fact that the Kurbinovo
edifice was not as modest as it appears today.

Another fact, already confirmed by the scholars,
is that Kurbinovo resembles Saint Achilles, the ca-
thedral church of Emperor Samuel — the autocratic
ruler of this territory from two centuries earlier - in a
proportionally smaller scale. Searching for the inter-
mediate historical link between the two monuments,
we do not hesitate to point to the most remarkable
token of Tzar Samuel’s reign as an era of political
and ecclesiastical independence, as well as to the
recognizable historical momentum when the region
of Prespa has been the center of a powerful Empire
with its own autonomous church organization®. Also,

8 M. B. IlanoB, Busanmucrxa Makedonuja, Makeno-
HUja. MHUJICHHYMCKH KyITYpPHO-HCTOPHCKH (pakTH, T. 2,
Ckomje 2013, pp. 1182-1190.



5. The church of Saint Nicholas in Manastir
5. Lpxeama Ceemu Huxona 6o Manacmup

one has to remember that the architectural and ar-
tistic novelties invented by the creators of Samuel’s
cultural heritage, preserved at several sites in pres-
ent-day Macedonia’, have still been displayed to the
commissioners of art in the times of weakened so-
cial, political and cultural activities at the end of the
12™ century, during the reign of Angeloi. The pro-
gressive architectural configuration of Saint Achilles
cathedral, as well as its avant-garde apsidal painterly
arrangement'® would have probably been the most in-
spiring for an individual well familiar with the signif-
icant historic and cultural attainments and ambitious
enough to resume the past legacy in a different, yet
recognizable form of artistic imagination in the same
geographical region of Prespa.

Unassuming, yet large enough for a single aisle
temple; non imposing, yet decorated with false brick-
work facade ornamentation''; modest in regard to
the architectural plan, yet a recognizable replica of a

® E. Tumutposa, C. Kopynoscku, C. ['pannakoBcka,
Cpeonogexosna Makeoonuja. Kynmypa u ymemnocm, pp.
1564-1565.

10 T1. MwskoBuk-Ilenek, @peckume u uxonume 00 X u
X1 sex 60 Maxeoonuja (Bo nepuodom na Camoun u no nezo),
Kynrypro nacnenctso VI, Cromje 1975, pp. 40-42; E. [Jlu-
mutpoBa, C. Kopynosckw, C. I'pannakoBcka, Cpeorosexosha
Maxeoonuja. Kynmypa u ymemuocm, pp. 1555-1556

"' T1. MusekoBuKk-Ileniek, 3a nexou epadumencku u ciu-
Kapcku npobnemu Ha ypkeama 6o Kypbunoso, JIukoBHa
ymernoct 4-5 (1978-79), Cxomje 1979, pp. 23-24.
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powerful building “predecessor”; inconspicuous by
its location, yet situated in the formerly significant
Prespa region, the church dedicated to Saint George
in Kurbinovo, by all means, has more to offer than
meets the eye. Moreover, the fresco painting of the
temple is everything but traditional and convention-
al: exciting genre details in the compositions, esoter-
ic insertions in the Biblical scenes, distortion of the
common arrangement of the Gospel episodes, exotic
implications within the visual narratives, etc'?. The
stylistic features of the ensemble, such are: the rest-
less spirit of the forms, the intangible incorporeity
of the figures, the lavish vividness of the sights, the
elastic movements and fluid energy of the represent-
ed characters, the glamorous dynamics of the depict-
ed draperies, the invigorated rhythm of the motion,
the untamed swing of pictorial energy, the saturated
temperance and the wavy dynamic expression of the
spectacles speak in favour of a luscious painterly
structure spiced by the restive sparks of an unrestrict-
ed and uncompromised artistic imagination. Starting
from the notion that the book is usually judged by
its cover®, in other words that the form is a visual
expression of the essence, we might get closer to
solve the issue of the alleged discrepancy between
the unattractive exterior and the exquisite fresco

12 E. Dimitrova, The Church of Saint George at Kurbi-
novo, Skopje 2016, pp. 12-20.

3 ....its what’s inside that matters....a quote by M.
Green



6. The church of Saint Nicholas in Manastir, Officiating Church Fathers
6. L{pxeama Ceemu Huxona 6o Manacmup, Jlumypeuckama ciyxcoa Ha apxujepeume

ensemble of Kurbinovo on the ground of the above
stated. Namely, if someone has tried to commission a
sacral edifice as a replica of a significant building but
still unlikeable enough not to attract the attention of
everybody, that would be the khtetor of the Kurbino-
vo church. What is inside that building, i.e. the fres-
co decoration extraordinary in all its visual aspects
(programme, iconography, painterly expression, and
aesthetic impression) has also not been done for the
common congregation'*, In that regard, we assume
that if one chooses to commission a temple to be the
echo of the “good old times” with an ambition to
push forward the progressive legacy from the past,
one should do that for himself and those who share
the same ideas. That would, by all means, require lo-
cation distant enough, as well as an exterior unattrac-
tive enough for the exclusion of the unwanted ones.
This would imply that the highly esoteric oddities,
the imaginative cryptograms, as well as the meta-
phrasic wisecracks embedded in the visually exclu-
sive fresco ensemble would have been intended only
for the chosen ones as it was most probably
done in the case of Kurbinovo.

Case 2 — the church of Saint Nicholas at the
village of Manastir

File: commissioner — loanikios, aka. Akakios
(monk) / date of construction — 1266 / date of fresco
painting — 1271 / author(s) of the frescoes — the paint-
erly studio of Deacon and Referendarius John.

4 E. Dimitrova, Cuia Culpa? Lapses and Misdemean-
ors of Medieval Artists in Macedonia, pp. 301-303.
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The Church dedicated to Saint Nicholas in the vil-
lage of Manastir is the first chronologically precisely
determined Byzantine monument in the territory of
present-day Macedonia, executed by a well known
artistic atelier’®. Although relatively conservative
in regard to the iconographic arrangement of the
painterly programme, as well as old fashioned in the
visual execution of the themes, the fresco decoration
of Manastir displays some interesting notions related
to the diversity of stylistic approaches of the painters

15 1. Koo - IT. MusskoBuk-Ilenek, Manacmup, Ckorije
1959, pp. 37-97; ®@. bapuummh, /Jea epuxa namnuca uz Ma-
nacmupa u Cmpyee, 300pHUK paioBa BusanTonomkor nH-
crutyta VIII/2, Beorpan 1964, pp. 13-27; R. Hamann-Mac
Lean, Grundlegung zu einer Geschichte der mittelalterli-
chen Monumentalmalerei in Serbien und Makedonien, pp.
291-295; P. Kostovska, Reaching for Paradise — The Pro-
gram of the North Aisle of the Church of St. Nicholas in
Manastir, Mariovo, Kyntypao Hacnenctso 28-29 (2002-
2003), Cromje 2004, pp. 67-89; S. Korunovski - E. Dimi-
trova, Macedonia L ‘rte medievale dal IX al XV secolo, pp.
141-142; P. Kostovska, The Concept of Hope for Salva-
tion of Akakios’ Monastic Programme in St. Nicholas at
Manastir, Proceedings of the 21* International Congress
of Byzantine Studies Vol. III, London 2016, pp. 289-290;
E. Dimitrova, Seven Streams. The Stylistic Tendencies of
Macedonian Fresco Painting in the 13" Century, Ni§ &
Byzantium Symposium, The Collection of scientific works
VI, Ni§ 2008, pp. 194-198, 200-203; E. Jumutposa, C.
Kopynoscku, C. I'panmakoBcka, Cpeonosexosna Maxe-
Odonuja. Kynmypa u ymemnocm, Maxkenonuja. MuseHu-
yMCKH KynTypHO-uctopucku ¢akru T. 3, pp. 1666-1671;
E. Dimitrova, G. Velkov, R. Paligora, Ph. Niewoehner,
Seven Churches in the Regions of Pelagonia, Mariovo and
Prespa, Skopje 2019, pp. 31-51.



7. The church of Saint Nicholas in Manastir, Officiating Church Fathers, detail
7. L{pxeama Ceemu Huxona 6o Manacmup, Jlumypeuckama ciyxcoa Ha apxujepeume (Oemasmn)

commissioned to create the fresco ensemble'®. Diver-
sified enough to encompass all the existing stylistic
trends in the region from the second half of the 13%
century, the fresco decoration of Manastir can be seen
as a painterly manual of the so called artistic plural-
ism of Macedonian fresco painting in the era prior to
the Paleologan revival'’. However, among the vari-
ous styles visible in the structure of Manastir’s fresco
panorama, one can notice that the most discernible
portions of the ensemble, positioned closest to the
eyes of the beholders, have been executed in a man-
ner inventive enough to be given an appropriate and
distinctive title'®.

Exhibits and evidence:

In regard to the authorship of the frescoes in Ma-
nastir, we can, by all means, rely on the commis-
sioner’s inscription stretching along the southern
and northern wall of the central aisle of the church,
which, in the last portion mentions.....and tearing
the church down, he erected from foundation this
holy temple and beautified it commissioning its paint-
ing with diverse artistic skills and a great number of

16 JT. Koo - I1. MusskoBuk-Ilenek, Manacmup, pp. 91-
94; E. Dimitrova, Seven Streams. The Stylistic Tendencies
of Macedonian Fresco Painting in the 13th Century, pp.
194-198.

17 P, Miljkovi¢-Pepek, Un courant stilistique dans la
peinture du Xllle siecle en Macédoine, Patrimoine culturel
1V, Skopje 1971, p. 23.

18 E. Dimitrova, Seven Streams. The Stylistic Tenden-
cies of Macedonian Fresco Painting in the 13" Century,
pp. 195-198.
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masters with the most modest John, Deacon and Ref-
erendarius of the holiest Archbishopric............. 1,
The information given by this inscribed document is
precise enough to identify the leader of the painting
studio engaged to execute the fresco decoration in the
church - John, deacon by occupation and a high rank-
ing official within the Ohrid Archbishopric with a po-
sition of referendarius, i.e. secretary general. As the
inscription states, he was commissioned to organize
the painters and accomplish the task of decorating the
church with fresco ensemble, whereat a great number
of artists were gathered to fulfill the donor’s require-
ment for beautification of his endowment. That is a
fact confirmed by the written source. Hence, CSI is
to examine whether John was actually involved in the
practical work of frescoing the walls of the church or
he was but an authority committed to do the coun-
seling work as the highest possible representative of
the Church organization.

Possible disclosure:

As the donor’s inscription in the church dedicat-
ed to Saint Nicholas states, the temple’s interior was
embellished with a fresco programme executed with
diverse artistic skills and a great number of masters.

19 @, bapumuh, /Jea epuxa namnuca uz Manacmupa
u Cmpyee, pp. 16-17; X. Menoscku, 3a namnucom 00
ypxeama Ce. Huxona, c. Manacmup, Mapuoso, T'onuuien
300opHuKk Ha Duiosodcekuor daxynrer 23(49), Ckormje
1996, pp. 211-212; P. Kostovska, N. Popovska, The Paint-
ed Inscriptions in Manastir and Struga Revised, Patrimo-
nium Mk VIII/13, Cromje 2015, p. 140.



8. The church of Saint Nicholas in Manastir, Communion
8. IIpxeama Ceemu Huxona 6o Manacmup, Ilpuuecmysarwemo na anocmonume

The number of the artists actively involved in the
creation of Manastir’s fresco decoration has already
been detected by older scholars and confirmed with
the latest research activities of the younger ones®.
Beholding the portions of the fresco ensemble attrib-
uted to each of the four authors of the painted deco-
ration of Manastir, one can conclude the following:
two of them were addicted to the linear tradition of the
12" century, which speaks of their work in the church
as conventional in the expression and old fashioned in
the manner of exposition of the depicted subjects?!; the
third one was an extra progressive master well famil-
iar with the artistic trend dedicated to plastic modeling
of the forms, the manner of whom can be defined as
striking in the visual impression and prominent in the
approach to depict monumental figures with vigorous
anatomy?. The forth one, determined by the author of
these lines as a painterly mediator between the tradi-
tion and the new stylistic trends of the late 13™ centu-

20 J1. Korio - I1. MusskoBuk-Ilenex, Manacmup, pp. 91-
92; I1. KocroBcka, I{pkeama Ce. Huxona 6o c. Manacmup
(unpublished doctoral thesis), Cxormje 2008, pp. 436-460.

2 1. Koo - I1. MusbkoBuk-Ilenek, Manacmup, p. 92;
I1. KocroBcka, [{pxeama Cs. Huxona 6o c. Manacmup, pp.
438-439; E. DimitpoBa, Seven Streams. The Stylistic Ten-
dencies of Macedonian Fresco Painting in the 13" Centu-
ry, p. 195.

22 J1. Koo - I1. MusbkoBuk-Ilenek, Manacmup, p. 96;
I1. KocroBcka, [[pxeama Cs. Huxona 6o c. Manacmup, pp.
450-455; E. DimitpoBa, Seven Streams. The Stylistic Ten-
dencies of Macedonian Fresco Painting in the 13" Centu-
7y, pp- 201-203.
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ry>, was the creator of the monumental figures of the
holy warriors in the central aisle of the temple depicted
with surgically precise drawing, voluminously mod-
eled facial contours of the saintly characters, as well as
resplendent military equipment pictured with remark-
able imagination for details.

If one should try to find other examples of this
painterly procedure, one has to look for stylistic anal-
ogies in the fresco ensembles created in the 70ties
and 80ties of the 13" century, i.e. in the period which
is in close chronological approximation to the date of
origination of Manastir’s frescoes. In that regard, the
greatest similarities can be found in the depiction of
the saintly figures within the fresco arrangement of
the church dedicated to Saint Archangel Michael in
Prilep from ca. 1275%. However, this stylistic cor-
relation cannot be confirmed with substantial argu-
ments, such are donor’s inscription with data related
to the authorship or, even better, the author’s signa-
ture. In the domain of easel painting, however, there
is one representative example, which, to our knowl-
edge, can be of a great assistance in solving the case
of authorization of the handsome solders depicted in

2 E. Dimitpoga, Seven Streams. The Stylistic Tenden-
cies of Macedonian Fresco Painting in the 13" Century,
pp. 195-198.

24 TI. MuskoBuk-Ilenek, Kueonucom u npuienckume
30epaghu, Tlpuren v MPUICTICKO HU3 UcTOpHjaTa, [Ipuien
1971, p. 101; S. Korunovski - E. Dimitrova, Macedonia
L rte medievale dal IX al XV secolo, p. 146.



9. The church of Saint Niketas at Banjani
9. [{pxeama Ceemu Huxuma 6o baranu

Manastir — the icon with the image of Saint George
from Struga®. Executed in 1266/1267, the icon pic-
turing the young military official depicted with me-
ticulous exposition of the facial volume, firm bodily
structure, as well as lavishly ornamented garment,
bears an inscription which says: Devout gift from the
pious deacon with a rank of referendarius who has
religiously depicted your holy image in diverse ar-
tistic accomplishments. It stands in Struga of Ohrid.
John prays with devotion. It was painted by the hand
of zograph John in the summer of 6775, ind. 0/1°°.

Although a little bit puzzling for mentioning the
name John twice in a row, once in a context of a pray-
ing donor and second time referring to the author of
the donation, this inscription reveals much more than
it is initially supposed to. Namely, it is quite clear that
this written prayer is authorized by the pious deacon
with a rank of referendarius, the same one mentioned

2 P. Miljkovic-Pepek, L’icone de saint Georges de
Struga, oeuvre de peintre Jean, Cahiers Archéologiques
XIX, Paris 1969, pp. 213-221; Idem, L art de l’icone en
Macédoine medieval, Trésors médiévaux de la République
de Macédoine, Paris 1999, p. 60.

26 X. Menoscku, Hamnucom 00 1266/67 zo0una na
uxonama na Ce. I'opfu 00 Cmpyza, Tenaronntuca, bu-
tosa 2003, pp. 149-155; P. Kostovska, N. Popovska, The
Painted Inscriptions in Manastir and Struga Revised, pp.
141-142.
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in the commissioner’s inscription in the church dedi-
cated to Saint Nicholas in Manastir, which states that
this character has gathered many talented artists to
execute the painted decoration. If this individual has
“gathered” artists, he could be, by all means, deter-
mined as the leader of the painterly studio that ac-
complished the frescoes in the church. If he, as the in-
scription attests, conducted the work on the frescoes
done by several artists, he could easily be one of the
authors since the leader of the atelier was supposed
to give directions to his colleagues in regard to the
iconographic and painterly features of the ensemble.
Being a deacon, he could have done this task much
more efficiently than a layman?’, which, in Macedo-
nian art of the Middle Ages would not have been a
single case (Metropolitan John, the Painter from late
14" century - to name but one person known for be-
ing a high church official and an artist at the same
time). The stylistic correspondence between the im-
age of Saint George from Struga and the representa-
tions of the holy warriors pictured in the central aisle
in Manastir is more than a testimony to the partici-
pation of the same artistic person in the execution of
both frescoes and the easel work of art?®. Hence, one

7 S. Kalopissi-Verti, Painters in Late Byzantine Socie-
ty, Cahiers Archéologiques 42, Paris 1994, p. 147.

28 T1. Kocrogcka, I{pxeama Cs. Huxona 6o ¢. Manacmup,
p- 471; E. Dimitrova, Seven Streams. The Stylistic Tendencies
of Macedonian Fresco Painting in the 13" Century, p. 197.



10. The church of Saint Niketas at Banjani, Dormition
10. I{pxeama Ceemu Huxuma 6o bBaranu, Ycnenuemo

can possibly conclude that it was the icon of Saint
George (1267) executed in a “progressively tradition-
al” stylistic manner to be the aesthetic #igger which
enabled Deacon and Referendarius John to continue
his painterly career in the 70ties of the 13" century.

Case 3 — the church of Saint Niketas at the vil-
lage of Banjani

File: commissioner — Uro$ III Milutin (ruler/king)
/ date of construction — 1300 / date of fresco paint-
ing — 1322/1323 / author(s) of the frescoes — Michael
Astrapas.

The church dedicated to Saint Niketas near the
village of Banjani is considered to be the last fresco
arrangement created and signed by the great paint-
erly master — Michael Astrapas®. Done in the gold-

¥ H. Hallensleben, Die Malerschule des Konigs Mi-
lutin, Giessen 1963, pp. 29-30, 54-56, 121-127; R.Ha-
mann-Mac Lean und Horst Hallensleben, Die Monumen-
talmalerei in Serbien und Makedonien von 11 bis zum
fruhen 14 Jahrhundert, pp. 31-32; I1. MusbkoBuk-Ilernex,
Henomo na z0epagpume Muxauno u Eymuxuj, Cromje 1967,
pp- 188-190; B. Todi¢. Serbian Medieval Painting. The
Age of King Milutin, Belgrade 1999, pp. 83-86, 134-137 et
passim; E. lumurposa, 3a muszancyenom u 3a Kyaucume.
Cyenu 00 nukosHama Opamamoneja Ha MAaxKeOOHCKOMO
cpeodHo8eKosHO caukapcmeo, MaketoHCKO HaCIeACTBO 29,
Ckomje 2006, pp. 29; S. Korunovski - E. Dimitrova, Mace-
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en years of his age and career, the decoration of St.
Niketas does not display any iconographic novelties
or visual oddities characteristic of his earlier works
of art’; still, Michael Astrapas’ painterly energy
glows with its potential charge and creates biblical
spectacles full of dynamism and visual tension. Ac-
ademically correct in the execution of the pictures,

donia L rte medievale dal IX al XV secolo, pp. 168-172; E.
JumutpoBa, 3a ouHamukama Ha KOMROZUYUCKUME CIPYK-
Mypu 60 NAIE0N0208CKOMO CIUKAPCNBO HA MAKEOOHCKAMA
mepumopuja, MakenoHcko HacnenctBo 32, Ckorje 2008,
pp- 10-11; Eadem, Spiritual Architects — The Construction
of Architectural Backdrops in the Work of Some Painting
Studios from the 14" Century, Ni§ & Byzantium Sympo-
sium, The Collection of scientific works VII, Ni§ 2009,
pp- 235-236; E. Dimitrova, G. Velkov, V. lljovska, Skopje.
Seven Monuments of Art and Architecture, Skopje 2010,
pp- 24-35; E. Dimitrova, Pretty Colours: Chromatic Anal-
ysis of the Palette of Some renowned 14" Century Fresco
Painters, Ni§ & Byzantium Symposium, The Collection
of scientific works X, Ni§ 2012, pp. 347-348; E. Jumu-
tpoBa, C. Kopynoscku, C. I'pannakoBcka, Cpedrnosexkosna
Maxeoonuja. Kynmypa u ymemnocm, pp. 1699-1706; E.
Dimitrova, G. Velkov, Seven Medieval Churches from the
Republic of Macedonia, pp. 102-117; M. Mapkosuh, Cee-
mu Huxuma ko0 Ckonmwa. 3adyscouna kpasa Munymuna,
Beorpan 2015, pp. 99-217.

30 E. Dimitrova, Cuia Culpa? Lapses and Misdemean-
ors of Medieval Artists in Macedonia, pp. 304-309.



11. The church of Saint Niketas at Banjani, Deposition from the Cross
11. IJpxeama Ceemu Huxuma 6o Barwanu, Cummysaroemo 00 Kpcmom

traditionally bound to the painterly premises of the
Paleologan style and deeply inspired by the manner
of classical order in the compositions, Michael Astra-
pas in Saint Niketas has completed the three decades
long career as a leader of the painterly studio estab-
lished by his father®'.

Exhibits and evidence:

Known as the court painter of King Milutin, Mi-
chael Astrapas, altogether with his associates, has ex-
ecuted some twenty fresco ensembles owing to the
logistic and financial support of his benefactor®. Al-
though, only five of them has been firmly attributed
to his fresco studio on the ground of the preserved
inscriptions (completely or partially)®®, his painter-

3 M. Mapkosuh, Yuemnuura deramnocm Muxauna u
Esmuxuja. Cadawirea 3narea, cnopna numarea u npasyu
oyoyhux ucmpasicusarba, 36opaux HaponHor myseja — be-
orpax XVII/2, beorpan 2004, pp. 109-110.

32 E. Dimitrova, The “X” Colours. The Artistic Atel-
iers, the Stylistic Handwriting, the Palette Range and the
Appliance of Science, Balkan Symposium on Archaeom-
etry. Science Meets Archaeology & Art History. Book of
Proceedings, Ohrid 2008, pp. 9-10.

33 T1. MusbkoBuk-Tlenek, [Huwysanume nodamoyu 3a 30-
epagume Muxaun Acmpana u Eymuxuj u 3a nexou nusHu co-
pabomuuyuy, TmacHrk Ha THCTUTYTOT 3a HAIMOHAJHA MCTO-
puja 1/2 Cromje 1960, pp. 151-158; B. Todi¢, ‘Signatures’des
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ly idiolect is highly recognizable in, at least, a doz-
en other monuments created during the reign of the
Serbian monarch (1282-1321)*. Hence, if we take a
look at the chronological spectrum of King Milutin’s
endowment in Banjani, we will find that, according
to historical sources, Saint Niketas was founded in
1299/1300, a date confirmed by official charters is-
sued by Byzantine Emperors®. The investigation of
the fresco painting related to its dating, on the other
hand, points to the year of 1322/23 as the most appro-
priate chronological reference to the creation of the
decorative ensemble in the church®. Hence, CSI is to

examine the time gap between the date of the build-
ing of the edifice and the momentum of its fresco

decoration which spans over more than two decades.

peintres Michel Astrapas et Eutychios. Fonction et significa-
tion, ApiEpwpa ot Lvipun tov Zethpn Kiooa, Qecoo-
Aovikn 2001, wn. 646-650; M. Mapkosuh, Ceemu Huxuma
k00 Cronsma. 3adyxcouna kpawva Murymuna, pp. 204-200,

3% B. Todi¢, Serbian Medieval Painting. The Age of
King Milutin, pp. 227-260.

35 B. Momw u JI. Cnasesa, Manacmupom Cs. Hukuma
60 Ckoncka Llpna Topa u xunanoapckuom nupe Xpycuja,
CrioMeHHIM 33 CPEJHOBEKOBHATA M ITOHOBATa UCTOPHja HA
Maxkenonuja I, Cromje 1975, pp. 286-292, 319-323; F. Dolg-
er, Regesten der Kaiserurkunden des ostrémischen Reiches
von 565-1453, IV, Miinchen-Berlin 1960, pp. 118, 298-300.

36 M. Mapkosuh, Ceemu Huxuma xoo Cronma. 3a-
Oyarcouna kpamwa Munymuna, pp. 207-217.



12. The church of Saint Niketas at Banjani, Expulsion of the Merchants from the Temple
12. preama Ceemu Huxuma 6o barwanu, H3eonysarwemo na mpaosyume 00 Xpamom

Possible disclosure:

The fact that the fresco decoration of the church
of Saint Niketas does not display an image of its
commissioner, King Milutin, a person proud of his
royal portraiture®’, strongly pointed to the chronolo-
gy of the painterly ensemble after 1321 a couple of
decades ago. Recent investigations established even
more precise date of the execution of the frescoes in
the temple in 1322/1323%. Hence this would be the
closing date of the project which, according to the
preserved historic documents, has started in 1300.
Namely, after finding it devastated on the territory
of his Kingdom, Milutin renovated the monastery
dedicated to Saint Niketas, which is confirmed by
the charter issued in 1299/1300*. Several years later,
the king issued another charter according to which
he donated his endowment to the newly founded pyr-
gos of Chilandar monastery in times convenient for
enlargement of Milutin’s religious center on Mount
Athos; the date of this, second charter, has been es-
tablished in 1307/1308*. That would imply that the
catholicon of Saint Niketas monastery was probably

37 B. Todi¢, Serbian Medieval Painting. The Age of
King Milutin, pp. 52-60.

3% M. Mapxosuh, Ceéemu Huxuma ko0 Cronma. 3a-
Oyarcouna kpawa Munymuna, pp. 216-217.

3 B. Momwn, JI. CnaseBa, Manacmupom Cs. Huxuma
kaj Cronje u xunanoapckuom nupe Xpycuja, p. 313.

# Tbidem, 312-315.
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built by this date*!, i.e. the renovation of the main
body of the monastic complex was done prior to the
act of its donation to Chilandar’s coastal tower. In
these circumstances, one could assume that King Mi-
lutin’s main reason for the renovation of Saint Niket-
as was the necessity to enrich/extend the feudal estate
of Chilandar monastery, more precisely - to ensure
the financial independence of the pyrgos rather than
the intent to establish a religious center in the newly
conquered Macedonian territory.

If we go back to the career of master Michael
Astrapas, who left his patronymic signature on the
southern wall of Saint Niketas church®, and try to
trace his professional whereabouts in the period 1300
— 1324, our quest should look like this: he most cer-
tainly worked on the frescoes of the Holy Mother
of God Ljeviska temple in the period around 1309-
1313%; prior to this date nothing can be argumented
by signatures or inscriptions; in 1314, Astrapas was
already in the church dedicated to Sts Joachim and
Anne in Studenica* where no inscriptions or sig-

4 M. Mapxoeuh, Ceéemu Huxuma xod Cronma. 3a-
Oyarcouna kpamwa Murymuna, p. 53.

2 Ibidem, 204-207.

# 1. Manwuh, I. Babuh, Fozopoouya Jhesuwxa, Beo-
rpan 1975, pp. 9-27.

4 T. babuh, Kpamweea yprea y Cmyoenuyu, Beorpan
1987, pp. 20-21.



13. The church of Saint Demetrios at SuSica
13. I{pxeama Ceemu JJumumpuja 6o Cyuuya

natures have been preserved, as well; however, the
painterly manner, i.e. the process of execution of the
frescoes shows too much similarities with the style
displayed in Staro Nagori¢ino (authorship confirmed
by signatures); in 1315, Michael Astrapas execut-
ed the fresco decoration of the catholicon of Saint
Prochor of P¢inja monastery®”’, where a signature
with his Christian name is preserved to this day; in the
time span 1316 — 1318, the great painter was engaged
in King Milutin’s endowment in Staro Nagori¢no*
(signatures preserved on two locations - in the naos
and in the passageway from the naos to the narthex
of the temple); having finished the ensemble in the
church of Saint George in Staro Nagori¢ino, Michael
Astrapas proceeded with his professional pathway to
Gracanica and accomplished the monumental rep-
ertoire in the church dedicated to the Annunciation
in 1319-1321%. Leaving aside some fresco arrange-
ments that are still unattributed, yet, according to our
perception, might take place among those authorized
by master Michael Astrapas through future inves-
tigations, we can easily conclude the following: in
the period between the donation of Saint Niketas to
Chilandar’s pyrgos in 1308 (when the church was
probably completed in terms of architectural struc-

4 B. Todi¢, Serbian Medieval Painting. The Age of
King Milutin, p. 319.

4 Idem, Cmapo Hazopuuuno, beorpan 1998, pp. 26-27.

4 1dem, I pauanuya. Cruxapcmeo, beorpan — [purtu-
Ha 1988, pp. 69-74.
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ture) and 1321 (when King Milutin, the khtetor of
Saint Niketas temple, died), Michael Astrapas was
constantly and continuously engaged in execution of
fresco ensembles all of which were commissioned by
the Serbian monarch.

If we now try to sublime the data regarding the
history of Saint Niketas monastery given by histori-
cal sources and those linked to the career of Michael
Astrapas, the author of Saint Niketas’ frescoes, con-
firmed by investigations of renowned art historians,
we will end up with the following results: Saint Ni-
ketas monastery has been donated to the Chilandar’s
pyrgos in 1308, a point in time when the catholicon
of the monastic complex was most certainly erected
as an architectural unit; master Astrapas has been en-
gaged in creation of fresco ensembles commissioned
by King Milutin in the time span between 1309 and
1321; in October 1321 King Milutin died whereat
his commissionership relative to Saint Niketas de
jure and de facto ended; Michael Astrapas left his
signature in Saint Niketas church, confirming the au-
thorship of the frescoes in the temple; in 1321 Saint
Niketas’ legal status was changed, in other words —
from a feudal estate of Hilandar’s pyrgos, it became
a property of Hilandar’s monastery and came under
its direct administration*®; the dating of the frescoes

48 B. Mo, JI. CnaBeBa, Manacmupom Ce. Huxuma
kaj Cronje u xunanoapckuom nupe Xpycuja, pp. 347-350.



in Saint Niketas has been chronologically
specified in 1322/1323%. These are the facts
substantiated by documentary files, which
could push forward the less substantiated, yet
highly probable premises: after the execution
of the fresco decoration in the katholicon of
Chilandar monastery has been completed in
1321%, the Chilandar’s fraternity, being the
immediate administrator/owner of Saint Nike-
tas, commissioned the frescoes in the temple
entrusting the job to the favourite painter of
King Milutin — the renowned master Michael
Astrapas. Having created at least dozen fresco
ensembles under the patronage of the Serbian
monarch in the period 1309 - 1321, Astrapas
accomplished his, most probably, last artistic
work in Saint Niketas under the auspices of
the new proprietors of King Milutin’s endow-
ment. In that regard, he has reached the con-
clusion of his long and prosperous painterly
career shortly after the death of his royal ben-
efactor.

Case 4 — the church of Saint Demetrius
at the village of Markova SuSica

File: commissioner — Demetrius VolkasSin,
King Marko (rulers/kings) / date of construc-
tion — ca. 1345/1346 / date of fresco painting —
1376/1377 / author(s) of the frescoes — mem-
bers of an Ohrid city atelier.

The church dedicated to Saint Demetrius at
the village of Markova SusSica, known as the
Marko’s monastery, is enumerated among the
most aristocratic foundations in the territory
of Macedonia and belongs to the extraordi-
nary stylistic manner of deeply emotional painterly
expression®’. Work of art of a painterly atelier origi-

4 M. Mapkosuh, Yuemnuuka oenamnocm Muxauna u
Esmuxuja. Cadawrea 3nama, cnopua numarsa u npagyu
6yoyhux ucmpaosicusara, pp. 1006.

3 M. Mapkosuh — B. T. Xocrerep, Ilpuroz xponono-
2Uuju 2padrwe U OCIUKABAILA XUTLAHOAPCKO2 KAMOIUKOHA,
Xunanmapcku 36opuuk 10, beorpax 1998, pp. 207-209

SUH. Homrmasn-Hukysscka, 3a kmumopckama KomMnosu-
yuja u namnucom 6o Mapxosuom manacmup — ceno Cy-
wuya, Croncro, I'macauk Ha THCTUTYTOT 3a HallMOHATHA
uctopuja XV, Cromje 1971, pp. 225-235; B. J. Bypub,
Mapros manacmup - Oxpuo, 300pHUK 32 JTUKOBHE yMET-
woctu 8, Hosu Can 1972, pp. 131-160; Z. Gavrilovié, The
Portrait of King Marko at Markov Manastir (1376-1381),
Byzantinische Forschungen XVI, Amsterdam 1991, pp.
415-428; 1. M. Bophesuh, Ilpedcmasa kpawa Mapka na
Jyarcnoj gpacaou ypkee Ceemoe Jumumpuja y Maprosom
manacmupy, Kpanor Mapko BoO ucTOpHjaTa U BO TPaiu-
uujara, [puaen 1997, pp. 299-307; S. Korunovski - E.
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14. The church of Saint Demetrios at SuSica, interior
14. I{pxeama Ceemu Jjumumpuja éo Cywuya, enmepuepom
Ha xpamom

Dimitrova, Macedonia L rte medievale dal IX al XV seco-
lo, 201-206; 1. Sinkevi¢, Representing without icon: pres-
ence and image of king Marko in the church of St. Dem-
etrios near Susica, Proceedings of the 21% International
Congress of Byzantine Studies vol. III, London 2006, pp.
317-318; E. lumutposa, 3a MuzancyeHom u 3a Kyiucume.
Cyenu 00 nukosHama opamamoneja Ha MAaKeQOHCKOMO
CPEeOHOBEKOBHO cukapcmeso, pp. 22-26; Eadem, The Por-
tal to Heaven, Reaching the Gates of Immortality, Ni§ &
Byzantium Symposium, The Collection of scientific works
V, Nis 2007, pp. 378-379; S. Korunovski - E. Dimitrova,
Macedonia L rte medievale dal IX al XV secolo, pp. 201-
206; E. [lumutpoBa, 3a ounamuxama Ha KOMRO3UYUCKUME
CMPYKMypU 60 NANE0N0208CKOMO CAUKAPCMBO HA MAKe-
Odonckama mepumopuja, pp. 16-19; Eadem, Spiritual Ar-
chitects — The Construction of Architectural Backdrops in
the Work of Some Painting Studios from the 14" Century,
pp. 241-245; E. Dimitrova, G. Velkov, V. lljovska, Skopje.
Seven Monuments of Art and Architecture, pp. 48-59; E.
Dimitrova, Pretty Colours: Chromatic Analysis of the Pal-
ette of Some renowned 14" Century Fresco Painters, pp.



15. The church of Saint Demetrios at SuSica, highest zones of
painterly decoration
15. lpxeama Ceemu [Jumumpuja 6o Cywuya, Hajsucoxume

30HU Ha (hpecrodexopayujama

nated in Ohrid’s cultural milieu®, the fresco panora-
ma of Marko’s monastery radiates with the ravaging
rhythm of artistic handwriting, severe distortion of
expressively modeled forms, as well as overwhelm-
ing psychological charge of the depicted scenes. With
the tempestuous whirlpool of bodily motions, inten-
sive gesticulation of the saintly figures, suggestive
facial expressions of the represented characters, the
masters of the painted decoration in the church at
Susica have created a panorama of dramatic tension®
which sparkles across the walls of the temple as a
colossal picture of an unavoidable historic tragedy.

349-350; E. Jumutposa, C. Kopynoscku, C. I'pangakos-
cka, Cpeonosexogua Maxedonuja. Kynmypa u ymemuocm,
pp. 1744-1754; E. Dimitrova, V. I. Personalities in Medie-
val Macedonia, Folia Archaeologica Balkanica III, Skopje
2015, pp. 605-609.

2 B. J. Bypuh, Mapkos manacmup - Oxpuo, pp. 131-
160.
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Exhibits and evidence:

The tragic connotation of the fresco paint-
ing in the catholicon of King Marko’s monas-
tery was, by all means, related to the massacre
committed at the River of Marica, as well as
the bloody aftermath of this fatale battle’*. The
chronological consecutiveness of the military
disaster from 1371, which had changed the
historic destiny of the entire region, as well
as the creation of the painterly panorama per-
meated with visual tokens of mortal fear and
resounding intimidation, is more than evident
and inevitable in the frescoes of the temple.
Confirmed by the commissioners’ inscription,
the year of 1376/1377 as the date of the fi-
nalization of the project, i.e. execution of the
frescoes™, probably coincides with the estab-
lishment of the vassalage of King Marko, al-
though some more experienced scholars think
otherwise®®. What is more intriguing than the
issue of when King Marko did become a vas-
sal to the Ottomans, is the other chronolog-
ical reference encompassed by the donors’
inscription, namely that the erection of the
church has started in 1344/1345%, in the age
of the pious king Volkasin, to be completed
during the reign of King Marko (1376/1377).
In this complicated chronological and titular
mixture of terms encompassed by the khteto-
rial inscription in Marko’s monastery, CSI is

to examine why the project was carried out in

such a long period that covers more than three
decades.

33 S. Korunovski - E. Dimitrova, Macedonia L rte me-
dievale dal IX al XV secolo, 205-206.

¢ 1. I'po3manoB, Mapuukama 6umka, 8azaiumemom
Ha Kpan Mapkou srcueonucom na Mapkosuom manacmup,
IIpenaBama Ha XIV MeryHapomeH ceMHHAp 3a MaKeIOH-
CKH jasuk, jurteparypa u kynrypa (Oxpuza 1991), Cronje
1992, pp. 118-120.

55 H. Homman-Hukysbcka, 3a kmumopckama xomno-
suyuja u namnucom 6o Mapkosuom manacmup — ceno
Cywuya, Croncko, pp. 225-235; Eadem, Maprosuom ma-
HACMUP — MOHYMEHM KaKo OOKYMeHm Hu3 ucmopujama,
CrnoMeHHIIM 3a CPEAHOBEKOBHATA ¥ IIOHOBATa HCTOPHja Ha
Makenonuja I, Cromje 1975, p. 405.

56 11. I'po3manoB, Mapuuxkama 6umka, 6azanumemom
Ha kpaa Mapxo u scusonucom na Mapxosuom manacmup,
pp. 118-120.

ST . M. bBophesuh, IIpedcmasa kpama Mapka Ha
Jyorcnoj hacaou ypree Ceemoe Jumumpuja y Maproeom
manacmupy, p. 301.



Possible disclosure:

As it is well known, the political career of the fam-
ily of King Marko as immigrants from Herzegovina
began in the age of Emperor DuSan and reached its
climax with the coronation of King VolkaSin in 1365.
Being a courtier during the reign of Stefan Dusan,
Volkasin gained a certain amount of feudal power,
but prior to 1350 he is only known as zhupan in the
area around Prilep and only later, around 1360 as a
chelnik, a title given to the middle class of nobility3*.
In 1364 or 1365 he became a despot, shortly before
he was crowned as a monarch and co-ruler to the Em-
peror Uro$*. Although the continuous advancement
of his political career cannot be brought into ques-
tion, according to the historical sources one has no
reason to doubt that VolkaSin received the crown in
1365 and only then became a King, i.e. official mon-
arch of the Serbian state due to the inability of Em-
peror Uro$ to successfully govern his realm as did
his father, Du$an, in his own time. Hence, Demetrius
Volkasin was politically active as a king in the period
between 1365 when enthroned, and 1371 when, on
September 26, 1371, he died in the battle at the River
Maritsa — a date that we will all remember as the Day
D, which changed the course of European history....
and not in a good direction.

If we now turn our attention to the commission-
ers’ inscription in the catholicon of Marko’s monas-
tery, we will notice that the title of king associated
to the name of Volka$in is mentioned twice®: once
in connection to the renovation and beautification of
the temple done by the devout King and his family
(1376/1377) and second time (further in the inscrip-
tion) in relation to the beginning of the erection of
the monastery in the days of the Christ-loving king
(1344/1345). Of course, in those days, Volkasin was
only a nobleman who has just started to climb the
stairway to the ultimate political power and was, most
probably, administrator of the Skopje area®, where
the erection of the monastery has just started. In that
regard, nor 1376/77, neither 1344/45 can be couplet
with the reigning title of Volkas$in as a king since he
was crowned in 1365 and died in 1371, which means
that only in that particular chronological interval he
could have been entitled as a monarch. Hence, the
title of king attached to the name of Volkasin is only

8 T. Ocrtporopcku, Cepcka obracm nocie JJywaroge
cmpmu, beorpan 1965, pp. 13- 14.

¥ Ibidem, p. 12.

€ TI. MwbkoBuk-Ilenek, Henosnam mpeszop ukonu,
Ckomje 2001, p. 13.

¢ M. b. [Tanos, Buzanmucka Maxedonuja, p. 1225.
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16. The church of Saint Demetrios at Susica,
Dormition

16. L{pxeama Ceemu Jumumpuja 6o Cywuya,
Yenenuemo

honorary in both cases, most likely due to the com-
missioner’s desire of King Marko to keep the memo-
ry of his predecessor as a legitimate antecedent of his
own royal throne®.

In that respect, the time gap of more than thirty
years - between 1345 and 1377, i.e. opening and clos-
ing date of the project, seems even more unaccept-
able. Such a wide chronological distance between
the start and the finish of the enterprise could be ex-
plained only by intermissions of a large scale such
are military disasters or death of the characters in-
volved in its implementation, both of which coincide
in 1371, when King Volkasin was killed in the bat-
tle at Marica; hence, his unfortunate faith could, by
all means, explain the prolongation of the project’s
activities between 1371 and 1377, when the painted
decoration commissioned by King Marko was com-
pleted, which is confirmed by the donors’ inscription

2 E. Dimitrova, The Portal to Heaven, Reaching the
Gates of Immortality, p. 379.



executed in fresco technique. On the other hand, no
intermissions have been detected in the building of
the edifice®® which would cause significant delay
of the erection process. Moreover, the architectur-
al structure of the catholicon of Marko’s monastery
seems to have adopted some components of the spa-
tial concepts of the churches in Matejce and Psaca
built in the 50ties of the 14" century®, i.e. much later
than 1344/45. Therefore, one can only accept that the
temple was built subsequent to 1365% when VolkaSin
was officially bearing the title of king, and after a
break due to the death of the monarch/commissioner,
as well as the disadvantageous circumstances caused
by the Ottoman invasion, was fresco painted by King
Marko in 1376/77. Of course, the date referring to
1344/45 cannot be excluded from the inscription as
chronological information, which, to our opinion can
be associated to the establishment of the monastery
as a real estate that should be eventually built and
beautified in a form of a family endowment on the
feudal property of the nobleman Volkasin. As an act
of religious backup to his political administration
over the Skopje region, the establishment of a mo-
nastic institution with all its prerogatives would have
been the most appropriate confirmation of his ambi-
tion for further advancement of his aristocratic ca-
reer. Being chronologically linked to the time when
VolkaSin officially became King DuSan’s courtier,

 E. Kacanosa, Apxumexmypama na ypxeama Cs. JJu-
mumpuja — Mapxoe manacmup, Crorje 2012, p. 300.

¢ E. Numutposa, C. Kopynoscku, C. I'paHgakoBcka,
Cpeonosexosna Maxeoonuja. Kyimypa u ymemnocm, p.
1660.

% E. Kacanosa, Apxumexmypama na ypxeama Cs. JJu-
mumpuja — Mapros manacmup, p. 302.
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the date 1344/45 actually denotes the beginning of
the successful social climbing of an insignificant for-
eign settler up the stairs leading to the powerful royal
throne.

If we keep in mind the most influential quote of
the forensic science: “Context is everything” author-
ized by Professor Nick Fennimore, we do not have to
go very far from the main principle utilized by meth-
odology in social sciences and humanities, as well.
Namely, the interdisciplinary approach which exam-
ines the big picture before establishing the constrict-
ing frames of the smaller ones is always better than
the other way around. Therefore, in order to investi-
gate the actual function of the Kurbinovo church, the
role of Deacon and Referendarius John in Manastir,
the non creative time gap in Saint Niketas temple, as
well as the non consistent data preserved within the
commissioners’ inscription in Marko’s monastery,
we have to coordinate the historic evidence, social
circumstances, written sources, visual data, artistic
analogies and our own research experience, utilizing
the interdisciplinary method, comparative analysis
and contemporary bibliography. Even then, some of
the cases can go cold for decades; some others are
far from being indecipherable, one just cannot see
the forest simply because one stares too much at the
trees.



Enunzabera IMMHUTPOBA

APT®OPEH3UKA BO JIMKOBHUTE CIIOMEHUIIN: YETUPU CJIYYAN HA
COLMO-YMETHHMNYKO UCTPAXKYBAIBE
(Tocujea, CBEIOLITBA, JOKa3€H MaTepHjall,)

Pezume

Nako dopeH3nUKuTEe UCTpaKyBamka BOOOMYIACHO
Ce MOBP3yBaar co CJIy4au Ha KPUMHU HACTAHH O] I10-
CEpHO3EH KapakTep BO pa3iMyHH HAay4YHU MOApadja
(oNMmUIMCKN WMCTpark, CyJACKa MEIUIMHA, KPUMH-
HaJiHA TICUXOJIOTHja, MTUTHTAIIHA HAyKW, OaHKapCKH
TIPOIIEAYPH), HUBHUTE METOAN 32 CIeNeHhe Ha Tpa-
TUTE, UICHTU(HUKAIM]aTa Ha IPUOPUTETHUTE 3a]1a4H,
MpOIIEHKaTa Ha JOCTAITHUOT Marepujall, aHaln3ara
Ha MOCTOCYKUTE MOAATOIM U CHHTE3aTa BO TpEeTMa-
HOT Ha CHUTE PeJICBAaHTHU (aKTOPH KO CE OIHECYBa-
aT Ha MPOOIEMOT IITO € MpeAMET Ha 00paboTka, ce
puQamIvBU ¥ TPUMEHINBH U BO MPOydYyBamaTa Ha
XyMaHUCTUYKHUTE qucuuiuinan. [loarajku o wuneja-
Ta 32 HHTEPIUCUUIUIMHAPHUOT MPHOJ KaKO HajCcOO-
BETHa HCTpPaXKyBauyKa ajaTka BO TOCTANKHUTE 3a yT-
BpIlyBaibe Ha Mpelr3HaTa XpOHOJIOTHja, aBTOpcKara
arpulOynuja Wik MPUYUHUTE 32 HEKOH3UCTEHTHOCTA
Ha TONATOINTE BO KTHUTOPCKHUTE HATIHCH M HUCTO-
PUCKUTE 3allliCH, OTBOPHBME HEKOJIKY ‘“‘HEpeIIeHu
Cllyyad BO JIMKOBHATa MPOIYKIIMja HA MAKEIOHCKOTO
cpenHoBekoBHe. [IpuToa, 1MojmoBMe 07 PactoIOKIH-
BHTE MONATONHN (MCTOPHCKUTE THIIAHA CBEIOIITBA),
T'Yl aHaJM3UPaBMe EIIEMEHTHUTE PEJIEBAaHTHH 32 pellia-
Bake Ha MOCTOEUKHTE MPOOJIeMH (3aUuyBaHUTE KTH-
TOPCKW HATIUCH) U TH BKIIyYMBME CHUTE JOCTaITHU
MaTepHjaTHy CBEIONM KOM MOJKea J1a Ja/iaT apryMeH-
TUPaH MPHUIOHEC BO PA30TKPHBAKHETO HA HEPEIICHH-
Te ciydan (KOMIapaTHBHHU MPUMEPOITH, aHATOTHHA 1
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XpOHOJIOUIKH coBnarama). Ha Toj HaumH mojmoBme
JI0 OIpeeNieH! CONYIIMM BO OJHOC Ha: JO0 cera He-
neTepMuHMpanara (yHknuja Ha npkBara CeetH
I'opru Bo KypGuHOBO, K0ja, CO CBOUTE CKPOMHH ap-
XUTEKTOHCKH OJUIMKH ¥ CO (pacCIWHAHTHOTO (hpecKo-
CIIMKAapCTBO, IMPETCTaByBallle MPUMEP Ha BU3yeIHa
JIUCKPETIaHI[a BO OJJHOC Ha €KCTEPUEPHUTE Vis-a-Vis
EHTEPHEPHUTE KApPaKTEPUCTUKH; apTH(PHUIUETHO
co3JajieHaTa €HWTMa OKOJy yliorara Ha rakoHOT U
pedepennap JoBaH Bo Kpearujara Ha (peckoapaH-
>kMaHOT Bo IpkBata CBetu Hukona Bo Manactup;
HAaBUAYM HENPEMOCTIUBUOT XPOHOJOIIKU ja3 Io-
Mely apXUTEKTOHCKaTa apTUKylaldja W JIMKOBHATa
Jiekopanrja Ha npkBara Ceetu Hukura Bo bambanu u
JloNTaTa BpeMEeHCKa aMIDIUTYa BO IMILIEMEHTAaIIH]a-
Ta Ha MPOEKTHUTE aKTUBHOCTH MOBP3aHHA cO Mapko-
BHUOT MaHacTHp. Mako cyncTaHIujaTHUTE JOKAa3H BO
6uno xoj ox HaBeAeHuTe cirydan (KypOuHoBo, MaHa-
ctup, bamann u Cymuna) ce ganexy of JTOBOJHH 32
HUBHA KOHEYHA XPOHOJIOIIKA, COIIMO-UCTOPUCKA HITH
COIMO-KYNITYpHAa DPa3BpCKa, HAIINTE HCTPAKyBarba
MOTBpAXja JeKa (OPEH3NYKUTE METOTU MPUMEHETH
Bp3 JEITUKAaTHOTO TKHBO HA CPEIHOBEKOBHHTE IIU-
KOBHU croMeHHIH Bo PemyOnuka Makenonuja ce
HE caMO ONepaTUBHO e(pHKACHU; BO HEM3BECHUTE U
YeCcTO 3araJIoYHH YCIIOBH Ha paboTa BO JOMEHOT Ha
HAIIIETO KYJITYPHO HACIIEACTBO, THE C€ HEOIMUHIIHBH
1, 0e3 COMHEHHeE, MTOBEKE O/ HEOITXOIHH.



