3bOPHMK PAJTOBA
BU3AHTO/JIOIIKOT MHCTUTYTA
LIX



UDC 949.5+7.033.2+877.3(05) ISSN 0584-9888

INSTITUT D’ETUDES BYZANTINES
DE LACADEMIE SERBE DES SCIENCES ET DES ARTS

/ZBORNIK RADOVA

VIZANTOLOSKOG INSTITUTA
LIX

Rédacteurs
LJUBOMIR MAKSIMOVIC
BOJANA KRSMANOVIC

Comité de rédaction
Stanoje Bojanin, Jean-Claude Cheynet (Paris), Evangelos Chrysos (Athénes),
Dejan Dzelebdzi¢, Niels Gaul (Edinburgh), Michael Griinbart (Minster),
Vujadin Ivanisevic, Erika Juhdsz (Budapest), Jovanka Kali¢, Sergej Karpov (Moscou),
Predrag Komatina, Bojana Krsmanovi¢, Aleksandar Loma, Liubomir Maksimovic,
Miodrag Markovic, Athanasios Markopoulos (Athénes), Maria Mavroudi (Berlekey, CA),
Ljubomir Milanovic, Bojan Miljkovi¢, Srdan Pirivatri¢, Claudia Rapp (Vienne),
Peter Schreiner (Munich), Gojko Subotié, Mirjana Zivojinovié

Secrétaire de la rédaction
Jovana Sijakovi¢

BEOGRAD
2022



UDC 949.5+7.033.2+877.3(05) ISSN 0584-9888

BU3AHTOJIOIIKN MHCTUTYT
CPIICKE AKAJIEMUJE HAYKA 1 YMETHOCTU

3BOPHIIK PAITOBA

BU3AHTOJIONIKOI MHCTUTYTA
LIX

Ypenuunu
JbYBOMUP MAKCHUMOBIR
BbOJAHA KPCMAHOBI'R

Pemaxumonn ogbop
Citianoje bojanun, Hunc Iayn (Egun6ypi), Muxaen Ipunbapii (MuncTep),
Mupjana XXueojurosuh, Byjagun Meanuwesuh, Epuxa Jyxac (bypummnerura), Josanka Kanuh,

Cepiej Kapiios (Mocksa), ITpegpai Komaitiuna, bojana Kpcmarnosuh, Anexcangap Jloma,

Mapuja Maspygu (bepxmn), /by6omup Maxcumosuh, Muogpai Mapxosuh,

Atanacuoc Mapxoitynoc (Atuna), /bybomup Munanosuh, bojan Mumwxosuh,
Cphan Hupusaimipuh, Knayguja Paii (Beu), Iojxo Cy6oitiuh, Esanienoc Xpucoc (Atuna),
Hejan Lene6yuh, Kan-Knog lene (ITapus), Ieiniep Lpajrep (MunxeH)

Cekperap pepaxuuje
Josana Ilujaxosuh

BEOTPA/]
2022



ITpnxsaheno 3a mrramny Ha cegauun Onerbera ucropujckux Hayka CAHY,
30. HoBeMOpa 2022.

Osga kb 1ra 06jaB/beHa je y3 GpuHaHCHjCKy momMoh
MuHncrapcTBa IpoCBeTe, HayKe 1 TeXHOJIOIKOT pasBoja Pemry6nuke Cpbuje



CAJIP)KAJ - TABLE DE MATIERES

IIpegpai Komattuna, O HaTIICY Ha KPCTUOHMIY 13 BpeMeHa KHe3a BumreciaBa.
Heka enurpadcKa 3aIaMKamba ..o 7

Predrag Komatina, On the inscription on the baptismal font from the time
of prince Viseslav. Some epigraphic remarks ..........ccccccevnnveeiinnnnieceene. 25

Christos Malatras, An unpublished seal of Konstantinos Philosophos,
his family, and the thema of the Islands .........ccccccniiiniiniiniis 27

Xpucitioc Manainipac, Heo6jasmenn medar Koncrantuua ®unosoda,
1eroBa NOPOAULA M TEMA OCTPBA ..evuieuriieiieiieiieieieeeeeeeeeeeee e e 51

Milos Cvetkovi¢, The role of dignitaries of lower-rank thematic units
in Byzantine SOCIELY .....ccccoviiiiiiiiiiiiiiiiiiii 55

Munow I]eettixosuh, Ynora GpyHKIMOHepa HIDKYX jefIHULIA

TeMaTCKOT ypeherma y BUSAHTHCKOM JPYIITBY ...c.ceuerererereurenererereneresesesceseseacaenes 86
Tamapa Mnuh, KBeCTOP — KBESUTOP — KJECTOP wervevervevererrenenrenernerennereneereennenens 89
Tamara Ili¢, Quaestor (KYAISTQP) — Quaesitor-0s — KOIAISTQP ......ccceeevveneenn. 131
Frederick Lauritzen, Plotinus the Antipalamite ..........ccccooeevenneineincinnene 133
Ppegepux aypuyen, ARTUIATAMUTA [ITOTUH ..o, 145

Cphan Llapxuh, YroBop 0 3ajMy 1 3aIITUTA TY>KHUKA Off 3€/ICHAIIKMX KaMara
Y CPEHOBEKOBHOM CPIICKOM IIPABY ..vviiiuiiiiuiiiiiiiiieiiiesnneesnneesaeesneesneesnaeesnnes 147

Srdan Sarki¢, Contract of loan and protection of debtors against usury
in Serbian mediaeval [aW .......ccccovieiriniiin e 155



3opan Ysoposuh, O6pox 13 ynana 110. JlynraHOBOT 3aKOHMKA 1 HOCY7T

13 3aKOHCKIX CIIOMEHIKA PYCKOT CPEAHOBEKOBHOT IIPABA ..cvvviviiiiiiniininnns

Zoran Cvorovié, Obrok from article 110 of the Dushan Code and posul

from legal sources of Russian medieval [aw .........ccccceevveionneiinnccinnes

Salvatore Costanza, 1 Serbi e la guerra al Turco nelle epistole

di FrancesCo FIlelfO ...uiiiiuiiiieiei ettt eeae e eaae e

Salvatore Costanza, The Serbs and the war against the Turks in the letters

Of FranceSco FIlElfO ....oouiiiiiiiieiii ittt

Milos Zivkovié, Warrior saints at Nerezi — the selection of figures

and other remarks on their iconography ..........ccccceviniininiininiiincenns

Munows XKuexosuh, CBetu paruniy y Hepesuma — nmepcoHaanm cactas

U IPYra 3ala)kama 0 MKOHOTPADUGU ...ooveveeererieieeniiirieieirieneesieneeseeneeenenene

Michael Altripp, Die Rezeption trinitarisch interpretierter

Texte des Alten Testamentes in der byzantinischen Kunst ...........ccccccec..e.

Michael Altripp, The Reception of the Old Testament passages

interpreted according to the Trinitarian dogma in Byzantine Art ....................



360pHKK pajjoBa Buzanronoukor nacturyTa LIX, 2022.
Zbornik radova Vizantoloskog instituta LIX, 2022.

YIK: 7.041.5:726.54(497.7)“11¢
https://doi.org/10.2298/ZRV12259211Z

MILOS ZIVKOVIC
University of Belgrade - Faculty of Philosophy
milos.zivkovic@f.bg.ac.rs

WARRIOR SAINTS AT NEREZI - THE SELECTION OF FIGURES
AND OTHER REMARKS ON THEIR ICONOGRAPHY*

The paper deals with the figures of warrior saints in the nave of the Church of St. Pan-
teleimon in Nerezi. Within this group of saints, in addition to the most famous, easily recog-
nizable ones, there are also those warriors on the identity of which scholars have expressed
different opinions. Based on the iconographic analysis, the depictions of the saints in question
are identified in the article. The figures of some military saints in Nerezi are also analyzed in
the broader context of their representation in the art of the Byzantine cultural sphere. In addi-
tion to the above, attention is paid to the specific way of grouping the Nerezi warriors, as well
as to two different iconographic models of depicting its members.

Keywords: Nerezi, warrior saints, iconography, Byzantine art, wall painting, 12% century

The wall paintings in the Church of St. Panteleimon in the village of Nerezi
near Skopje, whose construction in 1164 was funded by the Byzantine aristo-
crat Alexios Angelos Komnenos, grandson of Emperor Alexios I (1081-1118),
have long been known as one of the most important achievements of 12"-centu-
ry Byzantine art. Almost a century ago, Nikolai Lvovich Okunev introduced the
international academic public to those unique frescoes after having discovered
previously unknown sections of the original murals beneath the paintings execut-
ed on the walls of the Church of St. Panteleimon in 1885.! This significant discov-
ery had a strong impact in academic circles. The awareness of the extraordinary

* The research was conducted with the support of the Science Fund of the Republic of Serbia (Pro-
gram Ideas, Grant No. 7748349), in the framework of the project: From Barbarians to Christians and Rho-
maioi. The Process of Byzantinization in the Central Balkans (late 10" - mid-13" century) - BarByz_10-13.

1 Okunjev, Stari srpski Zivopis, 38-39; idem, Manastir u selu Nerezi; idem, La découverte; idem,
Les peintures.
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stylistic merit of the painters of the Nerezi frescoes grew in time, and at first, schol-
ars mostly focused on the artistic features of their works, held in high regard in the
history of Byzantine and, more generally, medieval art.? On the other hand, the
thematic repertoire of the Nerezi wall paintings, as an ensemble, was largely ne-
glected for a long time, although Okunev noted certain interesting features in some
of its segments. Almost half a century ago, shortly after the completion of the first
restoration-conservation works on these frescoes,” Horst Hallensleben and Richard
Hamann-Mac Lean were the first to compile an exhaustive overview of their icono-
graphic contents.* However, it was not until several decades later that the Nerezi wall
paintings were subjected to systematic research in a monograph published by Ida
Sinkevic in 2000. Based on the author’s doctoral dissertation defended at Princeton
University six years earlier, the book, in addition to the architecture and sculpture
of the church, discusses its earliest murals and the later fresco layer (second half of
the 16™ century). It minutely analyzes the programmatic structure of the oldest fres-
coes, considers their iconographic characteristics and assesses their stylistic features
in a broader comparative perspective.” Then, the original wall paintings at Nerezi
were the subject of two more doctoral dissertations. In 2004, almost concurrently
with the publication of the drawings of the Nerezi frescoes,® Donka Bardzieva-Tra-
jkovska published a monograph on the wall paintings in the Church of St. Pantelei-
mon. This book is particularly valuable in the research of the thematic program
because the author attempts to name the saints whose identity remained unresolved
in earlier research and to provide a more in-depth exploration of the repertoire of
the wall paintings in the narthex, where some remnants of the cycle of the patron
saint have survived.” Very recently, Olga Ovcarova published another monograph
on the Nerezi murals.® This extensive, richly illustrated book provides a detailed

2 For a critical overview of the research of the Nerezi frescoes in the first fifty years following
their discovery see Puri¢, Vizantijske freske, 182-183, n. 8. For a bibliography of the papers on the
subject up to 1989 see Vitlarski, Bibliografija.

3 The first round of conservation works lasted from 1955 to 1960 (cf. Spirovski, Konzervator-
skite raboti); they continued in the following two decades after the church suffered damage in a devas-
tating earthquake that struck Skopje in 1963, cf. idem, Konzervatorski intervencii. The most recent con-
servation-restoration interventions at Nerezi were made in the 1990s.

4 Hallensleben, Hamann-Mac Lean, Die Monumentalmalerei, plan 6-7. Cyril Mango corrected
several identifications of saints in his review of the book, cf. Mango, Die Monumentalmalerei, 439. Cf.
also Hamman-Mac Lean, Grundlegung, 261-276.

5 Sinkevi¢, The Church of St. Panteleimon.
6 Nerezi. Crtezi na freski.

7 Bardzieva-Trajkovska, St Panteleimon at Nerezi. The book is an expanded version of the
author’s doctoral dissertation defended at the University of Skopje in 2004. Bardzieva-Trajkovska had
previously written about the Nerezi frescoes in several papers: eadem, Za tematskata programa; eadem,
Dogmatskiot aspekt; eadem, New Elements.

8 Ovcharova, Freski Nerezi. The monograph is based on the author’s doctoral dissertation de-
fended at the Moscow State University M. V. Lomonosov in 2018. The results of Ov¢arova’s years-long
research have also appeared in several papers: eadem, Obrazy monakhov i gimnografov; eadem, Images
of the Holy Hymnographers; eadem, Obraz apostol'skogo tselovaniia; eadem, Freski Nerezi. Obraz i stil’;
eadem, Tri tipa; eadem, Istoriia izucheniia; eadem, Stil* Nerezi; eadem, Nerezi.
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examination of the artistic features of the earliest Nerezi frescoes and analyzes their
iconographic content. The author supplemented the available material for some seg-
ments of the program, also offering some thought-provoking interpretations of its
ideational underpinnings.’

Although research of the iconographic program of the murals in the Church
of St. Panteleimon at Nerezi was undertaken several times in the last two or so de-
cades, it can still be added to in some aspects. This paper will focus on an important
group of saints in the naos:'® the figures of warriors in the first zone of the western
bay. This group warrants a reinvestigation due to the different opinions expressed
in scholarly literature about the identity of some of its members. The doubts and
uncertainties concerning this fundamental problem are the result of the lack of ac-
companying inscriptions and the fact that these figures have yet to be subjected to
a more detailed iconographic analysis. However, once we place these intriguing
representations — which, in some cases, display not entirely standard typological
characteristics — in an appropriate comparative framework, they can be identified
with a fair degree of certainty. Furthermore, in regard to their iconography and even
their very appearance, it seems sensible to take a closer look at some already iden-
tified holy warriors as examples that can provide a reference point in the history of
representing these saints in (Middle) Byzantine art. A more in-depth consideration
of the military saints shown at Nerezi, in other words, offers an opportunity to draw
attention to some infrequently used and under-researched variants of their visual
representations and to offer a clearer placement of some of them in the art of the
Byzantine cultural sphere, particularly in wall painting. Hence, an attempt to accu-
rately identify the members of the warrior saint “cohort” in the naos of St. Pantelei-
mon is important not only as a contribution to our knowledge about the thematic
repertoire of this valuable Komnenian monument but also, at least to an extent, as a
contribution to the research of the iconography of this category of saints in general."

9 Besides the three scholarly monographs, the church at Nerezi was also the topic of some pub-
lications intended for a wider circle of readers (cf. Miljkovi¢-Pepek, Nerezi; Dimitrova, The church of Saint
Panteleimon); recent publications on the Post-Byzantine frescoes and icons in the church include Popovs-
ka-Korobar, Ikonite, 233-235 (no. 34-35); Masni¢, Friz svetitelja; BoZinovski, Postvizantiskoto slikarstvo.

10 1t should be said here that the representations of some groups of saints at Nerezi were dis-
cussed in special studies. In her book on the representations of holy monks in Byzantine wall painting,
Svetlana Tomekovi¢ included the figures of this type of saint at Nerezi, which she had already discussed
in some earlier papers, Tomekovi¢, Les saints ermites et moines, 2011, 262 et passim. Besides Olga Ov¢a-
rova (cf. n. 8 supra), Nancy Patterson Sevéenko has recently taken an interest in the images of holy hym-
nographers at the Church of Saint Panteleimon, cf. Sevéenko, Five Hymnographers in Nerezi. Finally, the
Nerezi depictions of holy physicians were considered by Tatjana Starodubcev in her works on the cult
and visual portrayals of this distinctive type of saint, cf. Starodubcev, Lekar i ¢udotvorac, 26, sl. 2; eadem,
Sveti lekari, 2018, 83-84, 113-114, 121, 124, 150, 158, 157, 169.

1 It should be noted that images of the warrior saints have also survived in the northwestern
domed room of the Nerezi katholikon. Here, St. Orestes, one of the Five Martyrs of Sebasteia, is shown
as a soldier, and St. Menas of Egypt and St. Alexander of Thessalonike (?) as “regular martyrs,” cf. Sink-
evi¢, The Church of St. Panteleimon, 72, fig. 72-73; Ovcharova, Freski Nerezi, 237-238, colour fig. 121,
123, 169-170. Those figures will not be discussed in this paper.
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Six warrior saints on the northern and southern walls of the western bay in
the Church of St. Panteleimon at Nerezi were correctly identified a long time ago.
The first zone of the southern wall features representative, frontal figures of three
youthful soldiers: George, Demetrios and Nestor (Fig. 1). As their counterparts,
Theodore Tyron, Theodore Stratelates and Prokopios appear on the opposite, north-
ern wall, their bodies again in hieratic positions albeit with somewhat more varie-
gated movements (Fig. 2)."

The principle that guided the organization of this set of figures is by no means
difficult to determine and interpret. Understandably, it includes the most renowned
warriors — those whose presence was almost mandatory in collective images of
saints from this category in Middle Byzantine art and later. They are George, Deme-
trios, Theodore Tyron, Theodore Stratelates and Prokopios. Intriguingly, the group
does not include St. Merkourios, one of the six most venerated military saints in the
Byzantine Empire, or Eustathios Placidas, who was also commonly shown in Middle
Byzantine art.”® Instead of one of these two, the group at Nerezi includes St. Nestor
- NE<C>|TQP", a companion of St. Demetrios who, on behalf of the latter, fought
against the imperial champion Lyaeos and was martyred after having defeated him
in a duel.”” However, although it was not particularly common for Nestor to be in-
cluded, it was not an oddity either because his representation had already appeared
in this programmatic context earlier, even in some first-rate works of Constantino-
politan art.’® Due to the same number of shown saints, a notable example is a min-
iature from the psalter illuminated for Emperor Basil IT (976-1025) and now kept

12 The representations of St. George, Demetrios, Theodore Tyron and Theodore Stratelates were
identified, with some reservations, in Hallensleben, Hamann-Mac Lean, Die Monumentalmalerei, Plan
6. II (no. 9-10), Plan 7. II (no. 17-18). The first to venture an identification of all six warrior saints was
Tomekovic, Les répercussions, 28, n. 23-27, but she erroneously believed that it was St. Merkourios and
not Nestor who was shown with George and Demetrios. The correct identifications, brief descriptions
and reproductions of the figures of the six warrior saints were provided in Sinkevi¢, The Church of St.
Panteleimon, 59-60, fig. LX, LV, 56-63. They were revisited by Bardzieva-Trajkovska, St Panteleimon at
Nerezi, 70-72, fig. 46-48, 52-53, who groundlessly claims that St. Merkourios and not Prokopios was
shown next to the two Theodores (for a debate on the subject cf. n. 62 infra). Cf. also Nerezi. CrteZi na
freski, 20-22; Ovcharova, Nerezi, 29; eadem, Freski Nerezi, 174, 281, colour fig. 88-89. The garments
and military equipment of the Nerezi warrior saints were discussed in Skrivani¢, Oruzje, 43, 73, 78-79,
142, 143-144, cn. 80-81; Markovié, O ikonografiji svetih ratnika, 599, n. 260; Parani, Reconstructing the
Reality of Images, 118, 132; Grotowski, Arms and Armour, 143-144, 169, 221, 234, 269, 284; Nelson, A
Miniature Mosaic Icon, 53, 56, 58.

13 Cf. Markovié, O ikonografiji svetih ratnika, 591-593; Walter, The Warrior Saints, 101-108,
163-169.

14 For the fragmentarily preserved inscription with the saint’s name, slightly different from my
reading, cf. Nerezi. Crtezi na freski, 20.

15 On the cult of St. Nestor, with a bibliography, cf. Pravoslavnaia éntsiklopediia (=PE) 49, 90-92.
16 For the most exhaustive overview of St. Nestor’s iconography: ibid., 92-94 (E. M. Saenkova, E. P. I.).
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Fig. 1. Nerezi, St. George, St. Demetrios, St. Nestor, St. Artemios, St. Niketas
(photo: M. Zivkovi¢)

at the Biblioteca Marciana in Venice (Cod. Marc. gr. 17, fol. 3r), which contains the
emperor’s representative portrait surrounded by the busts of six holy soldiers. Judg-
ing by his physiognomy, one of them seems to be St. Nestor, shown below St. Deme-
trios. Unlike the group at Nerezi, this miniature includes St. Merkourios among the
six warrior saints, but Theodore Tyron is missing."” Besides in illustrated manu-
scripts and objects of the applied arts, in which he was usually shown with St. Deme-
trios,'* Middle Byzantine representations of St. Nestor have survived in some wall
painting ensembles from the 11" and 12 centuries."” In monumental painting, too,

17" Markovi¢, O ikonografiji svetih ratnika, 592, n. 196, with an overview of the typological fea-
tures of St. Nestor in Middle Byzantine art. For the reproductions of the miniature and a broader dis-
cussion of its iconography, including the earlier literature, cf. Stephenson, Images of the Bulgar-slayer,
45-57, fig. 1; idem, The Legend of Basil, 51 sqq, pl. 1.

18 Der Nersessian, Lillustration, 46, fig. 204; Splendeur de Byzance, 180 (no. Br. 23); The Treasury
of San Marco, 171, no. 19; Walter, The Warrior Saints, 227-228, pl. 1, 47, 67; El Menologio de Basilio II,
141; Duié-Serdar, Tlustracije, 76. Cf. also Koltsida Makré, MoAvP8oPovA\a; Makarov, Zaiceva, Tkonka.

19 Markovi¢, O ikonografiji svetih ratnika, 592, n. 196, with examples and the relevant literature.
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Fig. 2. Nerezi, St. Theodore Tyron, St. Theodore Stratelates, St. Merkourios
and two unindentified martyrs (photo: M. Zivkovi¢)

he was sometimes depicted together with the patron saint of Thessalonike, which
seems to be the case in the Church of St. Sophia in Kiev* and the Palatine Chapel
in Palermo, where he has slightly different facial features from the same saint in the
Church of St. Panteleimon (Fig. 3).' Moreover, it was already noted that, besides at
Nerezi, St. George, St. Demetrios and St. Nestor appear next to each other in several
other 12™-century churches. That is the case in the Cathedral of Cefalu in Sicily*
and in another important monument of Komnenian art in Macedonia, the Church
of St. Nicholas tov Kaovit{n in Kastoria, frescoed in the second half of the centu-
ry, where the arrangement of the three saints is only slightly different (Demetrios,

20 Gerasimenko, Zakharova, Sarab’ianov, Izobrazheniia svﬁtykh 111, 123, ill. 11.

21 These are the busts of St. Nestor and St. Demetrios in the northern transept of the church, cf.
La Cappella Palatina, 175-176, no. 225-226, 465. Theodore Tyron and Merkourios are shown together
with them, cf. ibid., 172-173, no. 223, 177, no. 227, 465.

22 Demus, Mosaics of Norman Sicily, 13, pl. 7A. Cf. Sinkevi¢, The Church of St. Panteleimon, 60.
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Fig. 3. Palermo, Palatine Chapel, St. Nestor
(after: La Cappella Palatina)

George, Nestor).”® Finally, the figures of St. George, Demetrios and Nestor were
grouped together in the Virgin’s Church at Studenica (1208/1209), at least judging
by the figures of these three saints on the restored fresco layer from 1568.*

The group of saints on the northern wall of the western bay in the naos at
Nerezi follows the model that can be seen in other representative examples of Kom-
nenian monumental art and even some later fresco ensembles. In other words, it is
by no means difficult to find chronological and geographic analogies for the repre-
sentation of the two Theodores with St. Prokopios. Those three saints are also shown
one next to another in the churches of Kastoria, the abovementioned Church of
St. Nicholas and the Church of the Holy Anargyroi.”® The same triad was painted

23 pelekanidis, Chatzidakis, Kastoria, 52, (no. 17), 61, fig. 13. Cf. Sinkevi¢, The Church of St.
Panteleimon, 60.

24 Zivkovié, Najstarije zidno slikarstvo, 65 (no. 155-157), 212-216.
25 Ppelekanidis, Chatzidakis, Kastoria, 24, (no. 32-33, 45), 52 (no. 39-41).
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Fig. 4. Nerezi, St. Artemios and St. Niketas (photo: M. Zivkovi¢)

in the Virgin’s Church of Studenica, on the southern wall of the space below the
dome.? Finally, the figure of Prokopios follows behind Theodore Tyron and Theo-
dore Stratelates in the Church of St. Nicholas and Panteleimon in Bojana (1259).

26 The representations of the two Theodores in the Studenica katholikon belong to the fresco
layer from the 16™-century restoration and the heavily damaged figure of St. Prokopios to the original wall
paintings (1208/1209), cf. Zivkovié, Najstarije zidno slikarstvo, 66 (no. 167-169) 204, 206-207, 218. The
arrangement of the figures of these three saints seems to have been repeated in Zi¢a, but again on the later
fresco layer from the early 14" century; cf. Vojvodi¢, Srednjovekovni Zivopis Zice, 88, 267 (no. 37-39).

27 penkova, Obraz sv1"5tosti, 139.
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Besides the saints on the southern and northern walls, the group of warriors
in the Church of St. Panteleimon at Nerezi includes at least two more figures. Ad-
mittedly, those two saints were not shown in military dress and with weapons but in
tunics and chlamyses. There is no doubt, however, that the two figures on the south-
ern half of the western wall, whose identity can be determined with almost complete
certainty, albeit not without some effort, belong to the same category (Fig. 4).* Fur-
thermore, we cannot rule out the possibility that the pair of martyrs on the opposite
side of the same wall should also be added to the group of warrior saints (Fig. 2).%
It is impossible to ascertain today whether this was indeed the case because their
figures are heavily damaged. The figure on the left side, next to the entrance to the
naos, is in better condition. Unfortunately, the left half of the halo is all that has
survived of this saint’s face, who holds a white martyr’s cross in his right hand, and
therefore any possibility of his identification has been lost forever. The figure of the
martyr next to him has suffered even heavier damage, with only a fragment of the
right hand and the lower half of the body still in existence.

Of the two soldier martyrs in the southern part of the western wall, the one on
the left is easier to identify (Fig. 5). Horst Hallensleben and Richard Hamann-Mac
Lean proposed that this was St. Artemios.’® Donka Bardzieva-Trajkovska agreed
with this view, basing her conclusion on the saint’s facial features and the remnants
of an inscription with his name.*® Those remains are scarce indeed, but they are
nonetheless informative enough to confirm the proposed identification. On the left
side, the first two letters of the saint’s epithet have survived — O A, as have the first
two letters of his name — AP

28 Millet, Frolow, La peinture du moyen age I, pl. 20/2, already claimed that these were warrior
saints; more recently, their programmatic link with the figures on the southern and northern walls
was noted by Bardzieva-Trajkovska, St Panteleimon at Nerezi, 70-71, fig. 49-51; Ovcharova, Freski
Nerezi, 282-283, colour fig. 9. On the other hand, Sinkevi¢, The Church of St. Panteleimon, 60, pl. 19,
fig. LIV, 59, minutely describes these two figures but does not discuss them in conjunction with the
representations of the remaining warrior saints. Some distinctive characteristics of their clothing have
been noted by Parani, Reconstructing the Reality of Images, 95.

29 Bardzieva-Trajkovska, St Panteleimon at Nerezi, 70, already proposed that these were warrior
saints. For a description and reproduction of the two images cf. Sinkevi¢, The Church of St. Panteleimon
60, fig. LIV.

30 Hallensleben, Hamann-Mac Lean, Die Monumentalmalerei, Plan 6. II (no. 12), Abb. 35. The
two authors, however, did not rule out the possibility that this could be St. Sergios.

31 Bardzieva-Trajkovska, St Panteleimon at Nerezi, 70, fig. 49, 51. She compares the image of St.
Artemios with the depiction of the same saint in the Church of St. Nicholas at Manastir (1270/1271), cf.
Kostovska, Sveti Nikola Manastir, 222-225, sl. 253. Cf. also Nerezi. Crtezi na freski, 21 (no. 13), where
the proposed identification has a question mark. The most recent monograph on the Nerezi murals also
identifies this figure as St. Artemios, cf. Ovcharova, Freski Nerezi, 237, 282-283, colour fig. 9, ill. 61, 90.

32 Different yet consistently inaccurate information about the inscription has been cited in
the literature. Hallensleben, Hamann-MacLean, Die Monumentalmalerei, Plan 6. II (no. 12), propose
a reconstruction of the legend as Ar[temios]. On the drawing published in Nerezi. Crtezi na freski, 21
(no. 13), only the first letter of the saint’s epithet appears, whereas Ovcharova, Freski Nerezi, 282, only
mentions the first letter in the name of St. Artemios.
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Fig. 5. Nerezi, St. Artemios (photo: M. Zivkovi¢)

The figure of St. Artemios at Nerezi warrants a consideration in the context
of the history of representing this megalomartyr of Antioch and wonderworker of
Constantinople in Eastern Christian art. On one hand, this approach will help us to
more clearly assess his appearance in the Nerezi group of warrior saints. At the same
time, it will provide an opportunity to add to the evidence of his representations in
Eastern Christian art, which have remained under-researched.”

33 Entries on the iconography of St. Artemios in lexicographic publications contain a relatively
short and incomplete list of his representations, cf. LcI 5, col. 253-254 (U. Knoben); ODB I, 194-195
(A. Kazhdan, N. Patterson Sevienko); PE 3, 457 (V. E. Suslenkov). That is also the case in the relevant
chapter of the study on warrior saints in Byzantine art, cf. Walter, The Warrior Saints, 192-193. Walter
does draw attention to several important representations of St. Artemios in 12"- and 13"-century wall
paintings, drawing on the research published in Markovié, O ikonografiji svetih ratnika, 594, n. 212.
For an attempt to compile a more exhaustive iconographic dossier for St. Artemios, particularly his
representations in monumental painting, cf. Zivkovi¢, Najstarije zidno slikarstvo, 186-188.
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Based on relatively reliable historical sources, we know that St. Artemios was a
doux in Alexandria during the reign of the Arian emperor Constantius II (337-361).
The hagiographic texts report that he also served as the augustalios, i.e., prefect of
Egypt. As a staunch Christian, St. Artemios, the sources inform us, was martyred in
Antioch under Julian the Apostate (361-363).** Established shortly after his death, his
cult was the strongest in Constantinople, especially in the Early Byzantine period. The
saint’s wonder-working relics, laid to rest in a crypt beneath the altar of the Church of
St. John the Forerunner in the city quarter of Oxeia, were believed to have miraculous
healing powers, described in a special miracle collection compiled between 658 and
668.% The said cultic text makes several references to representations of St. Artemios
in the visual arts.*® However, just one stand-alone Constantinopolitan work of art
bearing his image has reached us: a relief icon dated to c. 1000.*” Besides this icon,
some of the Middle Byzantine illustrated manuscripts, mostly calendars (20 October),
with miniatures of St. Artemios were produced in the Byzantine capital.*®

Luckily, there are far more extant examples in wall painting. As far as I could
determine, the earliest representation of St. Artemios in monumental wall paint-
ing has survived in the territory of ancient Georgia. It is located in the lower-level
chapel of the two-story Church of Christ the Savior in the village of Laghami near
Mestia, in the Upper Svaneti region, and its frescoes are usually dated from the first
half of the 10" to the first half of the 11" century (Fig. 6).* The full-length figure of
St. Artemios is shown on the southern wall of the naos in this small church, in the
first zone, between St. George and, most likely, one of the two Theodores. Like the
two other soldiers, Artemios holds a spear in his hand and is dressed in armor with

34 For the basic information on the cult and biography of St. Artemios cf. Syn. CP, col. 151-153;
BHG I, 64-66; Auctarium BHG, 34-35; Novum auctarium BHG, 34-36; Lieu, From Villain to Saint;
Walter, The Warrior Saints, 191-192; Burgess, The Passio S. Artemii.

35 The Miracles of St. Artemios. Cf. Kazhdan, Sherry, Anonymous Miracles of St. Artemios;
Czepregi, The Compositional History, 70-75 et passim; Alwis, Men in pain; Euthimiades, Collection of
Miracles, 111-113; Busine, The Dux and the Nun, 93-111.

36 The Miracles of St. Artemios, 16-17, 108/109, 162/163, 180/181. 176/177. Cf. Mango, On the
History of the Templon, 42-43; Weyl Carr, Icons and the Object of Pilgrimage, 82.

37 Lehmann, Ein Reliefbild des Heiligen Artemios. This is, in fact, a reworked antique relief, so
the saint’s image on it is not relevant for research of St. Artemios’ iconography.

38 gl Menologio de Basilio II, 126; Sevéenko, Mlustrated Manuscripts, 19, 56, 163, figs. 1A7, 1A9,
4E12, 6B9-1B10; Duic-Serdar, Tlustracije, 19, 74; Vokotopoulos, Eva dyvwoto Mnvoloyto, 172, eik. 13;
Der Nersessian, Lillustration des psautiers grecs, 26, fig. 56; Ot Onoavpoi tov Ayiov Opovg II, 368-369,
elk. 331-332. The martyrdom of St. Artemios also appears on the menologion icon-hexaptych from St.
Catharine’s Monastery on Mount Sinai, cf. Galavaris, An Eleventh Century Hexaptych, 57, pl. 4.

39 Thierry, Notes d‘un voyage archéologique, 176-177, dates the frescoes to the late 10 or early
11% century, a claim accepted by Schrade, Byzantium and its eastern barbarians, 196, fig. 11.12. Kenia,
Upper Svaneti, 36-39, argues that the church was frescoed at the beginning of the 11* century. On
the other hand, Evseeva, Les peintures du rez-de-chaussée, who has done the most exhaustive stylistic
analysis of the Laghami frescoes, believes that they were painted in the first quarter of the 10" century.
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Fig. 6. Laghami, Church of Christ the Saviour, St. Artemios (after: Evseeva, Les peintures)

a cloak draped over it.** St. Artemios is also featured, again in Georgia, in the Ateni
Sioni Church, frescoed in the second half of the 11" century, possibly in the ninth
decade.”! His frontal figure is located in the second zone of the pilaster flanking, on

40 Eyseeva, Les peintures, 83, 84, fig. 2-4. This paper incorrectly reports the positions of the rep-
resentations of St. Artemios and Theodore. For their accurate placement cf. the entry about the church
in Laghami in the digital database of medieval Georgian wall painting compiled as part of a project im-
plemented by the Institute of Art History and Theory of the Ivane Javakhishvili Tbilisi State University:
http://arthistory.tsu.ge/murals/painting/laghami-first-layer-of-murals-of-church-of-savior/ (accessed on
30 March 2022). The database includes the accompanying inscription - R(@"ISC)D | CF|RTFT. The
same order is reported in Schrade, Byzantium and its eastern barbarians, 196, fig. 11.12.

41 For the date when the church was painted cf. Eastmond, Royal Imagery, 45-49, 235-237.
For a discussion of those frescoes in the broader context of the evolution of Eastern Christian painting,
with the conclusion that the chief artist had direct knowledge of the leading trends in Byzantine and
Constantinopolitan art, cf. Mouriki, Observations.
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Fig. 7. Ateni, Sion, St. Artemios (after: Virsaladze, Rospisi Atenskogo Siona)

the west side, the southern conch in the naos of this monumental church (Fig. 7).
Once again, the Constantipolitan miracle-worker wears armor and a cloak and holds
a long spear in his right hand and a sword in his left. Depictions of St. Artemios as a
soldier took a long time to appear beyond Georgia, although it is, of course, possible

42 The representation of St. Artemios in Ateni has been reliably identified based on the accom-
panying inscription - R(GISC)D || CFRTI[TFT] - in the overview of the iconographic program of the
church available at: http://arthistory.tsu.ge/murals/painting/murals-of-church-of-ateni-sioni-second-
layer/(accessed on 30 March 2022). In the monograph Bupcanadse, Pocrincn Atenckoro Crona, tab. 94,
the saint was incorrectly identified as St. Eusthatios.
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Fig. 8. Asinou, Church of the Virgin Forbiotissa, St. Artemios (photo: G. Fousteris)

that there were some but did not survive into modern times. Judging by the avail-
able evidence, in other corners of the Byzantine cultural sphere, the saint seems to
have been shown as a martyr, in a tunic and chlamys and often with a cross in his
hand, well into the 13" century. Among those examples, the earliest representation
is found on a fresco in the Church of St. Sophia in Kiev, painted in the fifth or sixth
decade of the 11" century. St. Artemios is shown as a full-length figure on the inner
northern gallery, with a few other well-known soldier martyrs.** Next, “portraits”
of St. Artemios in several churches frescoed over the course of the following cen-
tury belong to the same iconographic type. The earliest are the ones in two Cypriot

43 Gerasimenko, Zakharova, Sarab’ianov, Izobrazheniia sviAatykh 1, 32-33 (no. 72), 55, ris. 34;
Zakharova, Images of Saints, 300, 301 (no. 134).
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Fig. 9. Kakopetria, Church of St. Nicholas, St. Artemios (photo: G. Fousteris)

monuments. At Panagia Forbiotissa in Asinou, Cyprus (1105/1106), his bust graces
the arched surface above the northern portal of the naos, together with another
warrior saint in patrician garments, St. Arethas, not far of the figures of the two The-
odores in the first zone of the northern wall (Fig. 8).* In contrast, at St. Nicholas “of
the Roof,” near the village of Kakopetria, on a fresco layer from the beginning of the
same century, there is a full-length figure of St. Artemios in the first zone. However,
it is not situated in the naos but on the southern wall of the narthex, quite far from
the representations of warrior saints in the main part of the church (Fig. 9).* In the

44 Stylianou, Stylianou, The Painted Churches of Cyprus, 122; Weyl Carr, The Murals, 254. For a
reproduction see Ovcharova, Freski Nerezi, ill. 92.

45 Stylianou, Stylianou, The Painted Churches of Cyprus, 62.
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upper church of the Ossuary of the Bachkovo Monastery, the image of the famed
Constantinopolitan miracle worker is also located in the narthex, but this space
also features representations of other warrior saints shown as martyrs.** An even
clearer programmatic communication of his bust with the other members of the
same group of saints is found on the soffits of the arches in the naves of Palerman
churches, the Palatine Chapel and the Martorana.”” The same programmatic-icono-
graphic association was strikingly realized in the iconographic program of Panagia
Krena in Chios (1197), where the figure of St. Artemios appears on the southern
wall of the naos, among other members of the soldier martyr group.*® In Kars1 Kilise
(1212), Cappadocia, he is included in the rather selective “band” of warrior saints
in the zone of standing figures, together with George, Demetrios and Prokopios,
although he is the only one depicted without armor and weapons.* Finally, several
monuments of 13"-century Serbian painting have also preserved representations
of St. Artemios in a tunic and chlamys and in the company of other warrior saints,
also shown as martyrs.” On the other hand, in the programmatic context and icono-
graphic form in which they appeared in Georgia as early as the 10" or 11" century,
as attested by the abovementioned examples from Laghami and Ateni, depictions of
St. Artemios continued to be painted in this milieu even in the 13" century. As an
armed soldier, in the company of other celebrated warrior saints at prominent places
in the main part of the church, he was likely shown in the Church of St. Nicholas

46 This is a youthful, long-haired martyr, with only the last four letters of his name still legible
(MIOC). The saint’s figure can be discerned on a reproduction in the most recent book on the Bachkovo
frescoes, although the work does not offer an identification, cf. Ossuary of the Bachkovo Monastery, fig. 85.
I have proposed that this is St. Artemios in an earlier work (cf. Zivkovié, Najstarije zidno slikarstvo, 187,
n. 1143). At the time, I was not aware that Alexander Grishin had proposed the same identification in his
doctoral dissertation on the Bachkovo frescoes, while also publishing the fragment of the saint’s name:
Grishin, The Backovo Ossuary frescoes, 104, 106-107, pl. 27.b. It bears mentioning, despite not being par-
ticularly relevant for the subject at hand, that the earliest frescoes of Bachkovo have yet to be securely dat-
ed, although they are generally believed to have been painted in the second half of the 12 century. This
chronological problem was discussed very recently in Oretskaia, On the style, with an overview of differ-
ent opinions and the conclusion that the frescoes were most likely painted at the end of the 11" century,
although the possibility that this could have happened in the following century was not ruled out.

47 La Cappella Palatina, 687, 888, no. 1291; Kitzinger, The Mosaics, 159, 281, (no. 39), fig. 64;
Markovi¢, O ikonografiji svetih ratnika, 594, n. 212.

48 Pennas, Panagia Krena, 107-108, fig. 151 (no. 145), 244.
49 Jolivet-Lévy, Images et espace cultuel, 167, fig. 1, 5.

30 At the Virgin's Church of Studenica, a depiction of St. Artemios has survived on the fresco
layer from 1568, but there is very little doubt that it occupied the same spot - the second zone of the
northeastern pilaster — in the original program (1208/1209), cf. Zivkovi¢, Najstarije zidno slikarstvo, 64
(no. 136), 186-188. At Mileseva, his figure graces the same zone of the northeastern pilaster in the naos,
cf. Zivkovié, Mileseva, 20 (no. 15), 23. Together with St. George, Demetrios and Prokopios, St. Artemios
was painted in the parekklesion of St. Stephen at Zica, on the fresco layer from the 14" century, which
probably repeated the original 13"-century program, cf. Vojvodi¢, Srednjovekovni Zivopis Zice, 112, 244
(no. 10), 272 (no. 10), sl. 180. For the hypothesis that St. Artemios was also featured in the katholikon of
Sopocani cf. Tomid, Zidno slikarstvo, 258, 259.
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in Kintsvisi (after 1207)*' and certainly in the church of the Timotesubani Monas-
tery (first quarter of the 13" century).” That also seems to have been the case at the
Church of Sts. Nicholas and Panteleimon in Bojana (1259),” and it was no doubt
so in the Church of St. Nicholas Rhodias in Arta, frescoed in the second half of the
century,” and in the abovementioned church dedicated to the same saint in the
Macedonian village of Manastir.”® In the 14" century, i.e., in the art of the high Palai-
ologan period and later, representations of St. Artemios as a warrior became more
common throughout the Christian East.>

The above-presented overview of the representations of St. Artemios in the
monumental painting of the Byzantine world from the 10" to the 13" centuries
suggests that the inclusion of this saint in the group of holy warriors at Nerezi is not
surprising in the least. That is also true of the placement of St. Artemios’s image in
the iconographic program of the church and its iconographic characteristics. By the
time when Nerezi was frescoed, painting St. Artemios, in the first zone or some oth-
er prominent spot in the thematic repertoire and in direct programmatic conjunc-
tion with other warrior saints, had long become customary. Furthermore, besides
Georgia, where early representations of St. Artemios as a soldier have survived, the
saint was shown in other Eastern Christian areas in the same iconographic form as
in Nerezi — in the costume of Byzantine courtiers — until the second half of the 13"
century. From the programmatic-iconographic perspective, a particularly import-
ant example for discussing the Nerezi image of St. Artemios is his representation
at Panagia Forbiotissa in Asinou, although it is not located in the first fresco zone.
In this Cypriot church, St. Artemios appears as a martyr, together with St. Arethas,
whereas the other, more renowned warrior saints (St. Theodore Tyron and St. The-
odore Stratelates) are shown in military garb and with weapons.” Similarly, at Kars1

5L Amiranashvili, Istoriia gruzinskogo iskusstva, 227; Tatarchenko, Rospis, 92, 124, 132, ill. 1.42,
1.68, 1.83. For a dating of the frescoes in the church of St. Nicholas in Kintsvisi cf. Eastmond, Royal Im-
agery, 146-147. In the cited studies, St. Artemios was obviously identified based on his physiognomy
as the inscription with his name has not survived. It should be noted that there is a possibility, however
slight, that these are representations of St. Niketas, who was usually painted very similarly to St. Artemi-
os. For the typological characteristics of these two warrior saints cf. infra. For the same reason, caution is
advised when discussing an earlier Georgian example - the possibility that St. Artemios was painted in
the Church of the Dormition at the monastery complex in Vardzia (1184-1185). The appearance of one
warrior saint at this church matches his physiognomy, but it is equally possible that this was in fact St.
Niketas: Gaprindashvili, Vardzia, fig. 123 (with no identification of the saint).

52 privalova, Rospis‘ Timotesubani, 98. Cf. Markovi¢, O ikonografiji svetih ratnika, 594, n. 212.
53 Penkova, Obraz sviatosti, 140-141, ill. 10.

54 Fundi¢ Zidno slikarstvo, 89 (no. 38), 103.

55 Cf. n. 31 supra.

56 Cf. Markovié, O ikonografiji svetih ratnika, 594, n. 212; Walter, The Warrior Saints, 193, n. 19,
with the earlier literature.

57 Weyl Carr, The Murals, 241-242, fig. 6.18. The figures of the two Theodores in Asinou belong
to the 14"-century fresco layer but, judging by the remnants of earlier murals, it is almost certain that
they were located in the same places in the original program.
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Fig. 10. Nerezi, St. Prokopios (photo: M. Zivkovi¢)
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Kilise, St. Artemios was represented as a “regular” martyr, unlike the other warrior
saints. Another example of remarkable comparative value is his figure in the first
fresco zone at Panagia Krena in Chios, although all warrior saints in this church
wear tunics and chlamyses, unlike at Nerezi. Finally, the depiction of St. Artemios
in the Church of St. Panteleimon is a characteristic example of the saint’s typological
features. The facial features he has in the foundation of Alexios Angelos Komnenos
- long, neat, softly wavy hair parted in the middle and a short beard and mustache
- reappear, with some minor, understandable variations, in the vast majority of the
discussed examples, although, generally speaking, the Nerezi “portrait” seems closest
to St. Artemios’s depictions at Asinou and Kakopetria. The described physiognomy
was conceived in an attempt — long recognized but not compellingly explained - to
align the saint’s facial features with the appearance of Jesus Christ.*®

Several hypotheses have been advanced about the identity of the martyr next
to St. Artemios (Fig. 4). Donka Bardzieva Trajkovska was the first to try to identify
him. She argued, based on the saint’s physiognomy, that “it can be assumed, with
great certainty, that this was an image of St. Prokopios.” This view, however, does
not rest on compelling iconographic arguments. In Byzantine art, Prokopios was
usually shown as quite young and beardless (Figs. 11-12),%° not with a beard and
mustache like the martyr on the western wall of the Church of St. Penteleimon.®'
In addition, it is almost certain that St. Prokopios does appear at Nerezi, but in a
different spot: he is, as noted above, the saint on the northern wall of the western
bay, next to the two Theodores (Figs. 2, 10, 12a). All other authors have rightly rec-
ognized this warrior, not a martyr on the western wall, as St. Prokopios.®* I believe

58 In the guidelines for painting St. Artemios, the Hermeneia by Dionysios of Fourna expressly
states that he is “like Christ in appearance,” cf. Medi¢, Stari slikarski priru¢nici II1, 402/403.

59 Bardzieva-Trajkovska, St Panteleimon at Nerezi, 70-71, fig. 51. Ida Sinkevi¢ did not discuss
the martyr’s identity, cf. Sinkevié, The Church of St. Panteleimon, 60, pl. 19, fig. LIV, 59.

60 On the iconography of St. Prokopios in Eastern Christian art cf. Walter, The Warrior Saints,
96-99; Gabeli¢, O ikonografiji svetog Prokopija; Schandrovskaia, Mokhov, Izobrazheniia sviatogo Prokopi-
ia; Tsantélas, H Aatpeia Tov apiov Ipoxomiov; PE 58, 330-333 (M. A. Makhan’ko, E. M. Saenkova).

61 This iconographic inconsistency was already noted by Spahiu, Razvojniot pat, 57, n. 17, in
her rejection of the hypothesis that this is St. Prokopios. Ovcharova, Freski Nerezi, 78, also thinks that
there is not enough evidence to support this identification. In an attempt to show that St. Prokopios was
shown next to St. Artemios, Bardzieva-Trajkovska, St Panteleimon at Nerezi, 71, n. 225, mentions this
warrior saint’s representation at the Church of St. Nicholas in Manastir as its closest analogy. On that
fresco, however, St. Prokopios has his usual youthful physiognomy, cf. Kostovska, Sveti Nikola Manastir,
214-216, sl. 246, 392.

62 Tomekovi, Les répercussions, 28, n. 25; Maguire, Icons of Their Bodies, 20-21, 50, fig. 10; Sink-
evi¢, The Church of St. Panteleimon, 59-60, fig. 60; Grotowski, Arms and Armour, fig. 45b; Ovcharova,
Nerezi, 29; eadem, Freski Nerezi, 174, 281, color fig. 88; Grotowski, Ot otpatiwtikoi &ytot, Ewk. 32. On the
other hand, Bardzieva-Trajkovska, with a dose of caution, argues that this could be a figure of St. Merkou-
rios. She bases this hypothesis on “the typological features” of the saint’s face but does not offer a compar-
ison with other depictions of St. Merkourios to support her claim. In addition, she incorrectly reports that
the warrior in question has “a very short, dark beard’, cf. Bardzieva-Trajkovska, St Panteleimon at Nerezi,
71, fig. 52. In fact, he is beardless, but the contours of his jaw are additionally emphasized with two thicker
lines. As is well known, St. Merkourios was always painted as a mature man, with a beard and mustache.
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Fig. 11. Koutsovendis, St. John Chrysostom Monastery, Church of Holy Trinity, St. Prokopios
(after: Mango, Hawkins, Boyd, The Monastery of St. Chrysostomos)

that this identification should be accepted with no reservations. Moreover, it can be
elaborated in more detail. Firstly, a more general argument speaks in its favor: in the
post-Iconoclast period of Byzantine art, St. Prokopios was often classed among the
most highly revered warrior saints.*® This is attested by his depictions in 12-century
Byzantine monumental painting, a body of art chronologically closer to the Nerezi
frescoes.®* Admittedly, the physiognomy of St. Prokopios at Nerezi is not entirely
typical, at least not in the period when it was painted. However, it is easy enough to
prove that this should not be seen as a relevant enough factor to challenge the pro-
posed identification but rather a testament to a degree of flexibility in the saint’s ico-
nography. The most unusual feature is his hair, which is parted at the top of the head
and combed behind his ears and not wavy as usual (Fig. 11). But the same hairstyle

On his iconography cf. n. 69 infra. The caption for the drawing published in Nerezi. CrteZi na freski, 22,
states, probably accidentally, that St. Nestor was shown next to the two Theodores, although the same
book mentions his image earlier, together with St. George and St. Demetrios, cf. ibid., 20.

63 Markovié, O ikonografiji svetih ratnika, 592-593.

64 For a list of examples see Zivkovid, Najstarije zidno slikarstvo, 207-208.
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appears on a depiction of Prokopios in another first-rate monument of the 12 cen-
tury - the Palatine Chapel (Cappella Palatina) in Palermo, on a a mosaic made by
Constantinopolitan artists sometime after 1143 (Fig. 12b).® Admittedly, the ends of
St. Prokopios’s hair on the Sicilian image are not the same as in Nerezi, where it ends
in a few coiled, strikingly stylized strands. This detail on the Nerezi depiction of St.
Prokopios is somewhat reminiscent of the saint’s representation at the Holy Anar-
gyroi in Kastoria (1170-1180). There, the strands of the saint’s hair are once again
tucked behind the ears, although they are not nearly as luxuriant as in the founda-
tion of “Kyr Alexios Komnenos” (Fig. 12¢). Even much later, in Palaiologan art, there
were depictions of St. Prokopios that can be associated with his Nerezi representa-
tion in terms of this stylistic-iconographic detail, for instance, his images at the Vir-
gin Peribleptos in Ohrid, the katholikon of the Chora monastery in Constantinople,
the King’s Church of Studenica and the Holy Apostles at the Patriarchate of Pe¢, on
the fresco layer from c. 1380 (Fig. 12d).”

So, another martyr must have been painted next to St. Artemios at Nerezi rather
than Prokopios. Very recently, it has been proposed that it is, in fact, a depiction of St.
Merkourios.®® Although this claim has much more grounds than the previous one, I
am inclined to reject it as well. Like the martyr on the western wall of St. Panteleimon,
St. Merkourios was indeed shown in Byzantine art with a short beard and mustache
and curly hair, but not with almost shoulder-length hair like the saint at Nerezi.®

A third possibility was proposed in the most recent monograph on the Nerezi
frescoes. Its author, Olga Ov¢arova, argues that the image on the western wall of the
naos, next to St. Artemios, represents St. Niketas.”” This hypothesis seems the most

65 La Cappella Palatina, 687, 889, no. 1292.

66 pelekanides, Kaotopua, miv. 23p. For the time when those frescoes were painted cf. Pelekanidis,
Chatzidakis, Kastoria, 44 (M. Chatzidakis). The curls behind the ears of St. Prokopios are even less con-
spicuous on the bronze icon of the Deisis with the figures of three warriors (11" century), most likely of
Constantinopolitan origin, now kept in the Museum Mayer van den Bergh in Antwerp, cf. Splendeur de
Byzance, 180, no. Br. 23 (J. Lafontaine-Dosogne). The same detail can be seen on the mosaic representa-
tion of St. Niketas at the Martorana, although its present-day appearance is the result of a 19"-century
restoration, cf. Kitzinger, The Mosaics, 163, 288-289, fig. 65.

67 Markovi¢, The painter Eutychios, Fig. 9a; Underwood, Karye Djami, I, 249, 255-256; III, pl.
500-501; Babi¢, Kraljeva crkva, 207, sl. 177; Tasi¢, Zivopis, 235, sl. 2. For a dating of the frescoes of the
choir spaces at the Church of the Holy Apostles in Pe¢ see Vojvodic, High Medieval Times, 268.

68 Spahiu, Razvojniot pat, 57, sl. 1a (=eadem, Sveti Merkurij, 7, sl. 1).

9 The described and certainly not negligible iconographic differences become apparent already
in a comparison with the closest analogy on which the view that St. Merkourios was depicted at Nerezi
is based - the representation of this saint in Panagia Kosmossotira in Vira, cf. Spahiu, Razvojniot pat, 57,
n. 58, with literature. On the iconography of St. Merkourios, besides the cited works by Jehona Spahiu,
cf. Markovic, Sveti ratnici iz Resave, 204-206; Walter, The Warrior Saints, 102-108; Gabeli¢, Manastir
Konce, 167-171; PE 44, 738-741 (N. V. Gerasimenko, E. M. Saenkova, IU. N. Buzykina).

70 Ovcharova, Freski Nerezi, 282-283. Ov¢arova had earlier proposed the same view in her
overview of the iconographic program of the Nerezi frescoes: eadem, Nerezi, 29. The entry on the ico-
nography of St. Niketas in PE 49, 532 (E. M. Saenkova, M. A. Makhan’ko) also reports that he was paint-
ed on the western wall of the Nerezi katholikon.
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Fig. 12. Depictions of St. Prokopios: a) Nerezi; b) Palatine Chapel in Palermo;
¢) Church of St. Nicholas in Kastoria; d) Church of Holy Apostoles in the Patriarchate of Pe¢
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Fig. 13. Decani, St. Niketas (photo: Blago Fund)

sensible, although it still lacks a proper explanation because the arguments Ov¢aro-
va cites in its favor do not seem convincing enough. Namely, to support her claim,
the author only reports that the martyr next to St. Artemios also has a Christ-like
physiognomy.” However, that is only partially correct. The faces of the two saints
are indeed similar - both are mature men with a mustache and a short, tidy beard,
almost identically executed, and the shape of their eyes and nose are also very
much alike. But one highly characteristic detail, present on the representation of St.
Artemios and the Christ-like depictions of St. Niketas, is missing from the image of
the unidentified martyr: he does not have the neat, slightly wavy hair parted at the
top with which St. Niketas was routinely painted when his representation sought
to emulate Christ’s.”> As is well known, such representations of St. Niketas became
prevalent in 14™-century painting (Fig. 13),” so it is understandable that the Her-
meneia by Dionysios of Fourna notes that he, like St. Artemios, is “like Christ in

71 Ovcharova, Freski Nerezi, 282-283, where the closest analogies for the appearance of both
saints are said to be their images in some 14™- and 15"-century Serbian monuments.

72 On the Christ-like representations of St. Niketas and the reasons behind their emergence cf.
Markovi¢, Predstave, 504-505. On the iconography of St. Niketas in general see ibid., 497, 502-506. Cf.
also Lcl 8, col. 42-43 (G. Kaster); Walter, The Warrior Saints, 231-233; PE 49, 531-535 (E. M. Saenkova,
M. A. Makhar’ko).

73 Cf. Markovié, Predstave, 504, n. 90, with the earlier literature; ibid, Sveti Nikita, 192; PE 49, 532.
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appearance.””* The history of this very suggestive iconographic concept dates back
to the 11" century, judging by his depiction in the evangelistary with a menologion
from the Biblioteca Apostolica Vaticana from the third quarter of that century (Vat-
ic. gr. 1156, fol. 252r).” This solution spilled over into monumental art no later than
the beginning of the 12" century, as attested by the image of St. Niketas at the Holy
Trinity church of the St. John Chrysostom Monastery at Koutsovendis in Cyprus
(c. 1100).7¢ Slightly later, in the fifth decade of the century, a Christ-like representa-
tion of Niketas was painted in the Palatine Chapel in Palermo’” and, at its very end
(1197), in Panagia Krena in Chios.” This variant also appears in the fresco ensem-
bles of the 13™ century, up to its closing years. This is evidenced by the examples in
some Serbian churches (Holy Apostles in Pe¢)” and the monuments in Mani, Kyth-
ira and the Dodecanese.*

Taking into account all of the above-presented information on the emergence,
evolution and iconographic characteristics of the “Christ-like variant” of represent-
ing St. Niketas, we would expect this warrior saint to be shown at Nerezi with wavy
hair parted at the top of the head, especially because the church was most likely fres-
coed by Constantinopolitan painters, who would have been very familiar with the
iconographic standards of Byzantine art. In other words, since the appearance of the
martyr shown next to St. Artemios is somewhat different from the most widespread
variant of St. Niketas’s representations, the view that it is an image of the great mar-
tyr of Caesarea must not be accepted without some reservations. However, although
not without significance, those iconographic inconsistencies do not seem to be a
strong enough reason to discard the view that this is indeed a figure of St. Niketas
the Goth. Besides the similarity of his face with the “portrait” of St. Artemios next
to it, this view is supported by the existence of an alternative iconographic template
for painting St. Niketas. Firstly, it should be noted that his representations in Middle
Byzantine manuscripts and some works of the applied arts from the same period
considerably differ from the ones discussed above. He was shown there with slightly

74 Medi¢, Stari slikarski priru¢nici 111, 402/403.

7> Duié-Serdar, Tlustracije, 68-69. A digital reproduction of the miniature is available at: https://
digi.vatlib.it/view/MSS_Vat.gr.1156 (accessed on April 12, 2022).

76 Mango, Hawkins, Boyd, The Monastery of St. Chrysostomos, 92, fig. 166; Parani, A Monu-
ment of His Own?, 24, 28, fig 1 (no. 55).

77 La Cappella Palatina, 687, 886, no. 1287. In this example, the hair of St. Niketas is slightly
shorter than usual but that is also the case with St. Artemios, cf. n. 47 supra.

78 Pennas, Panagia Krena, 108, fig. 151 (no. 147), 244. St. Niketas was identified on the murals
of the Transfiguration Church of the Monastery of St. Euphrosyne in Polotsk (c. 1161), cf. Sarab‘ianov,
Spaso-Preobrazhenskaia cerkov', fig. on p. 153. However, the possibility that this is a representation of
the other Christ-like saint, Artemios, cannot be ruled out.

79 This unpublished depiction of St. Niketas is located on the soffit of the western arch support-
ing the dome.

80 Drandakés, Bulavtivég Toyoypagiec, 78 (no. 28), 91-92, fig. 20. on p. 94; Chadzidakis, Bitha,
Kythera, 116, fig. 7; Katsioté, Emokonnon, 283, miv. 98-99.
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longer hair, not parted but combed straight at top of the head.®' Examples of another
variant, preserved in 11"- and 12"-century painting, are even more relevant. The
most prominent among them is the representation of a beardless St. Niketas in the
katholikon of the monastery of St. Luke of Steiris in Phocis, whose hair is made up
of large, round curls.®? For our comparison with the image of the unidentified mar-
tyr at Nerezi, an even more valuable example is the depiction from Panagia Phor-
biotissa in Asinou, Cyprus.*® There, like at Nerezi, the strands of the saint’s hair are
positioned vertically, and the execution of the curls falling on the sides of his face is
very similar in both examples. Admittedly, at Asinou, the hair is considerably short-
er, and his very sparse mustache and beard are only indicated with lines. Further,
there are examples that seem to employ a combination of the iconographic variants
of St. Niketas discussed so far, and it is these that are of critical importance for the
topic at hand. In those images, St. Niketas was shown with a short beard and mus-
tache and long hair, like in the “Christ-like variant,” but his hair is curly rather than
being straight and parted. First of all, let us take a look at his representation on the
recently published bronze icon from the Paul and Alexandra Canellopoulos Muse-
um in Athens, dated, rather broadly, to the 13" century (Fig. 14).5 Here, St. Niketas’s
hair is made up of pronounced curls, like in Phocis and Asinou, but it is some-
what longer than in those two images, which makes it more similar to the martyr at
Nerezi. Finally, St. Niketas has very similar facial features in a church in the territory
of Byzantine Macedonia, frescoed approximately a hundred years after Nerezi. This
comparative example, in my view, has a decisive role in affirming the opinion that
it was indeed St. Niketas who was painted next to St. Artemios at Nerezi. It is the
representation of this megalomartyr in the Church of St. Niketas in the village of
Manastir, in the Mariovo region near Prilep, built by the monk Akakios, formerly
protostrator Alexios, from 1270/1271.% The two images are almost identical in terms

81 Seveenko, Illustrated Manuscripts, 17, 121, 177, fig. 1A1, 3E2, 5D2-5D3; El Menologio de
Basilio II, 37. In Metaphrastian menologia, St. Niketas appears as mature and with a beard and mustache
and in the Menologion of Basil II as a bare-faced young man, which is also the case in the synaxarion of
Euthymios, hegoumenos of the Iviron Monastery (cf. Alibegashvili, Hudozhestvennyi princip, tab. 6.a).
The saint is also beardless on the reliquary from the Great Lavra Monastery (cf. Mathews, Dandridge,
The Ruined Reliquary, 120, fig. 14) and the processional cross from the George Ortiz Collection in
Geneva, cf. Markovié, Predstave, sl. 4, The varying age of St. Niketas the Goth has already been noted
in scholarship. A likely explanation would be the identification of this saint with the eponymous martyr
from Nicomedia, who is described in hagiographical sources as very young, cf. ibid., 503-504, with
other representations in art, sources and literature.

82 Chatzidakis-Bacharas, Les peintures murales, 100-101, fig. 45, 48. St. Niketas has curly hair
of the same length on a bust in the crypt of the monastery katholikon, but he also has a beard and mus-
tache (cf. Connor, Art and Miracles, 13, fig. 16), which is also the case in the Church of St. Panteleimonn
near Ano Boulari, Mani, Greece and the katholikon of Nea Moni in Chios, cf. Drandakés, BulavTivég
Totoypagiec, miv.92; Mouriki, The Mosaics of Nea Moni, 74, pl. 85.

83 Weyl Carr, The Murals, 244, fig. 6.21.
84 Byzantium, 330-1453, no. 209 (M. Bacci); Skampavias, Avéylvgpa uetaddica eikovidia, 207, eix. 4.
85 Kostovska, Sveti Nikola Manastir, 216-219, 248-249, sl. 411.
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Fig. 14. Athens, Paul and Alexandra Canellopoulos Museum, bronze icon of St. Niketas
(after: Byzantium, 330-1453)

of their typology (Fig. 15). At Manastir, the beard is only slightly fuller and less neat
at the ends than in the Church of St. Panteleimon. The hairstyles of the two saints
also seem to support the claim that they were based on the same iconographic tem-
plate, although there are some differences of secondary importance in their execu-
tion. On both representations, the part above the forehead consists of a horizontal
line of thick curls, which also form the curls combed behind the ears and reaching to
the saint’s shoulders. Only the hairs at the top of the head were executed differently:
in Mariovo, they are more curled than at Nerezi.

& 3k %k

Besides the typological features of some figures, the Nerezi group of warrior
saints also deserves attention for the fact that six of its members are shown as sol-
diers while the others are dressed in the costume of Byzantine court dignitaries.
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b)

Fig. 15. a) Church of St. Nicholas in Manastir, St. Niketas; b) Nerezi, St. Niketas

The described concept was well known in earlier Byzantine art. Particular-
ly representative analogies are found in the well-known ivory triptychs produced
in Constantinople in the 10" century and now kept in the Louvre Museum and
the Museo Sacro della Biblioteca Apostolica in the Vatican, whose side panels fea-
ture frontal figures of eight warrior saints (Fig. 16).% On these reliefs, like at Nerezi,
there is a clear iconographic distinction and a conspicuous programmatic hierarchy
among the soldier saints. The most renowned among them, shown with weapons
and military equipment, are positioned in the upper zones, with the minor saints or
some highly venerated ones whose cult had yet to acquire a full military character
(Demetrios, Prokopios) placed below them.

And yet, the described iconographic combination would have been archaic
at the time when the Nerezi church was frescoed. By the 12 century, the practice
of depicting processions of armored and armed warrior saints in the first fresco
zone or some other, more or less prominent spot in the church had become well-es-
tablished.®” However, group representations of soldier martyrs had not completely
disappeared. They occasionally surfaced throughout the century in different corners
of the Byzantine world. As martyrs, warrior saints were shown, in the shape of busts

86 For the latest discussion on the two triptychs, with an exhaustive bibliography, cf. Eastmond,
The Heavenly Court, 96-97 (no. 2), 98-99 (no. 3) et passim.

87 Cf. Markovié, O ikonografiji svetih ratnika, 590-591, with examples and literature.
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Fig. 16. Paris, Musée du Louvre, The Harbaville Triptych
(after: Byzantium, 330-1453)

in medallions, in the parekklesion of the Holy Trinity at Koutsovendis (c. 1100)%
and the Palerman churches whose mosaics were made by Constantinopolitan art-
ists.® Until the last decades of the 12" century, it was possible for warrior saints to
be represented in patrician costumes rather than in the iconographic form that had,
by then, become customary for them. This is attested by their depictions in the her-
mitage of St. Neophytos near Paphos (1183)* and Panagia Krena in Chios (1197).”

88 Mango, Hawkins, Boyd, The Monastery of St. Chrysostomos, 89, pl. 8, fig. 141-146; Parani, A
Monument of His Own?, 24, 28, fig. 20-21.

89 La Cappella Palatina, 686-687, 886, 888-889, 890, no. 1285-1294, 1297; Kitzinger, The Mo-
saics, 159, 288-291, fig. 59-65. Some later depictions of warrior saints as soldiers have survived in the
Palatine Chapel, cf. n. 21 supra.

90 Mango, Hawkins, The Hermitage of St. Neophytos, 175-176, fig. 86-88. Cf. Tomekovi¢, Les
répercussions, 27; eadem, Ermitage de Paphos, 153.

1 Pennas, Panagia Krena, 106-112, fig. 244, 247, 251-253.
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Fig. 17. Asinou, Church of Panagia Forbiotissa, St. George and St. Eustathios Placidas
(photo: G. Fousteris)

Further evidence of the use of the “archaic” iconographic template is provided by
some depictions on icons, such as the busts of Theodore Stratelates and St. George
on the bottom edge of an icon of Jesus Christ from Panagia Arakiotissa in Lagoud-
era (c. 1192)* or the mosaic icons of St. George and St. Demetrios from the Xeno-
phontos Monastery, if they were indeed made in that century, as scholars tend to
believe.”” The discussed iconographic concept endured longest in Serbian art. In sev-
eral foundations of Serbian rulers from the 13" century, warrior saints were depicted

92 Papagesrgiou, Eucoveg tng Kbmpov, 19, ewk. 10. The representations of the two warrior-saints
on this icon were noticed by Tomekovi¢, Les répercussions, 27, n. 21.

93 For the most recent discussion of the time when these works were created, with earlier litera-
ture, cf. Semoglou, Mosaic Icons, 245-246, fig. 1-2, who allows the possibility that the icon of St. George
was made toward the end of the century but notes that the icon of St. Demetrios seems to be of a slightly
later date. Tomekovic, Les répercussions, 27, n. 21, notes that the iconography of the two warrior saints
would have been unusual at the time when the icon was made, which she dates to the late 12 century.
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in tunics and chlamyses with tablia, although some could also be shown with weap-
ons and some elements of military equipment.”

The closest analogy for the concept employed at Nerezi — a combination of
soldierly and martyrial representations of the warrior saints — has already been men-
tioned in this text: the figures of the warrior saints in Panagia Forbiotissa in Asinou,
although their arrangement is not as programmatically principled or visually effec-
tive as the one in Nerezi.”” In Asinou, it bears repeating, besides the two Theodores,
the busts of the soldier martyrs Artemios (Fig. 8) and Arethas were painted on the
northern wall of the church, in the second zone.*® The opposite, southern wall of
the naos features a full-length figure of St. George as a soldier, restored in the 14"
century,” with St. Eustathios Placidas, dressed in a tunic and chlamys and holding
a martyr’s cross in his right hand, shown next to it, on the same layer (Fig. 17).”® As
the counterpart to this saint, on the corresponding surface of the northern wall, on
the original fresco layer, there was a representation of St. Nikephoros of Antioch, of
which only fragments have survived,” and the figure of Niketas the Goth, also de-
picted in a courtier’s costume, is located in the western bay of the naos.'®

94 For more details see Markovié, O ikonografiji svetih ratnika, 603-604; Vojvodié, Zidno slikar-
stvo, 159-160; Zivkovi¢, Najstarije zidno slikarstvo, 219-220.

95 The described iconographic differentiation was implemented even less consistently in the
above-mentioned Kars: Kilise, where St. Artemios is the only warrior saint dressed in patrician clothing.
Cf. n. 49 supra. Similarly, at the Hermitage of St. Peter of Korisa, frescoed after 1219, in the first fresco
zone, with the saints shown as soldiers, St. Niketas appears in the costume of Byzantine dignitaries, cf.

96 Cf. n. 44 supra.
97 Weyl Carr, The Murals, 242, fig. 6.22.

98 Ibid., 245-246, fig. 6.22. In my view, the author baselessly questions the possibility that the
image of Eustathios Placidas was located in the same spot in the original fresco layer. The doubt is a
result of the fact that the paper fails to note that the saint’ figure belongs to the warrior saint group
although he was not shown as a soldier. Cf. next footnote.

99 'This spot is now occupied by a figure of St. Nikephoros, Patriarch of Constantinople, painted
in the 16™ century. However, since there are visible remnants of a chlamys and tunic beneath the original
fresco layer, it has been inferred that the original figure represented the martyr of Antioch rather than
the patriarch who bore the same name. His inclusion in the program could be explained by the fact that
he was the namesake of magister Nikephoros, the ktetor of the Virgin's Church at Asinou, cf. ibid., 244
245, fig. 6.20. Another argument in favor of this identification is that St. Nikephoros was venerated as a
warrior saint although there is no mention of him in Christopher Walter’s extensive study on represen-
tations of this type of saint in Byzantine art (cf. Walter, The Warrior Saints). There are, however, several
Byzantine seals from the 13" and 14" centuries with representations of St. Nikephoros as a soldier, cf,
Alekseenko, Pechat’, 276-278, with examples and literature. I will discuss the iconography of St. Nikeph-
oros of Antioch in a forthcoming text; for the purposes of this paper, suffice it to mention that his figure
was included in the soldier martyrs group at the Virgin’s Church of Studenica, cf. Zivkovi¢, Najstarije
zidno slikarstvo, 175-176.

100 ¢f. 1, 83 supra. St. Demetrios was shown as a martyr in the narthex of the church (the murals
from the 14" century) not far from another equestrian representation of St. George, cf. Kalopissi-Verti,
The Murals of the Narthex, 164-165, fig. 5.1, 5.34.
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CBETV PATHUMILIN Y HEPE3VIMA - ITEPCOHAJIHM CACTAB 11 IPYTA
3AITAJKAIBA O MKOHOTI'PAOUI

3upno cnukapcrso Llpkse Cperor IlanTenejmona y cenry Hepesuma xop Cko-
b3, Koja je 1164. roayHe carpaheHa cpefcTBuMa BU3AHTIjCKOT apUCTOKpaTe AJlek-
cuja Anbena KomuuHa, yHyka Bacunenca Anekcuja I (1081-1118), npexncraBiba,
OJJaBHO C€ 3Ha, je[lHO Off Haj3sHaYajHUX OCTBapera BU3aHTMjCKOT cimKapcTsa XII
croneha. Y HoBuje BpeMe, ppeckama Hepesa nmocseheHe cy yak Tpu MoHorpadcke
cTynuje, Koje cy Hammcane Vpga Cunkesuh, [Jonka bapymjesa-Tpajkoscka n Onra
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Osuaposa. Jako je ukonorpagcku mporpam caukapcrsa Lpkse Cseror ITanTenej-
MOHA IIOfIpOOHO aHAIM3UPAH Y TPUMa IOMEHYTHUM KIbJUTI'aMa, IberOBO VICTPasKUBambe
ce y IOjefMHUM acIeKTVMa MOXKe JOIYHUTH M MPOAyOuTH. Y OBOM pajly Makma
je mocsehena ¢urypama cBeTyx paTHUKA KOje ce Hajase y IPBOj 30HM >KMBOINUCA
3aMaJiHOT TpaBeja Haoca. ToM IpymoM HepecKUX CBeTUTe/ba MMa CMMC/IA M3HOBA Ce
103a0aBUTH 300T TOra IITO CY O UICHTUTETY IOjeVIHUX BEeHUX IIPUIIaIHIKA U3HO-
LIE€HA Pa3/IN4YNTa MALUbERA Y HAYYHOj TUTEPATYPIU.

[MlecTopuila CBeTUX PAaTHMKA HA CEBEPHOM U jy>KHOM 31Jly 3allajIHOT TpaBe-
ja upkse Ceror IlanTtenejmona y Hepesnma ofaBHO Cy TauHO U/jeHTU(DUKOBAHM.
IIpBy 30HY jy>KHOT 3MZa 3aIpeMajy pelpe3eHTaTHBHe, QPOHTAHO IIOCTAB/bEHE
¢durype Tpojune Mragonukux Bojuuka — Hopha, Jumurpuja u Hecropa (ci. 1).
Kao »MX0BM NMaHJaHM Ha HACIIPAMHOM, Ce€BepHOM 3upay Hacnukanu cy Ceetn Te-
onop Tupon, Teogop Crparunar n IIpokonuje, unja cy Tena Takobhe xujepaTndHoO
IpMKa3aHa, a/lM y3 HEWITO U3PAXKEHM]y Bapujanujy nokpera. JoroBo cBM paTHULIU
0 KojuMa je ped 61 Cy, Kao IITO je 0Opo MMO3HATO, HAJIOLITOBAHNUU Y OKBUPY
CKyNMHE CBETUX PaTHMKA J HJUXOBO IIPUCYCTBO je 6110 TOTOBO 06aBe3HO Y IpyIl-
HUM TIpeficTaBaMa IIPUIIAJTHIKA Te€ CBETUTE/bCKE KaTeropuje Y CpefboBI3aHTUjCKO]
YMETHOCTH, IIa I KacHUje. 3aHMM/bUBO je, UCTUHA, fa Y Hepesuma Huje npencTa-
B/beH CBeTu MepKkypuje, Koju je cafiao y CKYIMHY Off IIeCTOpMIle HajIOLITOBA-
HUjUX CBeTUX paTHUKa y Busanrtuju, Hutu CBetu JeBctaruje Ilnakuma, unju je mmx
Y CPeAmOBU3AHTIjCKOj YMETHOCTHU TaKohe BeoMa 4ecTO CIMKaH. YMECTO HEeKOT Of
IIOMEHYTe JIBOjMIle, Y HEPECKY TPpyIy paTHuKa yspuiteH je Ceetu Hectop. VMako me-
roB 1300p Huje cacBUM yoOudajeH, Hije IIOCpeay HI U3pasnuTa 0COOEHOCT, HOMITO
ce muk Ceeror Hecropa y aToM IporpaMcKOM KOHTEKCTY II0jaB/bMBa0 U paHuje
Yy MOHYMEHTa/IHOj YMETHOCTY BU3aHTHjcKor cBeTa (ci. 3). lllTaBumre, CBetn Ieop-
ruje, Jumurpuje u Hecrop cy, ocum y Hepesuma, 1 y HEKOIMKO SPYIUX XpaMOBa
XII u XIII Beka cnukanu jefan go gpyrora (hedary, Ceern Huxona y Kacropuju,
BboropoauunHa npksa y Crygennnn). Konauno, u rpyna ceeture/ba Ha CeBEPHOM
3Mly 3amaiHOT TpaBeja Haoca yoOmdeHa je o Mofieny Koju ce cpehe y apyrum
penpe3eHTaTMBHUM CIIOMEHMIIIMAa KOMHIMHCKE MOHYMEHTa/THe YMETHOCTH, Ia U Y
HekuM Mnahum dpecko-ancambnuma. [Isojunia Cetux Teomopa cy, Tako, 3ajegHo
ca CernM IIpokonujem npepcraspenn y npksama Kacropuje (Cetn Hukona,
Ceertu Bpaun), boropopnunnoj npxsu y Crygenunu u Llpksu Ceeror Hukone n
[Tanrenejmona y bojanmu.

ITopen mecropuiie CBeTUTE/HA HA jy’KHOM M CEBEPHOM 31Jly 3allajHOT Tpa-
Beja, U HeKe [ipyre GuUrype Npuiazgajy rpynm cBeTUX paTHMKA. VcTuHa, cBeTUTe/BI
0 KOjuMa je ped HUCY IPMKas3aHM y BOjHOj OIIpeMU 1 ca Opy’XjeM, Beh y TyHmuKama
u xnmamupama. CacBum je moryhe fa map MydeHNMKa Ha CEBEPHOj CTPAHM 3amaf-
Hor 3upa (c1. 2) cIajja y KaTeropujy cBeTux patHuka. To ce, mehyTum, ganac He
MO>Ke TIOY3/JaHO YCTAHOBUTH jep Cy BbUX0Be IpeficTaBe Telko omrehene. CacBum
je, ¢ Ipyre cTpaHe, M3BECHO Jla Y Ha3HAa4eHY CKYNMHY Tpeba ybpojatu fBojuIly
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My4eHMKa Ha jy>KHOj IIOJIOBMHM 3allafHOT 3uja (C1. 4 U 5), 4Mjy Ce UTEHTUTET
MO>Ke TOTOBO CaCBMM IIOY3[aHO YCTAaHOBUTY, IpeMza He 0e3 13BecHOr Hamnopa. Of
ABOjUILIE CBETUX PaTHMKA-MYYEHMKA HA jy>KHOM JIe/Ty 3allaIHOT 3M/ja JIAKILE je T0Y-
3/JaHO ITPENO3HaTH OHOT Ha NieBoj cTpanu. Ilocpenu je npexcrasa Ceeror Apremu-
ja, Kao penpeseHTaTUBaH NPUMEP y UCTOPUjaTy IpeJCTaB/batba TOT CBETUTEhA Y
CPenmbOBM3aHTIjCKOj yMeTHOCTHU. KOMMKo cMo ycnenn fa yCTaHOBMMO, HajcTapuja
npencraBa CeeTor ApreMuja y MOHYMEHTA/THOM C/IMKAapCTBY cadyBaHa je y LIpksu
Xpucra Cnacurerma y ceny Jlaramujy, y 6nusnun Mecruje, y Topwoj CBaneTuju,
4ije ce ppecke HaTYjy y PacloHy Off IipBe 4eTBpTUHe X 0 IIpBe mojoBuHe XI Beka
(cn. 6). Ha tny Ipysuje, CBetu Apremuje je IOTOM HAac/lIMKaH U Y UpKBK ,CHUOH" ¥
AreHnjy, OCIMKaHOj y Apyroj monoBuHy X1 Beka, MOX/Ia Y ieBeTOj AeleHujn (CII.
7). Y oba rpysaMHCKa CIIOMEHMKa, CBETUTE/b je IPUKa3aH Kao BOjHMK. MehyTum,
cynehu npema pacronoxmnsoj rpabu, Ha IpyruM cTpaHaMa BU3aHTHjCKOT KYATYp-
HOT IIPOCTOpa je Taj cBeTuTeb cBe o 3penor XIII croneha npukasusan y o6mmdjy
MYy4eHMKa, TO jeCT Y TYHUIIM U XTaMUMM, HEPETKO U ca KpcToM y pyuu. O Tome
cBefioue mwerose npeacrase y Ceeroj Coduju y Kujesy, Lpksu Boropopure ®op-
6notuce y Acuny (cn. 8), Ceeror Hukone tng Ztéyng y 6mmsunn cena Kakomerpuje
(cm. 9), ropwoj upkBu y KoctypHuu Manactupa baukoa, xpamoBuma Ilanepma
(ITamarmHcka Kanena, Mapropana), [Tanaruju Kpuan Ha Xuocy u Kapun knnmce
y Kamagoxuju. C pyre ctpaHe, y BUly HAOPY>KaHOT BOjHUKA, Y APYLITBY APYTUX
C/TaBHMX CBETUX PATHUKA, HA MICTAKHYTUM MeCTuMa y nporpamy, Ceetu Apremu-
je je mpukasaH y Hekomuko cioMenuka XIII Beka (Ceetn Hukona y Kunusncujy,
Tumorecy6ann, bojana, npksa Ceeror Huxomne tg Podidg y Aptu, Llpksa Ceetor
Huxkone y Manactupy).

O upeHTNTETY My4eHUKa KOji je MpuKasaH nopep Ceeror Apremuja (ci. 5)
VI3HETO je HEKOMMKO npeTnocraBku. IIpBa je nokymrana ga ra npenosHa Jlonka bap-
1mjeBa-TpajkoBcka, cMarpajyhu, Ha 0CHOBY (M3MOHOMIje CBETUTEbA, fla Ce ,,Ca Be-
JIMKOM CUTypHoIIhy MOXe IIPeTIoCcTaBUTU  fia je y mutamy K Ceeror [Tpokonuja.
CacsuM je, mehytum, ussecno ga je Ceeru IIpokomnmje Hac/IMKaH Ha JPYTOM MeCTy
y Upksu Cseror IlanTenejMoHna. Y nUTamy je, Kao LITO je paHUje pe4eHo, CBeTUTeb
Ha CeBepHOj CTpaHM 3allaffHOT TpaBeja, IpMKasaH nopey Asojune Ceetnx Teomopa
(cm. 2, 10, 12a). Tpeba, goxyme, npusHatu fa ¢usmonomuja Ceeror IIpokonuja y
Hepesuma Huje cacBuM tunnyHa. Heo6udHoO je moHajBulIlle TO IITO je HeroBa Koca
pasje/beHa Ha TeMeHY U 3adell/baHa ¥3a YIINjy, a He KOBpliaBa Kao o6u4Ho (cm. 11).
Taxso pememe cpehe ce, mehyTnm, n Ha npencrasu Csetor Ilpokonmja y jegHOM
apyrom npsopaspegHoM cnoMmeHuKy XII Beka — Ilanmarmuuckoj kanenu y ITanepmy, y
OKBMPY C€TMEHTa MO3aW4KOT IIporpama Koju cy mocie 1143. uspagnnm napurpaj-
ckn ymetHunu (c. 126). CacBuM HelaBHO, M3HETO je MUIIUbeIbe fia je, 3alIpaBo, ped
o ipesictaByu Ceetor Mepkypuja. Hu TakBy naeHTHPMKAIN)y He CMaTpaMo IIpHXBa-
T/BUBOM, U3 MKOHOrpadckux pasnora. Tpeha moryhHocT npepnoxena je y HajHOBHM-
joj Mmonorpaduju o ¢ppeckama Hepesa. Ibena ayroka Onra OBuyapoBa Bepyje Aa je
Ha 3amajHoM 3upy, nopen Csetor ApreMuja, Hacmkad Ceetu Hukura. Io Hamem
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MUILbeY, HaBefieHa fieHTUdUKalLMja je HajpasnoxHuja. Victuna, Ceetu Huknra
HUje MPUKa3aH ca CTAHJAP/IHUM TUIIONOIIKMUM OJJIMKaMa JIMKa, TO jeCT ca BallOBU-
TOM KOCOM pasJie/beHOM Ha TeMeHY, Kao obuvHo (c1. 13). VMmak, Taj nmuk je Beoma
C/IMYaH iBaMa MpMMepyMa jefjHe HellITO Apyradnje BapyjaHTe HeroBor ,,IIopTpera’,
Ha KOjJMa je IIpMKa3aH ca OpPKOBMMA, KPaTKOM OpafioM I ZYradKoM, KOBPIIABOM KO-
com. O ToMme cBeffode HelaBHO objaB/beHa OpOH3aHa MKOHA 13 Konekuuje Kaneno-
nyny y ATunu, Koja ce mmpoxo gatyje y XIII Bex, kao u npencrasa Ceeror Hukmnre
y Upxsu Cseror Huxone y Manactupy, y Mapuosy, y 6nvusunn [Ipuena (ci. 15).

OcuM 1o TUIONOUWKMM 0COOEHOCTUMA II0jeAMHUX IMKOBA, IPyIa HepecKnx
CBETHX paTHMKA 3aC/Iy’Kyje MKy U IO TOMe LITO CY LIeCTOPULIA BheHMX YIAaHOBa
IpUKa3aHU y 0ONMNYjy BOjHUKA, JOK CY OCTaNU OJeBEHN Y OfeK/e BU3AHTUjCKIX
IBOPCKMX JJOCTOjaHCTBeHMKA. TakBa MKOHOrpadcka audepeHnujanuja je $o6po mo-
3HaTa M3 CTaplje BU3AHTUjCKe YMeTHOCTU. HapounuTo cy penpeseHTaTMBHE aHAJIO-
IMje YyBEHM LAPUTPAICKM TPUIITUCK Off CIOHOBade 13 X BeKa, KOju Ce JaHaC YyBajy
y mapuckoM mysejy JlyBp u Museo Sacro della Biblioteca Apostolica y Barukany, na
YMjUM Cy 60YHMM KpulInMa IpMKasaHe GpoHTanHe GUIype 0OCMOPULIE CBETUX par-
Huka (c1. 16). ITa nnak, y Bpeme ocnukapamwa Hepesa je HasHaueHa MKoHoOrpadcka
koMbuHanyja 6va apxansam. Y XII Beky 611a je Beh yBenmiko 3aximBera pakca jja
ce y IIPBOj 30HM JKMBOIINCA, VI Ha HEKOM APYTOM, Mambe-BUIIe ICTAKHYTOM MECTY
Y Xpamy, IpefCcTaB/bajy I0OBOPKe HAOPY>KAHMX CBETUX PATHUKA Y HAHIVIPHUM OKJIO-
nuMa. MebyTum, Hu y To BpeMe TpyIHe IIpefcTaBe paTHUKA-MapTHpa HUCY Ouie
cacBuM notucHyTe. OHe Cy ce MECTMMMYHO II0jaB/bUBajie TOKOM Iieor cToneha,
Ha pasIMuYUTUM NOApYyYjuMa BusanTujckor ceeta (Kamena Ceere Tpojune y Kymo-
Benpucy, lIpkse ITanepma, Vcnocunna Ceeror Heodura xop ITadoca, ITanaruja
Kpuna). Hajmyse ce nxoHorpacko pelerme 0 KOMe TOBOPYMO 3a[pyKajo ¥ CPIICKOj
ymeTHOCTH. Y CpOuju cy, y HeKoIuKo Baafapckux sapyxkomuna XIII Beka, cBeTn
paTHULM IpefCTaB/baHy y TYHMKaMa U X/IaMufiaMa ca TaB/IMOHMMA, NaKo je 6UIo
moryhe fa nojepyuu Meby muMa 6yny IpuKa3aHU U ca OPY>XKjeM ¥ HEKUM JIeJIOBMMa
BojHe ompeMe. IIITo ce TMYe pellema Koju je mpuMermeHo y Hepesnma — kombuHa-
Lyje BOJHUYKMX U My4YeHUYKNX TIpefiCTaBa — HajOIVDKY aHaJIOTH)y [IPefCcTaB/bajy
¢urype cBetnx patHuka y Llpken boropoanie @opbuornuce y Acuny, npemja oHe
HIICY pacnopebeHe Tako mporpaMcKy IpuHINIUjeNnHO U GOpMaIHO eeKTHO Kao
y Hepesuma. ¥ Toj cy kunmapckoj Ipksy, y3 gsojunty Ceetux Teomopa Ha ceBepHOM
3Uly XpaMa Hac/IMKaHa, y IPYroj 30HU, U IIOIIpCja CBETUX PAaTHUKA-MydeHMKa Ap-
temuja (c1. 8) u Apete. Ha HacmpaMHOM, jy>KHOM 31/jy Haoca Hajasu ce crojeha,
parHnuka npepcraBa Ceeror [eopruja, o6HOB/BeHa y XIV Beky, y3 KoOjy je, Ha UCTOM
cnojy, HacnmukaH CeeTn JeBcraruje Ilnakusa, ofeBeH y TYHUKY ca XJIaMMUJOM 1 ca
MYYeHMYKMM KPCTOM Yy fiecHoj pyun (ci1. 17). Kao mangan ToM cBeTUTe/bY, Ha Off-
rosapajyhoj moBpuIMHM ceBepPHOT 31/1a, HA OPUTMHATHOM CJI0jy CIMKapCTBa 61O je
npukaszad Ceetn Hukndop AHTHOXMjCKM, OF UMje CY IIpefCcTaBe CauyBaHM CaMO
¢dparmenT, Kok ce ¢purypa Cperor Hukure [oTa, npukasaHor Takobe y ogexxan
IBOpaHMHa, HaJIa3! y 3alla/{HOM TpaBejy Haoca.
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