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DEESIS IN THE WALL PAINTINGS OF MACEDONIA
DURING PERIOD OF SERBIAN RULE: ICONOGRAPHIC
ASPECTS AND DEVELOPMENT?

Abstract: This article is devoted to the Deesis composition presented in
several iconographic variants in the frescoes of the 14th Century in the terri-
tory of Macedonia. In addition to the traditional Deesis scenes common to the
Byzantine art some of the considered versions reveal the specifics, which were
mostly widespread precisely among Macedonian monuments during the period
of Serbian rule. These specific variants demonstrate dependence on the political
and cultural context of the historical period and accentuate the imperial themes
relevant for this region during this period of time.
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Intensive incorporation of Macedonia into the Serbian state began since
Stefan Uro$ II Milutin of the Nemani¢ dynasty (1282-1321) advanced to these
territories, taking Skopje, Velbuzd and Debar from the Byzantine Empire. The
Serbian ruler, Stefan Dusan (1331-1355) completed the conquest by annexing
to his state Ohrid, Prilep, Melnik, Strumica, Kastoria, Veria and other towns.3
Serbian kings acquired a region with multinational population, earlier subjected
to the archbishopric of Ohrid. Thus, local church architecture and art developed
within the common Byzantine framework, while being able to foster some re-
gional specifics, characteristic for the art of these very lands. In order to study

I Research Institute for Theory and History of Architecture and Town Planning,
Moscow. E-mail: tsvetynaveter@gmail.com

2 The research was conducted with financial support of the 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).

3 See the map of the borders of the Serbian state under Milutin and Dusan: /.
Bojsomuh, Cpncka ymemnocm 00 nouemxa X1V cmoneha 0o nponacmu opoicage Hemaruha,
CakpaiiHa yMETHOCT CPIICKHX 3eMajba y cpeameM Beky (beorpan, 2016), 285.
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Fig. 1 Heavenly Court. Fresco painting from the church of Assumption of the Theotokos
in Treskavac monastery at Prilep, northern dome of the exonarthex, c. 1340. Photo by the
author.

Ci. 1 Hebecku nBop, Gpecka u3 pkse Yenema boroponune y Tpckasuy ko I[Ipunena,
ceBepHa Kyroia HapTekcea, oko 1340. ®ororpaduja ayropa

the process of fusing of the Byzantine iconography with the Serbian themes in
the Macedonian churches built by Serbian rulers and the ruling sovereigns we
will examine the Deesis composition.

The Deesis, which includes Christ in the center and the Virgin and St.
John the Forerunner in a three-quarter spread with hands raised in a gesture of
prayer, is one of the most famous scenes in the Byzantine art.4 Its content may

4 The bibliography on the subject Deesis is extensive and here the most significant
are given: Ch. Walter, Two notes on the Deesis, REB 26 (1968) 311-324; A. Cutler, Under
the Sign of the Deesis: on the question of representativeness in medieval art and literature,
DOP 41 (1987) 145-154; M. Kalapia-Toépvov, lotopwvrag t Aénong tig folaviivég exrin-
oieg g EAddog, ®eocadlovikn 2005. All of these works provide extensive literature on the
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have different meanings depending on various factors: will of a ktetor, new
iconographic details, texts of the scrolls and the Gospel in the hands of the char-
acters, location of the scene in the space of the church.

As a rule, the Deesis is reviewed in the works devoted to individual
monuments,> as well as in a general Byzantine context of images on altar bar-
riers (templons).6 Also it was mentioned in reviews of certain types of Deesis
compositions or included in the Deesis images.” However, there is no special
study devoted to the theme of Deesis in monumental paintings of Macedonia
in the 14th Century. So the aim of this paper is to consider the Deesis in the
murals of the Macedonian churches as a unified tradition with its origins and
iconographic characteristics, explained by both the Byzantine traditions and the
regional specifics. The chronological limits, the 14th Century, was chosen to fa-
cilitate the study of how the development of the Deesis composition was altered
by introducing into the fresco cycles of this region the Serbian themes, which
manifested themselves upon inclusion of these territories into the Serbian state.8

subject of the Deesis.

5 C. T'abenuh, Manacmup Jlecnogo. Hcmopuja u ciuxapcmeo, beorpan 1998; E.
JumutpoBa, Manacmup Mamejue, Cxomje 2002; . M. DHophesuh, 3uodno cruxapcmeo
cpncke enacmene y 0o6a Hemaruha. beorpan 1994; M. Mapxosuh, Ceemu Huxuma koo
Ckonsa, beorpang 2015.

6 T. Babuh, O orcusonucrom ykpacy onmapckux npeepaoa, 3JIYMC 11 (1975) 1-41;
M. Chatzidakis, L évolution de l'icone aux XI-XIII¢ siecles et la transformation du templon,
X Ve Congres International des etudes byzantines III. Art et archeologie, Atheénes 1976, 159—
191; Ch. Walter, 4 new look at the Byzantine sanctuary barrier, REB 51 (1993) 203-224;
S. Kalopissi-Verti, The Proskynetaria of the Templon and Narthex: Form, Imagery, Spatial
Connection, and Reception, Thresholds of the Sacred: Architectural, Art Historical, Litur-
gical, and Theological Perspectives on Religious Screens, East and West, ed. Sh. Gerstel,
Washington D.C. 2006, 107—132; M. H. Bytsipckuii, Bocomameps Ilapaknecuc y arnmapnou
npezpaodsl: NPOUCXOACOeHUe U Tunypauieckoe cooepicanue oopasza, IKOHOCTAC: IPOUCXOXK-
JICHHEe — Pa3BUTHE —CUMBOJIHKA, coc. A. M. JIunos, Mocksa 2000, 207-221; etc.

7 II. Mujosuh, LJapcka uxonozpaguja y cpncroj cpedroeexosnoj ymemuocmu, Cta-
punap 18 (1967), 103—117; M. I'muropujeBuh-Makcumosuh, Cruxapcmeo X1V éexa y mana-
cmupy Tpeckasay, 3PBU 42 (2005) 77-121; L1. I'po3nanoB, Eoua sapuanma na npemcmasa-
ma na Xpucmoc Lap nao Llapesume u 'onem Apxujepej 60 nocmeusanmuckama ymemmocm
(cnopeo npumepume 00 Oxpudckama apxuenuckonuja), JXUBOIHMCOT Ha OXPUACKATA apXU-
ermckomrja. Cromje 2007, 359-377; C. Cmomanh—MaxysseBuh, [Japcku oeucuc u Hebecku
0gop y cruxapemey X1V eexa mancmupa Tpeckasay. Hkonoepagcku npozpam cegepne Ky-
none npunpame ypkee Bocopoouunoz Ycnemwa, Tpeha jyrocnoBencka KoH(pEpeHIHja BU3aH-
tonora, yp. Jb. Makcumosuh, H. Pagomesuh, E. Pagynosuh, beorpax — Kpymesary 2002,
463-472; S. Marjanovi¢-Dusani¢, D.Vojvodi¢, The Model of the Empire — The Idea and
Image of Authority in Serbia (1299—1371), CakpaiHa yMETHOCT CPIICKUX 3eMajba Y CPEAHEM
Bexy, yp. J. Bojsomuh, [I. [Tormosuh, Beorpan 2016, 299-315.; K. Vapheiades, Sacerdotium
and Imperium in Late Byzantium, Ni§ and Byzantium XVIII, ed. M. Rakocija (Ni§ 2020),
55-87.

8 The questions of influence of the Serbian themes on the iconographic programs
of the churches in the Northern Macedonia are also considered in the following studies: E.
A. Hemsixuna, Tpancgopmayusa uoeonocuu Hemanuueii ¢ namamuuxax snoxu Munymuna
(1282—1321) na 3aoesanuvix maxedonckux meppumopusix, Studia Slavica et Balcanica Pet-
ropolitana 1 (2020) 89—-106; Eadem, Ilopmpemer kmumopos u npasumens 80 ¢ppeckoswix am-
cambnax epemenu [ywana CunvHoeo, AKTyanbHe IpOOIeMbl TEOPHH U UCTOPHUH HCKYCCTBA
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Fig. 2 The Queen Stands at Your Right Hand. Icon from the Art Museum in Veria (the third
quarter of the 14th Century). Photo by the author.

Cx. 2 Kpaseuna croju xof TBOje necHe pyke. Mxona n3 Myseja ymernoctu y Bepuju, tpeha
yerBpTrHa 14. Beka. ®ortorpaduja ayropa

Deesis compositions in the Macedonian frescoes of the 14th Century are

10, pen. A. B. 3axaposa, C. B. Mansuesa, E. 10. CranrokoBuu-/IeancoBa. MI'Y umenu M.
B. Jlomonocoga, Cankr-Ilerepbypr 2020, 799-808.
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represented in the following versions: 1) spatial Deesis, 2) traditional three-
figured Deesis and 3) Royal Deesis.

In the spatial Deesis,? the images of Christ, the Virgin and St. John the
Baptist are depicted at some distance from each other. This type of Deesis is
placed most often in the eastern part of a church: the images of Christ and the
Theotokos are located on the west sides of the altar pillars as parts of a templon,
while St. John the Forerunner is usually located on the south wall near the al-
tar screen. The Theotokos is represented in the traditional Deesis iconographic
type of the Virgin I[TapdxAnoig in a three-quarter spread with her hands turned
towards Christ, while the Forerunner, unlike traditional Deesis, is depicted fron-
tally, as in the spatial Deesis in the church of St. George at Kurbinovo (1191).

It should be noted that the images of Christ and the Theotokos depicted
on the altar pillars, were not always associated with the Deesis composition,
in certain cases they were part of the iconographic program of an altar barrier.
There are many examples in different churches and there is no need to list them.
G. Babi¢ associates this motif with the tradition of placing icons in this part of
a church, covering the intercolumniations. She drew attention to the fact that
appearance of icons on the sides of an altar barrier has many interpretations,
and, as a rule, they depicted standing figures of especially revered images of
Christ, the Virgin and the saint to whom the church is dedicated. If there are no
altar pillars, the images could be transferred to wall surfaces, as it happened at
Kurbinovo.10

One of the earliest examples of the spatial Deesis of the 14th Century
in Macedonia is the composition in the church of St. Nikita at Cuéer (1316-
1318),!1 created by the Greek painters Michael and Eutychios.!2 On the north-
ern wall opposite the Deesis St. Stephen the Archdeacon and warrior Saint
Nikita are depicted, the church is dedicated to the latter. We will turn to the
tradition of placing a patron saint of a church near the altar barrier opposite the
Deesis a little later.

Probably, the Thesalonikan masters Michael and Eutychios,!3 relied
on a certain common Greek model, since the spatial Deesis with images of

9 The term «spatial Deesis» is used by I. Djordjevi¢ and M. Markovié, see: 1. M.
Djordjevié, M. Markovi¢, On the Dialogue Relationship Between the Virgin and Christ in
East Christian Art, 3orpag 28 (2000-2001) 13-48.

10 T Babuh, O acusonucarom yxkpacy, 14-18.

11 1. Djordjevi¢ and M. Markovi¢ attribute the frescoes of the church to a later date,
after 1321, see 1. Djordjevi¢, M. Markovié, On the Dialogue Relationship, 29.

12 The figure of St. John the Baptist has been largely renewed, see Il. Musbko-
puk-Ilenex, Jeromo na 3oepagume Muxauno u Eymuxuj, Cxomje 1967, 55; 1. Bentchev,
The restoration of the wall-paintings in the Church of St. Nikita at Cucer/Macedonia in
1483-1484, 8th Triennial Meeting: preprints, ICOM committee for conservation (Sydney,
Australia, 6-11 September, 1987), Los Angeles 1987, 536.

13 Note that the same Greek artists worked in the church of the Assumption in
Gracanica monastery near PriStina, where a similar composition is presented. However, in
Gracanica the Theotokos is represented not with a scroll, as in Macedonian churches but with
the Child in her arms so, there is no direct association with the Deesis. At the same time the
Forerunner is located to the left of Christ, in the southern part of the church. He is presented
frontally, not turning towards Christ but for the later Macedonian spatial Deesis such a pos-
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Christ and the Virgin [TapdxAnoic on the altar pillars is also represented in sev-
eral Greek churches. Thus, for example, it is located on the altar pillars of the
church of St. Nicholas Orphanos in Thessaloniki (the second decade of the 14th
Century), where the Forerunner, due to the architectural features of the church,
is depicted not on the southern wall, but on the northern face of the southeast-
ern pillar. There is also a spatial Deesis in the church of Panagia Forbiotissa in
Asinu, Cyprus: Christ is depicted on the southern altar pillar, while the figures
of the Theotokos and St. John, which are turned to Him, are represented on the
northern pillar. At the same time, St. John stands behind the Virgin, not on the
other side of Christ, which evokes associations with the fresco at Kurbinovo.
This layer of murals belongs to the second quarter of the 14th Century.14

Apparently, a spatial Deesis was also located in the eastern part of the
church of St. Panteleimon at Ohrid (1330s),!5> where fragments of the throne
of Christ are visible on the western face in the lower zone of the southeast-
ern altar pillar, while on the northeastern pillar there is an image of the Virgin
[Mopdakinoig with an unrolled scroll. There are some fragments of an image of
the Forerunner on the northern wall next to the altar barrier.

One more spatial Deesis is presented in the eastern part of the naos of
church of St. Nicholas at Psaca (1366—1371). However, unlike the above exam-
ples, the Forerunner is located not on the southern, but on the northern wall near
the altar screen. Perhaps, this change was caused by the tradition mentioned
above, according to which in Macedonian churches the saint patron is often
placed on the southern wall near the altar barrier. So, the monumental image of
St. Nicholas is depicted on the southern wall at Psaca.

Spatial Deesis may be also located outside naos. It can be found in the nar-
thex of the church of St. Archangel Michael at Lesnovo (1349): the Theotokos
is depicted on the western face of the northeastern pillar, Christ — on the western
face of the southeastern pillar, St. John the Baptist — on the northern face of the
southeastern pillar in the narthex.16 Spatial Deesis is also depicted in the nar-
thex of the church of the Holy Savior at Prizren (c.1348) and at the gallery of
Grigorios’ narthex in the cathedral of St. Sophia at Ohrid.!7

ture of the saint would be quite common.

14 A. Stylianou, J. Stylianou, The painted churches of Cyprus. Treasures of Byzantine
art, Cyprus 1997, 133; I. M. Djordjevi¢, M. Markovié, op.cit., 24, n. 59. Among the earlier
Greek monuments with a spatial Deesis we can also mention the frescoes of the church of
Panagia tou Arakou at Lagoudera, Cyprus (1192). There are the Virgin ITopdxincig (north-
east) and Christ Antiphonitis (south-east) on the eastern piers, and St. John the Baptist is
on the north wall near the altar. The images of Christ, the Virgin and the Forerunner have
approximately the same arrangement in the church of Panagia tou Moutoulla (1280), see A.
Stylianou, J. Stylianou, op.cit.,164, 170, 325, 329.

15 1I. I'po3nanos, Oxpuodcko 3uono cauxkapcmeo X1V éexa, beorpax 1980, 32-34.

16 There are also images of the Virgin and Christ on the eastern pillars in the naos of
the church of St. Michael the Archangel at Lesnovo, painted a little earlier in 1346-1347, but
they are covered with an iconostasis, see I. M. Djordjevi¢, M. Markovi¢, On the Dialogue
Relationship, 13.

17" Idem, 30.
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Fig. 3 Heavenly Court. Fresco painting from the church of St. Demetrius, Markov monas-
tery near Skopje, northern wall, 1376-1381. Photo by the author.

Ci. 3 Hebecku nBop, dpecka u3 npkse CB. Jumutpuja, Mapkos MaHactup kox Ckoruba,
ceBepHH 3uf, 1376-1381. dortorpaduja aytopa.

Iconography of the spatial Deesis consists of Christ, usually represented
seated on a throne or standing full-length with an open book ant the Theotokos,
most often depicted in the iconographic type ITapdxinoig with an unfolded
scroll. According to observations of I. M. Djordjevi¢ and M. Markovi¢,!8 who
analyzed the texts on the scrolls of the Virgin [Tapdxincig in several Greek and
Macedonian churches, most often they contain the same fragments. Moreover,
the same texts are found not only on the scrolls of the Virgin in the spatial
Deesis, but they can also coincide with texts on the scrolls in the traditional
three-figured Deesis,!9 which is another proof that the figures of the Virgin,
Christ and the Forerunner spaced apart in a several cases, is logical to perceive
as a Deesis composition. Usually, the scrolls contain a dialogue between the
Theotokos and Christ, and a slight difference may lie in addition of individual
words to the text, and also in some cases the dialogue is written not in Greek, but
in Serbo-Slavonic, as, for example, in the narthex of the monastery at Lesnovo.
Sometimes we can read both languages — Greek and Serbo-Slavonic on the
scroll (the spatial Deesis of the gallery of Grigorios’ narthex in the cathedral of
St. Sophia at Ohrid, prior to 1355).20

New iconography of St. John the Baptist is an important feature. In the
Byzantine art of the 14th Century he is often depicted with wings and with a
truncated head in his hands. In the Greek tradition this iconographic type is
called St. John the Baptist ‘kephalophoros’. This image adds the sacrificial,

18 Jdem, 13—48.

19 For example, it is in the three-figured Deesis on the north wall of the church of St.
Nicholas «tuTzotzay» in Kastoria (third quarter of the 14th Century or 1360—1380). The only
phrase preserved on the scroll of the Virgin coincides with the beginning of Her usual appeal
to Christ.

20 1. M. Djordjevi¢, M. Markovi¢, op.cit., 30.
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eucharistic aspect to the entire composition, which is also enhanced by loca-
tion near the altar. At the same time, a scroll is an optional attribute of the
Forerunner.

The earliest image of the winged St. John is preserved in the church of St.
Achillios at Arilje (1296) in Serbia. He is located in the southern conch adjacent
to the altar screen. On the eastern pillars there are also images of the Virgin
Mopaxinoig and Christ. However, at Arilje, in contrast to the later Macedonian
paintings the patron of the church St. Achillios is also depicted between St. John
the Baptist and Christ. Thus, connection between the spatial Deesis and the
church’s patron is established here. This tendency will actively manifest itself
in the Macedonian frescoes, however, most often it is expressed there not with a
spatial Deesis, but with a three-figured Deesis on the wall near the altar, which
will be discussed below.

We should note that the spatial Deesis is also present in the 14th Century
Raska which was the center of the Serbian state in the 11-13th Centuries, as
evidenced by the frescoes of the Theotokos church at Karan (1340-1342),
where St. John is depicted on the southern wall near the altar barrier, as in the
Macedonian monuments. However, the Forerunner does not have wings, he is
presented in a typical three-quarter turn for the traditional Deesis, not frontally,
and he holds his head on a platter with both hands, bringing it to Christ. A stand-
ing figure of Christ is depicted in the southern part of the altar barrier. He holds
a closed book in one hand, while blessing with the other. The Theotokos with a
scroll in her hands is presented as a paired image to Christ, in the northern part.

According to I. M. Djordjevi¢ and M. Markovié, at Arilje a unique spatial
Serbian Deesis was created, in which Serbian rulers appear as new mediators.2!
St. Simeon Nemanja is depicted on the western face of the northern pilaster in
the western part of the church, as the progenitor of Nemani¢ dynasty (north).
The saint holds an unfolded scroll in his hands, and his position in a three-quar-
ter turn is clearly directed towards Christ on the southern pilaster who is stand-
ing in a frontal pose with a closed Gospels. This motif of intercession, according
to researchers, was adopted from representations of the Virgin [Tapdxinoig.

The tendency to associate the members of Nemani¢ dynasty with the
Deesis is especially noticeable in the Macedonian paintings during the reign of
the Serbian ruler Stefan DuSan (1331-1355), who finally included Macedonia
in the Serbian state. So, in the narthex of the church in Lesnovo monastery,
along with the mentioned above spatial Deesis located on the eastern pillars, a
large-scale composition is placed on the northern wall, including both portraits
of Tsar Stefan Dusan’s family with his wife Elena and son Uro$ and portraits of
the ktetor John Oliver’s family.

In the church of the Theotokos at Matei¢ (end of the 1340s — 1360),22
Christ enthroned with an open Gospel is depicted on the western face of the

21 1. M. Djordjevi¢, M. Markovi¢, op.cit., 42.

22 The dating of the frescoes of the Matei¢ monastery varies within the late 1340s-
1360s. V. Djuri¢ refers the murals to the 1356—1360, see B. Jlxypuy, Buzanmuiickue ¢ppecku.
Cpeonesexosas Cepbus, [armayus, crasanckas Maxeoonus, Mocksa 2000, 205. For anoth-
er version of the dating of the church, between 1348 u 1352, see S. Marjanovi¢-Dusani¢, D.
Vojvodié, op.cit., 315; E. lumutposa, op.cit, 266. S. Curéié notes that this church was started
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Fig. 4 Royal Deesis. Fresco painting from the church of St. Athanasius in Kastoria, northern
wall, 1385. Photo by the author.

Cn. 4 Hapcku [densuc, Ppecko cnukapctBo pkse CB. Aranacuja y Kacropuju, ceBepHI
3un, 1385. dororpaduja aytopa.

southeastern pillar, the Virgin [Tapdxinoig is on the northern pillar, and to the
left of Christ, on the pilaster of the southern wall, Tsar Stefan DuSan and his
family are represented (in this case, the Nemani¢ are depicted not only as mem-
bers of the ruling dynasty, but also as patrons of this church). We also note their
very honorable location since in the earlier Serbian monuments the Nemanic, as
a rule, were depicted in the western part of the church, however, at Mateic, the
Dusan’s family is located near the diaconicon. Such a movement of the Serbian
rulers from the western to the eastern part in the Macedonian churches during
this period is not unique.

Another illustrative and at the same time unique example of realization of
the idea of a direct connection between the Nemani¢ and the Deesis composi-
tion in the eastern part of the naos can be seen in a fresco of the church of St.
Nicholas at Ljuboten (1340s).23 Here the members of the royal house of Stefan
Dusan are presented in a Deesis composition in the place of the Theotokos,
that is, to the right of Christ sitting on the throne. However, in this case, it’s not
a spatial Deesis, but a traditional three-figured Deesis. It should be noted that
Dusan with his wife and son are depicted in a representative frontal posture,
typical for portraits of Byzantine emperors. This posture is also typical for other
frescoes of the Macedonian monuments mentioned above. It is important to em-
phasize that the familiar three-figured Deesis in Macedonia is usually located in
the naos near the altar. The location of the Deesis on the southern wall or more

in 1343 and completed with frescoes in 1352, see S. Curdi¢, Architecture in the Balkans,Yale
University Press 2010, 643.

23 The dating of the frescoes varies, for 1344—1345 see 1. M. Bophesuh, op.cit, 112,
145, and for 1348 see B. Ixypuy, op.cit, 180.



348 Elena Nemykina

often on the northern wall next to the altar barrier can be considered as a lasting
tradition for the Macedonian churches, which began to take shape as early as
the 13th Century, as evidenced by frescoes of the church of St. Nicholas of the
Manastir monastery near Prilep (1271), the church of St. Demetrius (c. 1290),
the church of St. Nicholas at Prilep (1298).

Another significant aspect, which also turned out to be quite persistent in
the paintings in Macedonia, is the location of a saint patron of a church oppo-
site to the three-figured Deesis, as already mentioned above. We list only some
examples: the church of St. Nicholas of the Manastir monastery, the church
of St. Nicholas at Varos, the church of St. Nicholas the Hospital (1335-1336)
and the church of St. Demetrius (late 14th century) at Ohrid, the church of St.
George at Polosko (1343-1345), the church of St. George “tu Vunu” at Kastoria
(the second half of the 14th Century) and many others. An extensive number of
monuments, where the three-figured Deesis, depicted near the altar screen, is
located opposite to the image of a patron saint of a church allows us to speak of
this combination as an established iconographic formula.24

As distinctive iconographic features of a three-figured Deesis, it can be
noted that the Virgin does not have a scroll, the book in the hands of Christ is
often closed, and the Forerunner is presented without a truncated head in his
hands and without wings. In addition, in the Macedonian paintings, there are
often holy warriors on the walls of the naos, depicted next to the three-figured
Deesis and a patron of a church.

In addition to the “ruler’s composition” with the Nemanic¢, as at Ljuboten,
the expanded three-figured Deesis may also include portraits of contemporaries.
One example is the image of the Serbian Patriarch loannikije and Archbishop
Nicholas of Ohrid in the chapel of St. John the Baptist in the church of St.
Sophia at Ohrid (1347-1350).

An important variant of the three-figured Deesis in the frescoes of
Macedonia is a new type, the so-called “Royal Deesis”, in which Christ is
presented as the King of kings and the Great Archbishop, while the Virgin is
dressed in royal clothes. It is rather rare. The earliest version of the “Royal
Deesis” is considered to be a composition known as “The Queen Stands at Your
Right Hand”, in which instead of St. John the Baptist to the left of Christ the Old
Testament prophet David is depicted.25 The first known example of this scene is
located in the northern dome of the exonarthex of the church of Assumption of
the Theotokos in Treskavac monastery near Prilep (c. 1340) (fig. 1). The closest
iconographic analogies, where the prophet David is also represented to the left
of Christ, are an icon from the Art Museum in Veria (third quarter of the 14th
Century),26 (fig. 2) and a miniature from the Munich Psalter (Munich Psalter,

24 Recall that this tradition was also not alien to a spatial Deesis which was men-
tioned at the beginning of our article, see the frescoes of the churches of St. Nikita at Cuger
and at Psaca.

25 For possible literary sources for the composition ,,The Queen Stands at Your Right
Hand“, see: 1. I'po3nanos, HcycXpucmoc — Lap nao llapesume 6o scusonucom na Oxpuo-

ckama apxuenucxonuja 00 XV-XVII gex, 1d., JKusonmcor Ha Oxpuackara apXUeIHCKOIHja,
Oxpun 2007, 335.

26 X. Movpomovrov-Towodun, «llapéoty n faciliooo ek delicrv oovy. Bnlaviivny ei-
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Fig. 5 Royal Deesis. Fresco painting from the church of St. Nicholas “tu Tzotza” in
Kastoria, above the conch on the eastern wall, third quarter of the 14th Century or 1360—
1380. Photo by the author.

Ca. 5 Hapcku densuc. @pecko caukapcrBo pkee CB. Hukone ,, 1y T30132* y Kactopuju,
M3HaJ KOHXE HCTOYHOT 31Aa, Tpeha yerBpTuHa 14. Beka mu 1360 — 1380. dortorpaduja
ayTopa.

Cod. Slaw. 4, fol. 28v, last quarter of the 14th Century).27 However, they belong
to a later period. The title “The Queen Stands at Your Right Hand” is a quota-
tion from Psalm 44 (45) concerning the Virgin Mary as a queen. In addition
to the icon and miniature mentioned above, this titles also used in relation to
the fresco composition in the church of Christ the Savior located at Kovalevo
(Veliky Novgorod, 1380),28 and in relation to the icon stored in the church of
the Assumption in Moscow Kremlin.29 All the variants of this composition have
their own characteristics: the image from the Psalter is closest to the icon from

Kova. ato Apyaioloyixo povoeio e Bepoiog, Mveiag yapv. Topog ot pviun Maipng Zryovi-
d0v, £kd. M. Avpumdkn-Axapdrn, K. Toakdrov-Tlavapapn, @sccorovikn 1998, 141-160.

27 C. Papojuuh, Munxencku cpncku ncarmup, 36opauk ®dunozodekor dakynrera
VII-1 (1963) 277-288.

28 For more details about this composition at Kovalevo, see such works as B. H.
JlazapeB, Kosanesckas pocnuce u npobnema 109#CHOCIABAHCKUX CES3€ell 6 PYCCKOU HCUBONU-
cu XIV eexa, Exeromauk Uncrturyra Ucropuu Hckyccrsa. 1957, Mocksa 1958, 233-278;
E. A. Hemsixuna, Kounosuyus «llpeocma Llapuya o decnyro Tebe» u eunomesa o Ho820-
POOCKO-banKanckux ceassax 6 sicusonucu X1V cmonemus, AKtyanbHble TPOOIEMBI TEOPHU
ucropuu uckyccrsa 3, pen. C. B. Mansnesa, E. }O. CrantoxoBnu-/lenncosa, Cankr-Ilerep-
Oypr 2013, 186—194; C. O. Imutpuesa, @pecku Cnaca na Kosanese, Mocksa 2011.

29 B. Ilyuxko, Axona «Ilpeocma Lapuyay 6 Mockosckom Kpemne, 3ITYMC 5 (1969)
57-74; E. 4. Ocramenko, O6 uxonocpaguueckom mune uxonsl «IIpedcma Lapuyay Ycnen-
cKkoeo cobopa Mockosckozo Kpemns, JlpeBHepycckoe HCKyccTBO, pea. B. H. Jlazapes, O. U.
ITogo6emosa, Mocksa 1977, 175-187.
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Veria, while the fresco from Kovalevo includes only Christ and the Virgin in
royal robes, without the third personage. The Forerunner instead of David is
depicted on an icon from the church of Assumption in Moscow Kremlin.30

The “Royal Deesis” of the Treskavac monastery is not an independent
composition, but a part of the scene the ,,Heavenly Court“,3! a detailed exami-
nation of which is beyond the scope of this article, but we will mention some
of the monuments associated with it. In the Macedonian churches its location
and composition differs. In the monastery in Zaum near Ohrid (1361) the com-
position is placed on the western fagade above the entrance of the church; in
the church of St. Demetrius at the Markov monastery (1376—1381) near Skopje
(fig.3) and in the church of St. Athanasius in Kastoria (1385) (fig.4) it is located
in the lower register of the northern wall of the naos near the altar barrier. The
common features of all these compositions are rich aristocratic vestments and
headdresses of Christ and the Virgin. St. John the Baptist is represented instead
of a prophet everywhere, except in Treskavac. Most often the saint is presented
in his traditional iconography, although in some monuments he is depicted with
wings (Markov monastery).

It is also necessary to mention a unique composition of the “Royal
Deesis”, which was uncovered above the conch on the eastern wall in the
church of St. Nicholas “tu Tzotza” in Kastoria (third quarter of the 14th Century
or 1360-1380).32 Christ (“King of kings”) in royal vestments and a crown and
the Ancient of Days with a dove are depicted in the center on the throne with
signature: ,,Holy Trinity* (fig.5).The throne is surrounded by the host of heaven.
Images of the Theotokos in royal vestments and the Forerunner are depicted at
the flanks, two prophets David and Daniel are next to them. David is holding a
scroll with the words from Psalm 44 (45), while Daniel’s scroll contains a quote
from his book (7, 9-14).33 The Royal Deesis in the church of St. Nicholas “tu
Tzotza” has some parallels with the composition in Treskavac monastery, but
its exact meaning is unknown. Note that there is also a traditional three-figured
Deesis in the same church, which, according to tradition, is located on the north-
ern wall near the altar.

So, having analyzed the Deesis compositions in Macedonian frescoes of
the 14th Century we may note several facts. Firstly, we see a wide spread of the

30 On the possible reasons for the actualization of the theme of the priesthood of
Christ in the art of the Palaiologos, see E. A. Hembixuna, Tema ceswencmea Xpucma 6 ausam-
muticxoul scusonucu Ilaneonozosckoeo nepuooa, Seminarium Bulkinianum IV, Cankr-Ile-
TepOypr 2017, 186-187.

31 For more details about this composition see M. I'muropujeBuhi-Makcumorwuh,
op.cit., 77-121; C. Cmomuunh-MakyseeBuh, op.cit, 463—472; E. A. HembikuHa, Brusnue um-
nepamopckou npobnemamuru Ha monymenmanshvie pocnucu Cepbuu XIV 6. na npumepe
rxomnosuyuu «Hebecnoiil 0s6opy» 6 Yenencrkoii yepxeu monacmoips Tpecrkasay, Bectauk Ipa-
BoclIaBHO-TrxoHOBCKOro ['yMaHuTapHOTrO YHIBEpCHTETa. BOPOCKH HCTOPHUU U TEOPHUU XPH-
CTHAHCKOTO UcKyccTBa 4 (24) (2016), 48—66.

32 For reproduction of this scene see: K. Vapheiades, op.cit., 59; 1. Ziciov, Mia ayve-
oty oovheong tov Ayro Nikdioo tov T{wtla Kootopidg. Zvvévwon dvo onuoviikwv Osudtwv
m¢ Baoihikng Aénong ror g Ayiog Tpiddog, Apiépopa otnv pviun tov Xotpn Kicca,
®gocarovikn 2001, 529-531.

33 K. Vapheiades, op.cit., 69.
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Greek variant of the spatial Deesis in Macedonia while presence of St. John the
Forerunner “Kephalophoros™ in this composition also emphasized the fact that
the novelties of the Byzantine iconography were actively adopted in the region
too.

Secondly, the presence of an iconographic formula, including the Deesis
composition and the image of a saint to whom a church is dedicated is an impor-
tant feature. This placement of the compositions opposite one another is charac-
teristic also for the Greek tradition. Though the specifics of this formula, used
in the monuments of Macedonia in times of the Serbian rule, lies in connection
of the Deesis, placed near the altar barrier, with the portraits of the Serbian rul-
ers. The connection of Deesis with the family of the reigning Tsar Stefan DuSan
demonstrates the active response of iconography to historical realities in the
context of implementation of the ideological tasks of the Serbian rulers from the
dynasty of the Nemani¢. Inclusion of Dusan’s family in the Deesis composition
continues the Serbian theme of mediation of the Nemani¢ with Christ, tradition-
al for the Ragka frescoes of the 13th Century. However, now the ruler is depicted
frontally, as was customary in the Byzantine imperial iconography. Thus, the
local Serbian tradition associated with the depiction of the Nemani¢ blends with
the Greek tradition, which acquired local specific feature in the Macedonian
monuments such as the placement near the altar. A clear proof of this fact is the
above-mentioned scroll of the Virgin Mary from the spatial Deesis in the gallery
of Grigorios’ narthex in the cathedral of St. Sophia at Ohrid, where the Greek
and Serbo-Slavic languages are combined within one text.

Finally, a distinctive feature of the Macedonian Deesis is the appear-
ance and active distribution in the wall paintings of such type as the “Royal
Deesis”. It is also important that this composition appeared for the first time in
the Treskavac monastery, which, until the conquest of Prilep by Dusan, played
an important role as a Serbian diplomatic establishment in the Byzantine territo-
ries, as the Hilandar monastery on the Athos. The importance of the monastery
for DusSan is also evidenced by the fact that in the charter sent to Treskavac,
Dusan mentioned the victory over the Greeks and capture of Prilep, apparently
linking his military triumph over Byzantium with the help of the Virgin Mary.34

The pictorial examples we have cited provide a basis for further reflection
on the reasons for new interpretations of traditional iconographic types, which
depend not only on theological concepts, but also on the historical and cultural
context of the era. The genesis of the Deesis composition in the Macedonian
frescoes is also interesting in the context of studying the problems of coexis-
tence in medieval painting of the Byzantine traditions and the Southern Slavic
regional specifics.

34 JI. CnageBa, B. MormuH,  pavomume na Cmeghan /[ywan 3a manacmupom ITpe-
ckagey, CIOMEHHIM 32 CPETHOBEKOBHATA U NIOHOBATa uctoprja Ha Makenonuja IV, Cxomje
1981, 56, 69.
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Enena Hemuxuna
(McTpaxuBadky HHCTHTYT 3a TEOPH]jy ¥ HCTOPH)y apXHUTEKType H ypOanu3Ma, Mocksa)
JE3UC Y 3UJHOM CJIMKAPCTBY HA TEPUTOPUIM MAKEJAOHUJE YV IEPUOAY
CPIICKE BJIAAABUHE: NKOHOI'PA®CKHM ACIIEKTU U PA3BOJ

I'maBHa nmaxma je mocsehena npoyyaBamby HKOHOTPA)CKHUX BapHjaHTH KOMIIO3HIIH]jE
Hensuc mnponaheHMx y XpamMoBMMa Ha TepHTOpHju Makenonuje. McmmTtano 3umHO
CIIMKapCTBO HACTaJo je y 14. Beky, y mepuody Kaaa je Teputopuja MakemoHHje yia3uia
y cacTaB cprckux 3eMasba. OCHOBHHM IIMJb CTymuje OO je Ja ce MAeHTH(UKYjy JOoKaaHe
crenudUIHOCTH KOMIIO3HUIIN]je, jeTHE O HajpacpOCTParmbeHHjUX Y BU3AHTHjCKO] YMETHOCTH.
Kao pesynrar cTyamje, OTKpHBEHO je 1a ¢y y ppecko mporpaMiMa Koju AaTupajy u3 14. Bexa
Jlen3uc KOMIO3ULIKje 3aCTYIUbEHE Y HEKOJIHMKO KIbYYHHUX BapUjaHTH, KOj€ C€ MOTY MMOACIUTH
y cienehe rpyme: 1) t3B. Jlensnc, 2) TpagunuoHaiHu J[ensnc, y KojeM ydecTByjy TpH JIHKa
(Xpucroc, boropomuma u Ceeru JoBan Kpcruters) m 3) Tako3Banu ,llapckm Jlemsumc™.
Ha ocnoBy mpoy4aBama UKOHOrpadcKUX BapHjaHTH Kommo3suuuje Jleusuca y xpamMoBuMma
Ha TepuTopuju MakenoHHje, U3BYUYeHH cy cienchu 3akibyuuu. [IpBo, mpUMEp MIHpEHa
poctopHor Jlensnca” mokasyje ONHCKY Be3y ca ONIITOM BHU3aHTHjCKOM TPAIHUIHjOM H
MHOBaIMjaMa y BH3aHTHjCcKoj MKOHOTrpaduju. JIpyro, BaykHO je MPHCYCTBO MKOHOTpadcKor
oOpacna, ykibyuyjyhu koMnosuiyjy Jleusuca u Uk CBETUTEIha KOME je IpKBa ocBehieHa.

Konauno, xommnosummja ,,llapckn Jlensnuc* kapakTepuCTHYHA je 32 OBaj MPOCTOP.
OBakBa MKOHOrpa)cka TeMa M3BECHO NPBH IYT C€ M0jaBJbyje Y MaHACTHPy TpeckaBall Koju
je uMao Beoma BaxkHy yiory. Huje youena moBe3aHocT oBor tuma Jleusuca ca onpeheHum
APXMTEKTOHCKMM KOHIIENTOM XpamoOBa, MAKO je TeHe3a OBAKBE KOMIIO3MIIMjE 3aHHMJbUBA
3a IpOy4aBame KOET3HCTEHLMje BH3AaHTHjCKE TPAIMLHUje U jY>KHOCIOBEHCKHX JIOKATHHX
Creunu(pUIHOCTH Y )KHBOIHCABY Xpama.



