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Abstract: The article deals with the fresco image of the Holy Fifteen
Martyrs of Tiberiopolis in Strumica, North Macedonia, in the church dedicat-
ed to these martyrs. D. Koco and P. Miljkovi¢-Pepek dated the fresco to the
turn from 9th to 10th century and associated it with the art of Constantinople.
Developing this idea, the author undertakes a closer examination of the fresco
painting style in comparison with other contemporary artworks: the mosaic in
the narthex of Hagia Sophia, some Sinai icons and illuminated manuscripts.
Somewhat later dating in the first half of the 10th century is proposed.

Keywords: Strumica, Fifteen martyrs of Tiberiopolis, Byzantine painting,
Macedonian renaissance

The fresco depicting the Fifteen Martyrs of Tiberiopolis in Strumica (fig.
1) was discovered in 1973 in one of the vaulted tombs that emerged on the
ruins of an early Christian basilica3. The discoverers of this monument, Dimée
Koco and Petar Miljkovi¢-Pepek, were the first to link the appearance of the
fresco with the next stage of the existence of the complex, when a church of
the inscribed cross type was built on the ruins of the basilica, and one of the
three Early Byzantine tombs that had been inside the church were turned into a

1 Lomonosov Moscow State University; State Institute for Art Studies, Moscow.
E-mail: zakharova@inbox.ru

2 The research was prepared with the financial support of Russian Science Founda-
tion, grant no. 20-18-00294, at the Research Institute for Theory and History of Architecture
and Town Planning, branch of the Central Research and Project Institute of the Construction
Ministry of Russia (Moscow). I would like to express my warmest gratitude to the director of
the Intitute for Protection of the Cultural Monuments and the Museum of Strumica Mr. Aco
Maninski and archeologist Mr. Vane Sekulov for their precious help in this research.

3 J1. Komo, I1. MusbkoBuk-Ilenek, Pezyimamume 00 apxeonowkume ucKony8arsa 60
1973 2. 6o ypreama «Cs. 15 Tusepuononcku mauenuyuy, Cmpymuya, 300pHAK APXEOTONIKH
my3ej Ha Makenonuja VIII-IX (Cromje 1978), 93-96.
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crypt. According to D. Koco and P. Miljkovi¢-Pepek
who based their work on the style of painting, the
construction of the church, and the creation of the
fresco dates back to the end of 9th — beginning of 10th
century. The emphasis has been made on the prox-
imity of the architectural features of the church and
style of painting to the works of the Constantinople
. circle. Later, Cvetan Grozdanov compared the ico-
nography of the fresco, archaeological context, and
the data in written sources, such as the Menology
of the Assemani Gospel (end of the 10t - beginning
of the 11th century), in which the Fifteen Martyrs
. of Tiberiopolis were mentioned for the first time,
and their Passion compiled on the basis of some
lost Slavic sources by Theophylact of Ohrid in the
end of the 11th — beginning of the 12th century4. C.
Grozdanov suggested that the construction of the new
. church and the creation of the fresco in Strumica had
been connected with events known from the Passion
of Theophylact, namely the transfer of parts of the
Fig. 1 Fifteen martyrs of Tiberiopolis.  relics of the martyrs to Bregalnica under Tsars Boris
Fresco in the Church of the Fifteen 514 Simeon where a church dedicated to the mar-

martyrs, Strumica. First half of the 10th o, - . . .
century. Photo by the author tyrs was built, in which worshl.p was conducted in
the Slavic language. The latter circumstance allowed
TuGepromonica, (pecka i3 HpKse Grozdanov to link these events with the activiti;s of
CreTHX eTHAcCT MyueHHka, CTpyMHIa, St. Clement of Qhr1d (1916)3. These assumptions,
npBa nonosnna X seka, poro: ayrop @S Well as the dating of the cross-domed church and
fresco in Strumica to the end of the 9th — beginning
of the 10th century, were adopted by some other researchers, including Saso
Korunovski and Elizabeta Dimitrova in their surveys on the art of medieval
Macedonia®. Recently some more works dedicated to the cult of the Fifteen

martyrs in Macedonia have appeared’.

Ca. 1 IleTHaecT My4eHuKa

4 1I. Tpo3manos, [lopmpemu na ceemumenume 00 Maxedonuja 00 IX-XVIII eex,
Cromje 1983, 127-137; 1d., Meceyocrnosom na Acemanosomo Eeancenue u nocmapuom mo-
Hymenmaner xcueonuc 60 Makeoonuja, My3sejcku seronuc. 300pHUK Ha TPYHAOBH I10 TIOBOJ
65 roguuu ‘“3aBoxa u my3ej” — Crpymuna (Crpymuna 2017), 14-17.

5 Later it was discovered that St Clement was the author of one of the canons dedi-
cated to the Fifteen martyrs. See: 1. Benes, Xumnoepaghckume cocmasu 3a ceemume nem-
Haecm MUGepUonoNCKU CeelmeHoMayeruyu. Yuime eona HOB00MKpUeHa XUMHoO2pagcka
meopba Ha ca. Knumenm Oxpudcku, Apxeorpadcku [Ipunosu 24 (beorpan 2002), 111-142.

6 S. Korunovski, E. Dimitrova, Macedonia. L’arte medievale dal IX al XV secolo,
Milano 2006, 21-24; C. KopyHoBcku, E. lumurposa, C. I'pannaxoscka, Cpeonoserxosna Ma-
kedonuja: Kynmypa u ymemnocm, Makenonnja. MUIEHHYMCKH KyJITYPHO-HCTOPHCKH (QAKTH,
Crormje 2013, 1548-1549, 1553-1555.

7 B. Aleksova, Loca sanctorum Macedoniae. The cult of martyrs in Macedonia,
from the 4t to the 9% centuries, Skopje 1997, 60-65, 186-193; A. Atanasovski et al. (eds.),
The Cult of the Holy Fifteen Tiberiopolian Hieromartyrs in the Medieval and the Newer
Epoch — History, Culture, Tradition (Materials from the first scientific meeting in honor of
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Fig. 2 St Timothy, St Komasius, St

Eusebius, St Theodore. Fragment of

the fresco in the Church of the Fifteen

martyrs, Strumica. First half of the 10th 2
century. Photo by the author [

Cu. 2 Ceeru Tumorej, Cpetu Komacuje, |[SS88
Cs. Jenceuje, Ceetu Teonop, GparMent |

Beka, GpoTo: ayTop #e

In this article, we want to consider in more detail the style of the fresco
and try to clarify its place in the context of the Byzantine painting of the late
9th — first half of the 10th century.

The fresco is located on the western wall of the vaulted tomb in the west-
ern part of the cross-domed church. This image can be considered as evidence
that the tomb was turned into a chapel or martyrium dedicated to the memory
of the Fifteen Martyrs8. Probably, this room, in which two or three people can
be present at the same time, was used for commemoration services to the saints.
The fresco is located opposite the descent into the tomb, in the upper half of
the wall at the end of the vault, which makes this wall look like an altar apse.
Unfortunately, back in the pre-war period, this wall was breached, and a sig-
nificant part of the ancient masonry and frescoes were lost. The busts of the
martyrs were placed in three rows: four in the upper, six in the middle, and five
more in the lower. Of the images in the lower row, only the rightmost one is
preserved, and the neighboring one is partially preserved. In the middle row, all
the images are in a fragmented state. All the surviving semi-figures are scuffed
and have numerous losses. Only the two half-figures on the left in the upper row
are in satisfactory condition, allowing us to judge the stylistic features of the
painting. However, this is quite a lot.

The scale of the images is very small, which makes them look not so
much like a fresco, but like an icon located right in front of the eyes of a person
who descended into the crypt. The selected iconography also corresponds to
the intimate character of the fresco. As the researchers have rightly noted, the
busts of the martyrs are to be considered as portraits: the saints are represented
as people of different ages and status. Based on information from the Passion,
Grozdanov identified the four saints in the upper row as Bishop Timothy,
Komasius, Eusebius, and Bishop Theodore (fig. 2), who fled from Nicaea to
Tiberiopolis in the time of Julian the Apostate. The saint on the right side in
the lower row was identified as Deacon Thomas, one of the martyrs who joined

the Fifteen Tiberiopolian Hieromartyrs held in Strumica from 7t to 9t December 2018 or-
ganized by the NI Institute for protection of cultural monuments and Museum — Strumica),
Strumica 2019.

8  C. Kopynoscku, E. JumutpoBsa, C. I'pannakoBcka, Cpeonogexosna Maxedonuja,
1553. The attempt of Blaga Aleksova (B. Aleksova, Loca sanctorum Macedoniae, 189-191)
to assign the fresco to the late antique period was not supported by other researchers, and we
can’t accept it either.

9 . Koo, IT. MusbkoBuk-Ilenek, Pezyimamume, 94.
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Fig. 3 Leo VI kneeling
before Christ. Mosaic
in the narthex of Hagia
Sophia, Constantinople.
After 906. Photo by the
author

Ci. 3 JIaB VI kneun
npen XpuctoMm. Mo3auk
y Haptekcy Aja Coduje,
Hapurpan, nocie 906.
roauHe, GoTo: ayTop

the emigrants already in Macedonial0. This identification seems generally con-
vincing, though some questions raised by the two middle figures in the top row
still remain. The Passion says that Eusebius was a monk, just as Komasius,
who used to be a warrior before becoming a monk!!. However, in the Strumica
fresco, the second saint from the left is represented in a chiton and a hima-
tion, with his right hand he blesses. Most probably in his left hand he holds the
Gospel in a purple casing, otherwise it could be the tablion, a rectangular patch
on his himation. The third saint, as far as can be judged from the remains of the
painting, held a Gospel in his left hand and the cross in his right, he is dressed
in a red-brown cassock with an ochre epitrachelion or mantle, which indicates
his priestly or monastic rank.

Since the Slavic sources of the Passion by Theophylact of Ohrid are
unknown, we can assume that they contained some other information about
Komasius and Eusebius, or about the monastic tonsure of one of them.
However, before the 11th century the warrior saints are usually depicted as mar-
tyrs, dressed in a chiton and himation with tablion!2. Perhaps St. Komasius was
deliberately presented here as a warrior-martyr, and the usual for martyrs cross
was replaced with a blessing gesture and the Gospel, because all the martyrs of
Tiberiopolis were preachers. At the top, on the far right, there is a gray-haired
Saint Theodore in a purple phelonion with a white omophorion, his face is prac-
tically not preserved; he holds the Gospel in his left hand, and points to it with
his right. The gospels are also visible in the hands of the two martyrs on the
right in the middle row, one of whom is dressed in purple, the other in gray-
blue. What was held in the hands of the two martyrs in the lower row identified
as deacons Basil and Thomas is now impossible to distinguish; one of them is
depicted in purple clothing, the second — in ochre.

10 I1. I'po3nanoB, [lopmpemu na ceemumenume, 135-137.

11 Ocopvlaxtog Aypidog. Maptiopio twv Askomévie puapropwv e Tifeprodmolng. Kpi-
Tkl EkO0aT], aLodoon ato, véa eAnvid kou vrouviuotiouos E.-X. Kiaridov, ABMva 2015, 104.

12 C. Walter, The Warrior Saints in Byzantine Art and Tradition, Aldershot 2003,
270-276.
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Depicting the fifteen martyrs, the art-
ist emphasized not only the individuality of
each saint, but also their unity. The colors of B
their clothes vary and at the same time create §
a single color scheme, dominated by purple
and ochre, complemented by white, blue,
and dark red. A wide red stripe serves as a
frame which encloses into one composition
the rows of saints in identical ochre halos, in §
similar frontal poses, with the Gospels and |
crosses or other attributes in their hands.

St Timothy and St Komasius repre- §
sented on the left in the upper row are de-
picted as middle-aged people with dark hair |
and beards. Both of them bless with their
right hands, and in their left hands, they hold
the Gospel decorated with a red edging. St
Timothy is dressed in a light blue phelonion narthex of Hagia Sophia, Constantinople. After
and a white omophorion. St Komasius wears 906. Photo by the author
a similar light blue robe and a purple tunic. Cu. 4 Anbeo, pparment mosanka y Haprekcy Aja
The colors of the clothes, the unusual for the — Coduje, Hapurpaz, nocne 906., poro: ayrop
iconography of a martyr gesture and attribute,
and the features of his appearance, — all of it makes him look like Christ.

The faces of both saints are painted in a multi-layered technique, similar
to icon painting. On the light greenish lining, the artist put layers of ochre and
brown; white strokes highlight the bulges of the brow arches, the back of the
nose, cheekbones, cheeks, and chin. The shadows around the eyes and nose are
slightly enhanced by a denser greenish-ochre tone. The features of the martyr’s
face outlined in brown contours are determined and firm, whereas the face of
the saint looks lighter and softer. This gives an individual character to each
image, although the types are similar. Both have a high forehead, broad cheek-
bones, and a tapering oval face with a pointed chin. Almond-shaped eyes are
quite large and widely spaced; the gaze is directed slightly to the side, which is
emphasized by the shape of the strokes indicating the whites and pupils. Both
saints are depicted with soft and picturesque moustaches and full bright lips,
which gives the faces a lively and spontaneous look. The better-preserved im-
age of the martyr is characterized by a very expressive interpretation of thick
and dark arched eyebrows. They seem to be slightly frowned, which along with
the pursed lower lip and the downturned corners of the mouth gives him a more
severe, masculine look. The saint’s eyebrows are almost straight, which, togeth-
er with his averted gaze, adds him a pensive expression. The clear watercolor
palette and lightweight painting style, the liveliness of lines and significant de-
gree of freedom in the modeling of forms, the ability to create different accents
in the psychological characteristics of images, — all these features add up to a
harmonious style that reveals the hand of a good master and corresponds to the
main trends of Byzantine art of the late 9th - first half of the 10tk century.
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Researchers have noted that the style of the
fresco in Strumica resembles the Constantinople illus-
trated manuscripts of the late 9th century!3, such as the
homilies of Gregory of Nazianzus (gr. 510) from the
#¢ National Library of France and the Christian topogra-

1 phy of Cosmas Indicopleustes (Vat. Gr. 699) from the
= Vatican Library!4. Indeed, as we will show later, the
¢ author of the fresco was guided by the metropolitan
samples, and many elements of his style date back to
this era. The Constantinople art of that time was the
initial stage of the Macedonian Renaissance, the pe-
riod when the classical style based on imitation of
ancient models has been formed. In the miniatures of
these manuscripts, the desire for a more lifelike image
is embodied in complex compositional structures with
- developed architectural and landscape backgrounds, in
: : : which the characters dynamically act. Their figures are

Fig. 5 St Timothy. Fragment of the  shown in a variety of movements and angles, confident
fresco in the Church of the Fifteen .3 \ing and plastic modeling reveal the volumnosity
martyrs, Strumica. First half of the ..
10 century. Photo by the author of forms. However, of thq numerous miniatures of the
two magnificent manuscripts, only a few images that
(pecke y KBy CBETHX NeTHaceT han.: the character of an igon (such as the images gf
MyueHmKa, CTpyMHIIa, TpBA Christ in thg prophetic visions on f. 39v, 43r, etg15. in
nonoBHHA NpBa ronoBuHa X Bexa,  the manuscript Vat. Gr. 699) can be compared with the
doto: ayTop Strumica fresco. They reveal only the most general
similarity of face types and the principles of multi-lay-
ered pictorial modeling of the form, which will remain in the miniatures of the
following decades.

From the metropolitan monumental painting of that period, only sepa-
rate mosaics of Hagia Sophia have been preserved. D. Koco and P. Miljkovi¢-
Pepek!6 cited as the analogy to the Strumica fresco the images of saints in the
tympana of the Hagia Sofia nave (late 9th c.), in which the classical style be-
comes more monumental and powerfull7. The majestic figures of the saints are
presented in stable poses, the vestments fall in large beautiful folds. They are
clearly outlined with dark and light lines, and on the light garments, a signifi-

Cn. 5 Cseru Tumorej, pparmMeHt

13 1. Kouo, IT. MusekoBuk-Ilenek, Pesyimamume, 95.

14 K. Weitzmann, Die Byzantinische Buchmalerei des IX. und X. Jahrhunderts, 2.
Aufl., Wien 1996, 2-7; L. Brubaker, Vision and Meaning in Ninth-Century Byzantium. Image
as Exegesis in the Homilies of Gregory of Nazianzus, Cambridge 1999; Ead., The Christian
Topography (Vat. gr. 699) revisited: image, text, and conflict in ninth-century Byzantium,
Byzantine Style, Religion and Civilization: in Honour of Sir Steven Runciman, ed. E.M.
Jeffreys, Cambridge 2006, 3—24; M. Kominko, The World of Kosmas: Illustrated Byzantine
Codices of the Christian Topography, Cambridge 2013, 227-230.

15 See: https://digi.vatlib.it/view/MSS_Vat.gr.699 (accessed on January 25, 2021).

16 1. Kouo, IT. MusbkoBuk-Ilenek, Pesyimamume, 94-95.

17 C. Mango, E.J.W. Hawkins, The Mosaics of Saint Sophia at Istanbul. The Church
Fathers in the North Tympanum, DOP 26 (1972), 1-41.
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cant part of the surface is filled with whitespace in
the shape of triangles, stripes, and rays of white light.
The contours and geometrized spots of colors form a
strong frame of figures. The faces with large features
also outlined with clear contours have a frozen and
detached expression, full of significance and inner
concentration. None of this reminds us of the tremu-
lous and inspired painting style of the artist who
painted the images of the martyrs in Strumica.

This fresco is not similar to the mosaics, which
most researchers also refer to the end of the 9th cen-
tury, of the dome of the Church of Hagia Sophia in
Thessaloniki, either!8. On the one hand, the mosa-
icists mastered the techniques of the classical style
perfectly, which is evident in the precise, expressive
drawing of draperies and the ability to depict figures
in complex angles. On the other hand, the style of
these mosaics is generally dominated by the abstract
principle. The composition is put into an abstract
scheme with a central medallion surrounding the fig-

ure of Christ and ray-like figures of the apostles in
light clothes, with symbolically treated trees between
them. The figures of angels and apostles themselves,
clad in shining white robes, are also depicted sche-
matically. With all the variety of types and angles,
angular movements and halted poses acquire an ex-
aggerated, unnatural character. The dominant value
in the construction of the form is the drawing itself,
which is characterized by an incredible diversity. The
line almost completely replaces the plastic modeling

Fig. 6 The Story of the Mandylion.
Icon from St Catherine’s Monastery on
Mount Sinai. Mid-10th century (after:
K. Weitzmann, The Monastery of St.
Catherine at Mount Sinai. The Icons,
Princeton 1976, vol. I, pl. XXXVI).

Ci. 6 IIpuya 0 ManauIMOHY, HKOHA
n3 npkse Cs. Karapune Ha CuHajy,
cpenuna X Beka (mo: K. Weitzmann, The
Monastery of St. Catherine at Mount
Sinai. The Icons, Princeton 1976, vol. I,

of volume, and geometrized spots of light displace pl. XXXVI).

the color: blue, greenish, maroon clothes become al-

most entirely white. The faces with enlarged, wide-open eyes and as if chopped,
rough features bring sharper, non-classical expressiveness. The central images
of the Mother of God and the blessing Christ, seated in the mandorla of Glory,
have an emphatically hieratic character. Their figures are treated even more con-
ditionally, with noticeable violations of proportional relations. Enlarged hands
and heads emphasize gestures and glances which take on complete detachment
and concentrated expressiveness. The faces are depicted symmetrical and mo-
tionless; all their features are enhanced by wide bands of greenish shadows.

18 C. Bakirtzis, E. Kourkoutidou-Nikolaidou, C. Mavropoulou-Tsioumi, Mosaics of’
Thessaloniki. 4th-14t century, Athens 2012, 241-295; R. Cormack, After Iconoclasm — for-
wards or backwards? The Mosaics of Thessaloniki Revisited. Papers from the 2014 Sympo-
sium at the Courtauld Institute of Art, A. Eastmond, M. Hatzaki (eds.), Athens 2017, 105-111;
C. Mavropoulou-Tsioumi, Hagia Sophia. The Great Church of Thessaloniki, Athens 2014;
O.C. IlonoBa, Mosauxu 6 kynone yepksu ce. Cogpuu 6 Qeccaronuxax, Busanruiickuii Bpe-
meHHEK 104 (2020), 261-272.
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It is the non-classical, linear principle
that prevails in the end of the 9th — first half of
the 10th century provincial monumental paint-
ing. Such are the numerous and highly varied
frescoes of the cave churches of Cappadocial”,
as well as the few fragmentary frescoes in the
Balkans and on the Greek islands20. It is to
this style that other surviving fragments of
frescoes in Macedonia, which do not form
a coherent group, are adjacent. Probably the
earliest frescoes in the Church of St. Andrew
in Peristera, built in 871, are generally similar
to the Cappadocian ensembles of this time2!.
The fresco of the Ascension in the apse of the
Rotunda in Thessaloniki are similar to the mo-
saics of the Church of Hagia Sofia in the same
city?2. The frescoes of the first layer in the
Church of St. Stephen and the Church of the
Taxiarchs in Kastoria were dated differently
by the researchers, though within the second

Fig. 7 St Paul. Miniature from the Homilies  half of the 9th — 10th centuries23. The Strumica
of St John Chrysostom. National Library of ~ fresco does not reveal any points of contact
GI'CGCC, Athens, cod. 210. First quarter of the Wlth any Of these ensembles‘

10th cen.tury. (after: A. Marava-Chatzinico‘lau, C. In the first half of the 10th century, the
Toufexi-Paschou. Catalogue of the llluminated Constantinople style of painting further devel-
Byzantine Manuscripts of the National Library . . .
of Greece, Athens 1997, vol. 3, pl. 46). ops ‘classwal trends. A peculiar comblnathn
. . of different styles is represented by the mosaic

Cn. 7 Ceeru IlaBne, Munujarypa uz Omunuja . . . .
Cgeror JoBana Xpuzoctoma, Harmonanua 6u- in the narthex of Hagla_Sop hia (ﬁg 3), .Wthh
Gmorexa Tpuke, Atusa, cod. 210. TIpea nono-  Tesearchers also called in connection with the
BuHa X Beka (11o: A. Marava-Chatzinicolau, C. image of the Fifteen Martyrs of Tiberiopolis.
Toufexi-Paschou. Catalogue of the llluminated 'The mosaic represents the enthroned Christ,

Byzantine Manuscripts of the National Library  the images of the Mother of God and the an-
of Greece, Athens 1997, vol. 3, pl. 46).

19 R. Cormack, Byzantine Cappadocia: the Archaic Group of Wall-Paintings, Journal
of the Archaeological Association 30 (1967), 19-36; N. Thierry, La Cappadoce de |’ Antiquité
au Moyen-Age, Turnhout 2002, 143-168; A.B. 3axaposa, Hcxyccmeo X eexa: Koncmanmu-
nononv u Kannaooxus, Buzantuii 1 BuzanTus: NpOBHHIMANN3M CTOJIHIBI U CTOJIMYHOCTH
nposuHLuH, A.JO. Bunorpanos, C.A. VBanos (pex.), Cankr-IlerepOypr 2020, 158-165.

20 M. Panayotidi, La peinture monumentale en Gréce de la fin de I’Iconoclasme
Jjusqu’a l’avéenement des Comnénes (843-1081), Cahiers archéologiques 34 (1986), 75-83.

21 X, Towooun, H (wypagixi oty Osoooiovikny tov 90 arwva, TIpaxktikd cuvedpiov
— E0PTOOTIKES EKONAMGELS TPOG TNV KOl VAUV TOV ayiov avtadeApdv Kupiddov kot
MebBodiov Tmv OecoaloviKénV, POTICTOV TV cAdPwv, Occcarovikn 1986, 403-410.

22 E. Kourkoutidou-Nikolaidou, A. Tourta, Wandering in Byzantine Thessaloniki,
Athens 1997, 64, 69, fig. 72-75; E. Towyapidoc, Ocoooloviky. H {wypapixi otovg vaoie tne
rwolews (9o¢—150¢ aucvag), ®escarovikn 2021, 73—76 (in print).

23 N. Siomkos, L’église Saint-Etienne a Kastoria: étude des differentes phases du
décor peint (Xe—XIVe siecles), Thessaloniki 2005, 125-132.
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gel in medallions on the sides, and the kneeling PEEEZ

emperor, who is usually identified as Leo VI; the | &

mosaic is associated with the conflict that fol- 4

lowed his fourth marriage in 90624, If in the figure

of the emperor the graphic interpretation verges

on perfect schematism and the expression of the

character reaches the grotesque, in the images of

the enthroned Christ, the Virgin, and the angel in

medallions, the mosaicists resorted to a softer and -3

more balanced style. The figure of Christ is en-

dowed with a regal majesty, which corresponds :

to a somewhat enlarged, but quite correct propor-

tions and a solemn, but quite naturally transmitted

pose. Unlike the emperor’s robes, Christ’s robes

form many soft folds, not only outlined, but also

modeled with a variety of lines, strokes, and gra-

dations of tone. The type of Christ’s face is simi-

lar to the mosaics of the late 9t century, but it pjg 8 Christ. Fragment of the miniature

is much less abstract and more vital. There is no  from the Lectionary of Trebizond. St.-

complete symmetry, the features are outlined with ~ Petersburg, National Library of Russia,

softer and more agile lines, the volume modeling cod. gr. 21, f. 10v. Third quarter of the 10th

is made not only with shading and highlighting, century. Photo © NLR.

but also with color. Cia. 8 Xpucroc, pparMeHT MUHHjaType U3
An even more picturesque interpretation Tpanesyntckor nexiuonapa, Cr.Ilerepbypr,

distinguishes the face of the angel in the medal- Hauuonanma ubniorexa Pycuje, cod. gr.

lion (fig. 4). The face and cloth are almost of the 21, £ 10v. Tpeha éegﬁf{"ﬂa X Bexa, hoto

same tone, which makes it seem that the angel’s '

clothes and face are equally flooded with bright radiance. The color of the olive

himation and the blue chiton, on which the silver cubes of smalt sparkle, is vis-

ible only in a few lines of folds. The face has much more coloring. The main

cream tone in many places is replaced by strokes of light pink blush or solid

spots of shadow, gathered from cubes of shades of light green, olive, and beige

passing into each other. The lines of raised eyebrows, the eyes narrowed and

looking to the side, the nose with slightly dilated nostrils, as if they breathe,

are outlined in light brown contours. The mouth seems to be slightly open, its

shape generally only outlined by a few strokes of light olive, brown, and red

cubes. The lush hair seems to be filled with air, the ends of the ribbon that pulls

the hairs together flutter on the sides of the head. The archangel seems ready

to turn after the movement of the eyes, which corresponds to the direction of

the colored strokes of the blushes and shadows, as if light glides over the face.

The image of the angel is full of movement and inspiration, a sense of flight and

radiance. Such a free, almost impressionistic painting style will become quite

widespread in the metropolitan art of the first half of the 10th century.

24 T. Whittemore, The mosaics of St. Sophia at Istanbul, Preliminary Report on the
First Year s Work 1931-1932: The Mosaics of the Narthex, Paris 1933; E.J.W. Hawkins, Fur-
ther observations on the narthex mosaic in St. Sophia at Istanbul, DOP 22 (1968), 153-166;
N. Oikonomides, Leo VI and the Narthex Mosaic of Saint Sophia, DOP 30 (1976), 153—-172.
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It was this variant of the metropolitan style, in our opinion, that guided the
author of the Strumica fresco. This is indicated by the comparison of the image
of St Timothy and the mosaic of the angel (fig. 4, 5). Of course, the difference
in technique, scale, and quality makes such a comparison conditional. And yet,
in the Strumica fresco, we see a similar approach to the form: without a clear
stereometric construction of the volume typical of the miniatures of the metro-
politan manuscripts of the late 9th century and without the schematic graphic
constructions that dominated the mosaics of Constantinople and Thessaloniki
at that time, but with a freer pictorial interpretation. Moreover, in the very na-
ture of the images of the martyrs of Tiberiopolis, there is an obvious tendency
to greater emotionality and psychological specificity, which is outlined in the
mosaic of the narthex of Hagia Sophia.

The development of this trend can be seen in a number of icons of the
first half of the 10th century, such as ,,The Washing the Feet*, ,,St. Zosimas and
St. Nicholas®, ,,The Virgin with St. Cosmas and St. Damian®, “The Virgin with
St. John the Baptist and St. Nicholas®, ,,The History of the Mandylion“ (fig. 6)
from the Monastery of St. Catherine on Mount Sinai25, in the staurotheke from
the Museo Sacro in the Vatican with images of Christ, the Virgin, the arch-
angels, the apostles Peter and Paul on the inside, as well as the images of the
Crucifixion, and St. John Chrysostom on the sliding 1id26. These are the works
of small format, with painting executed in a rich, loosely manner, with an open
brushstroke and bright colors, without gradual careful modeling of surfaces.
The figures seem light and flexible, the facial features and lines of the draperies
look as though sloppy sketched.

The same tendencies have been also found in the miniatures of metropoli-
tan manuscripts, such as the homilies of St. John Chrysostom from the National
Library of Athens (gr. 210), of the first quarter of the 10th century?7(fig. 7), the
Leo Bible from the Vatican Library (Vat. Reg. gr. 1) of the second quarter of
the 10th century?8, the Trebizond Gospel from the Russian National Library in
St. Petersburg (Greek 21, 21a) of the third quarter of the 10th century29, etc. All
these miniatures were made in a similar picturesque manner with open strokes

25 K. Weitzmann, The Monastery of St. Catherine at Mount Sinai. The Icons, Princ-
eton 1976, vol. I, 83-99, pls. CVIII-CIX, CXI, CXIII-CXV.

26 R. Cormack, Painting after Iconoclasm, 151-153; H. Evans, W.D. Wixom (eds.).
The Glory of Byzantium. Art and Culture of the Middle Byzantine Era. A.D. 843-1261. New
York 1997, 76-77.

27 A. Marava-Chatzinicolau, C. Toufexi-Paschou. Catalogue of the Illuminated Byz-
antine Manuscripts of the National Library of Greece, Athens 1997, vol. 3, 57-69, figs. 45, 46.

28 C. Mango, The Date of Cod. Vat. Regin. Gr. 1 and the «Macedonian Renaissancey,
Acta ad archaeologiam et artium historiam pertinentia, Institutum Romanum Norvegiae 4
(1969), 121-126; S. Dufrenne, P. Canart (eds.), Die Bibel des Patricius Leo. Reg. gr. I B,
Ziirich 1988.

29 E.M. Schwartz, Das Lektionar von St. Petersburg: vollstindige Faksimile-Aus-
gabe im Originalformat des Codex gr. 21, gr. 21 a der Russischen Nationalbibliothek in St.
Petersburg, Graz-Moskau 1994; A. Zakharova, The Trebizond Lectionary (cod. gr. 21 and
21a, Russian National Library, Saint-Petersburg) and Byzantine Art after the Macedonian
Renaissance, AXAE 29 (2008), 59-68; O.C. ITonosa, A.B. 3axaposa, U.A. Opeuxkas, Buzan-
mutickas munuamiopa eémopoii nonosunvt X — nauana XII eexa, Mocksa 2012, 112-144.
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Fig. 9 St Komasius. Fragment of the ~ Fig. 10 St Timothy and St Komasius. Fragment of the fresco

fresco in the Church of the Fifteen in the Church of the Fifteen martyrs, Strumica. First half of
martyrs, Strumica. First half of the 10th the 10th century. Photo by the author

century. Photo by the author

Cix. 10 Ceeru Tumorej u Cetu Komacuje, pparment
Cin. 9 Cseru Komacuje, pparment ¢pecke u3 npkBe CBETHX IeTHaecT MydeHnka, CTpymuIa,
(pecke u3 1pkBe CBETHUX METHASCT TIpBa MOJIOBHHA X BeKa, (GOTO: ayTop
Myuenuka, CTpymuIa, pBa oj10BUHA X
Beka, (hoTo: ayTop

and colorful spots, rich highlights, rapid lines and strokes often only barely
outlining the forms. The radiant light colors, the absence of gradual modeling
or solid lines, and the vibrant picturesque surface give these works airiness and
inspiration. This corresponds to the nature of the images, which are often en-
dowed with vivacity, spontaneity, and elation.

In the Trebizond Gospel, the desire to enhance the dramatic, mystical
effect led to the appearance of tension in some miniatures, which was atypical
for earlier works, but common for the art of the second half of the 10th century.
This is not the case in the surviving images of the Fifteen Martyrs in Strumica.
However, the types of faces and artistic techniques are very similar to the min-
iatures of this manuscript, as noted by D. Koco and P. Miljkovi¢-Pepek, without
specifying the dating of this manuscript within the 10th century30. Thus, the
image of the martyr from Strumica can be compared with one of the images of
Christ in the Trebizond Gospel (f. 10v)(figs. 8, 9). They were made in a similar
picturesque manner and, in general, are alike in character - focused, immersed
in thought. Individual features are also similar: high-arched, thick eyebrows, the
soft full mouth with the wide notch above the upper lip, wide-set slightly asym-
metrical eyes that look away. Some other images from the Trebizond Gospel
(for example, the apostles from The Washing of the Feet, f. 6v) painted in a sim-
ilar sketchy style with expressive lines and strokes that sharpen the spontaneity
of emotions conveyed through facial expressions can also be compared with the

30 1. Koo, IT. MusbkoBuk-Ilenex, Pezyimamume, 95.
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Strumica martyrs (figs. 10, 11). The bright
shining tone, watercolor gamut, and fad-
ing, even trembling drawing give these
images a thrill and emotionality.

Thus, the stylistic analysis of
the fresco of the Fifteen Martyrs of
Tiberiopolis in Strumica has confirmed
the opinions expressed earlier that the
artist who created it was inspired by the
metropolitan models. Taking into ac-
count the analogies discussed above, we
propose to focus on a broader dating of
the fresco to the first half of the 10th cen-
tury. This does not contradict the data of

Fig. 11 Apostles. Fragment of the miniature from the : 1 i
Lectionary of Trebizond. St.-Petersburg, National written sources and indicates the develop

Library of Russia, cod. gr. 21, f. 6v. Third quarter of ment (,)f the C_ult of the Fifteen Martyrs in
the 10t century. Photo © NLR. Strumica during the 10th century and the

artistic ties of southwestern Macedonia

Ci. 11 Anocroiu, pparMeHT MUHH]aType U3 . . .
op Jp with Constantinople at that time.

TpanesynTckor neknuonapa, Cr. ITetepOypr,
Haumnonanna 6ubnuorexa Pycuje, cod. gr. 21, f. 6v.
tpeha yetBpruna X Beka, poro: © NLR.

Amna 3axaposa
(MockoBckH npkaBHH YHHBep3uTeT JIOMOHOCOB)
OPECKA IIETHAECT MYYEHUKA TUBEPUOBOJIMCA Y CTPYMULIU Y
KOHTEKCTY BU3AHTUJCKE YMETHOCTU KACHOI IX BEKA —IIPBE
[NTOJIOBUHE X BEKA

Pan je y Be3u ca ppeckom CBeTux metHaecT MydeHHka Tubepuononuca
y Crpymunm y CeBepHoj Makenonuju. ®pecka je HacliMkaHa y TPOOHHIIN
Ha paHOXpHIThaHCKOM HaJa3WINTy Ha KOjeM je KacHHje m3rpaljeHa LpKBa
YIIUCAHOT KpCTa, JIOK je rpoOHuna mperBopeHa y kpunty. J[. Komo u IL
MusskoBuh - [lenek otkpunu cy oBy (ppecky 1973. romuHe u matoBanu je y
kpaj IX Beka u mouetak X Beka. Takohe, yka3zanu cy Ha Hapurpajacke U3Bope
oBe (pecke. HamoBesyjyhn ce Ha HaBeleHE MOMATKe ayTop TEKCTa HCIUTYjeE
noapoOHUje Ppecky, kao u cTwi u3Bohema. Ox yKYIMHO IMETHAECT IOIpcja,
cadyBaHa Cy y LENOCTH jeIWHO JBa IIONPCja CBETHX MydeHHKa. [lapaiene
ca YMETHHYKHM JeJNMa JaTOBaHUX y Kpaj IX Beka HHUCY TONHMKO HM3paKeHE.
EmoTtuBHM KapakTep dpecke OIVDKH je KIIAaCHYHUM TCHACHIIMjaMa Koje Cy Omie
npucytHe y [lapurpany y npBoj nojoBunu X Beka. Opecka nz Ctpymurie Moxke
ce yIOopeanTH ca Mo3aukoM y HapTekcy Aja Coduje, Kao U ca HEKUM CHHA]CKUM
MKOHAMa M KIIDKHUM WiyMuHaImjama (cod. 210 u3 Haunonanne 6ubamnorexe
I'puke, cod. Reg. gr. 1 Barukancke anocrosncke 6ubnuoreke, cod. Gr. 21 Pycke
HanoHanHe Oubnuoreke). Crora cTpymMuuka (pecka MpencraBjba BaykaH
npuMep yMeTHUUKHX Be3a uamely llaupurpana u teme MakenoHuje y mpBoj
TIOJIOBUHU X BEKA.



