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ARTISTIC TRENDS AND AESTHETIC APPROACHES
IN 18" CENTURY MONUMENTAL PAINTING.

THE CASE OF THESSALY

[oannis Tsiouris, Hellenic Open University, Trikala

Thessaly lies in central Greece and contains the prefectures
of Trikala, Karditsa, Larissa and Magnesia. It occupies
an extensive geographical area that takes in fertile plains,
mountainous areas and coastal lands'.

After its conquest by the Ottomans in the late 14" century?,
the following three centuries were marked by periods of both
local development and instability, the latter as a result of the
oppressiveness of the Ottoman regime and local insurrec-
tions’. In spite of all this, the development of art — particu-
larly from the 16" century onwards, with the construction of
new churches and katholika, which were decorated by great
painters of the time*, as in the 17" century’, together with a
considerable degree of cultural activity®, attests to a certain
level of economic, social” and cultural development, and pro-
vided an important basis for subsequent artistic development.
During the 18" century the mainstays of economic life were
agriculture, stockbreeding and their by-products; another
important industry was sericulture, while a certain amount of
metalworking also existed. Local people traded in the neigh-
bouring areas and, according to the contemporary written
sources, enjoyed close commercial ties with them?®.

At the same time, however, the difficult living conditions
created by the Ottoman occupation’ led to a wave of migra-
tion, as in the previous century. The main destinations were
Constantinople, Thessaloniki, the Danubian principalities
and central Europe!®. This migration did not consist merely
of Thessalians leaving the region to find work elsewhere but
also of population groups moving to mountainous areas for
a variety of different reasons, most of which were connect-
ed with the oppressiveness of the Turkish regime and local
revolts against the Ottoman Empire!!. This combination of
local production, with its close commercial ties with neigh-
bouring areas, and migration'? led to the development of lo-
cal societies with their own means of livelihood and relative
economic stability, despite the problems that occasionally
arose. Finally, the beneficial effects that the Treaties of Kar-
lowitz (1699) and Passarowitz (1718) had on the Turkish-
occupied Balkans also made themselves felt in the region
through the stimulation of economic growth by trade'.

This is the general historical background for an extensive
region whose history, particularly that of the 18" century, has
not yet been fully written. It was in this historical context
that artistic production — in this case mural painting — devel-
oped, and indeed the evidence shows that mural painting in
Thessaly experienced a remarkable flowering during the 18"
century, since a total of 126 mural ensembles have already
been found", in mountainous districts, the plains and coastal
areas. These ensembles are to be found in a variety of monu-
ments, ranging from small parish churches and side-chapels
to large monastic katholika's.

Architecturally, the main style followed in the monastic
katholika is the ‘Athonite type’'®, as, for example, at the
monasteries of Spilia (1736), the Holy Trinity at Drakotrypa
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Church of St. Panteleimon, Tsaritsani. Martyrdoms of saints. Detail
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(1743)", Paou in the Pelion (1750)'® and the Holy Apostles
Peter and Paul at Rapsani (1778)". This category also in-
cludes a number of parish churches, such as the Church of
the Archangel Michael at Marathos (mid-18™ century)®.
The three-aisled basilica style is to be found in only a small
number of monuments, such as the Church of St. Nicholas at
Rendina?', the katholikon of the Domiana Monastery** and
the church at Stavros near Farsala®.

All the other parish churches are single-nave structures, with
a hagiati (open-sided gallery) or exonarthex. Amongst these
the Church of St. George at Rendina and the Church of the
Dormition at Petrochori** stand out for their choirs on the
south and north sides. These constitute an architectural type
that was rare both at this time and in the previous century?.
One of the earliest 18™"-century mural decorations in Thessaly
lies in the Church of St. Panteleimon at Tsaritsani’®, which,
according to the founder’s inscription of 1704, was executed
by the painter Ioannis?. In terms of its subject-matter, the icon-
ographic programme of this church is somewhat unusual since,
apart from the Christological cycle, it also includes the Martyr-
doms of the Apostles, the martyrdoms of various saints and the
Virgin cycle. The painter loannis stands out for the frugality of
his means of expression. The modelling of the faces of the tall
slender figures is achieved with soft brushstrokes, without bold
contrasts of light and shade, and with a somewhat ‘flat’ tech-
nique, which leads to the creation of faces that lack bold flesh
tones or have no flesh tones at all. In contrast, the naked bod-
ies are rendered with bold anti-realistic outlines, which lend
emphasis to the individual limbs. The human figures, however,
lack an organic cohesion with the surrounding space, which
is occupied by soft-textured hills or buildings, whose design
is usually repeated. All in all, this is a style of painting whose
characteristics and ‘anti-classical’ tendency?*® may be encoun-
tered in other churches in the region, particularly those dating
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from the early 18" century, thus representing a remarkable sur-
vival of a painting current to be found in Thessalian churches
dating from the second half of the 17" century.

A different manifestation of painting may be observed in the
Church of St. George at Rendina (1719), where the the-
matically rich iconographic programme?® stands out mainly
for the existence of the band depicting a series of martyr-
doms. This choice of theme is not rare in post-Byzantine
mural painting in Thessaly since it occurs in a considerable
number of monuments built in the previous century, while its
origins should be traced in the Late Byzantine era®. As for its
stylistic characteristics, the fine features of the faces, with the
peculiar trait of the carefully drawn slit eyes, the dark under-
painting and the naked limbs that almost stand out in relief,
intensified by the linearity of the drawing, the bold move-
ments of the figures, the rich and boldly depicted folds of
the garments, the Palacologan-style buildings and prismati-
cally shaped mountains, and even the calligraphic rendering
of the inscriptions, produce a result that exudes an aura of
sophistication and sumptuousness. These observations also
apply to the wall-paintings in the Church of St. Nicholas
at Rendina (1725)%'. The decoration of the two monuments
is, as a whole, stylistically uniform, a fact which leads to the
conclusion that the two anonymous painters who executed
these works were apprentices in the same workshop — that of
the painter John at the katholikon of the Rendina monastery
(1625)*. The evident connection between the apprenticeship
of these two painters and the work and tradition of the paint-
er loannis in the katholikon of the Rendina monastery shows
the strong influence that his painting exerted in the region,
although his artistic origins are still unknown. It is clear,
however, that the painters’ background led them to blend the
styles of the two dominant schools of the 16" century (the
Cretan School and the School of North-Western Greece) and
also continuously to seek and use new iconographic types,
which had the effect of constantly renewing his style.

During the same period (1727) the refectory of the Dousikon
Monastery at Trikkala was decorated®. Amongst the other
scenes depicted in the iconographic programme, which sur-
vives in a fragmentary state, can be found representations of
the Tree of Virtue and Sin** and the Crucified Monk, scenes
which are relatively uncommon in Orthodox painting. The
iconographic type of the Crucified Monk® is a simplified
copy of the Cologne engraving by Michel Birbaum (first
half of the 17" century)*®. It occurs in a similar iconographic
schema in the Rendina Monastery in the Agrapha Mountains
(first half of the 18" cent.)’” and in the Hurez Monastery in
Romania®*®. The scenes in the refectory are characterised by
a harmony in the drawing and a balanced rendering of the
individual elements. While his attention is concentrated on
the faces and the naked limbs, with their luminous and rough
surfaces, the painter also takes pains to provide a detailed
depiction of the garments and objects of everyday use, com-
bining features from the painting tradition of Macedonia and
northern Thessaly, as well as elements from the painting in
the katholikon of the same monastery and also Western art.

Dousikon Monastery. Katholikon. Narthex of the chapels. Creation
of thw World. Detail

Kamonuxonsm na manacmupa [[ycukon, npumeop Ha napaxkiuca,
Cvmeopenuemo na ceema, demaiin
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In the narthex of the chapels of the katholikon at the
Dousikon Monastery (1739)%, which was decorated by the
painter Constantine, it is possible to observe a relative sur-
vival of an artistic tendency in 17"-century Thessalian paint-
ing, visible in the Vitouma Monastery at Kalambaka (1600),
which is characterised by extensive use of the colour white*.
The painter displays an eclecticism in his choice of icono-
graphic types for the different scenes. Most of the icono-
graphic schemata in his depictions are based on Cretan mod-
els, in the form they had attained by the 18" century, while
certain others, such as the Creation of the World, derive from
loans from Western painting*'. There are also allusions to
Byzantine models, as well as a depiction of the relatively
uncommon scene of the Dormition of Hosios Ephraim the
Syrian*2. The studied combination of bold colours, the use of
white and his elaborate portrayal of personal portrait features
produce a truly remarkable result®.

During this period the katholikon of the Monastery of St.
Panteleimon at Aghia (1721)* was painted by the painter-
monk Daniel® from the Peloponnese. The rich iconographic
programme includes the Christological cycle, the Life of the
Virgin Mary, scenes from the Old Testament, depictions of
hymns and martyrdoms of saints.

His work is characterised by an affectation in his choice of
expressive means, which is evident in the extremely tall and
slender figures and oval-shaped faces, the bold movement
and rich drapery. It also stands out for the refinement of the
portrait features. These features of Daniel’s painting differ
from those of the painting in the region’s monuments as a
whole since his aesthetic views, as manifested in his work,
derive from the tradition of Peloponnesian painting*®. He
himself does not appear to have exerted a significant or dis-
cernible influence on later painters. However, the mere fact
that he worked on such a large monument so far away from
his native area shows just how much his aesthetic views
were accepted by his patrons.

At the same time, there are a number of works from the
first half of the century that exhibit the tendency to return
to 14"-century models*’. These mural ensembles are to be
found in the chapels of the Rendina Monastery in the Ag-

20

Rendina Monastery. West front of the
katholikon. The Wheel of Life
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rapha Mountains. Both in the Chapel of the Holy Apostles
and the Chapel of the Holy Cross* the tendency towards a
revival of Palacologan models is both pronounced and suc-
cessful, testifying to the work of experienced painters. In
addition, the depiction of didactic themes, such as Kairos*,
the Wheel of Life’® and the Ladder of Divine Ascent’!, has
been carried out in a way that accords with the instructions
laid down in Dionysios of Fourna’s Hermeneia®*. The sty-
listic and iconographic features of these works suggest that
they should be attributed to painters working in Dionysios of
Fourna’s circle®.

At this time there appeared the first representatives of a
group of painters with principally Romanian influences and
contacts, whom modern researchers regard as belonging to
the ‘Aghia Workshop’, which was to last for about ninety
years™. Thus, in the katholikon of the Spilia Monastery
(1736)> worked the painter Theodore, who, in a series of
inscriptions mainly on portable icons, stated that he origi-
nated from Aghia near Larissa and came from Bucharest. The
iconographic programme follows the established pattern for
churches of similar architectural design, but exhibits certain
peculiarities, the most important of which is the programme
in the dome, where the Preparation of the Throne and fifteen
pre-schismatic Popes are depicted. This programme does
not appear in any post-Byzantine churches in Greece but only
in a certain number in Romania®’, which probably influenced
the unknown painter. Moreover, other elements in the deco-
ration, such as the depiction of the Virgin Mary Neopalimaya
Kupina®, and other features in portable works like the por-
table icon of the Virgin Mary, lead us to suppose that the
painter had direct knowledge of numerous Romanian and,
more generally, Slav iconographic themes™.

However, particularly after the middle of the century, and
with greater frequency, the presence and work of painters
from other parts of Greece may be observed. Thus, in 1755
we find the painters Nicholaos and Alexios from loannina
decorating the small chapel at the Sparmoés Monastery®
on Mt. Olympus. Exponents of a local tradition in the Epirus
region®!, they became accepted in the conservative monas-
tic environment of the Thessalian monastery. Their fellow-
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Sparmos Monastery. Chapel of St.
Charalambos. The Crucifixion.
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countrymen from Kalarrytes, the brothers Stergios and Ilo-
annis, worked in the Chapel of Aghioi Pantes (All Saints)
at Kalambaka (1766)%. Also, the painters Constantine and
Michael from Chioniades in Epirus®® were to work at the
Church of St. George at Oxyneia (1779)% and in the katho-
likon of the monastery at Desi near Trikkala (1798)%. By
and large, these painters accepted the influences of Western
painting, very often uncritically, creating ensembles that fail
to achieve a harmonious fusion of these influences with the
Byzantine tradition®.

In this different, though stylistically similar, climate we may
place the anonymous painters who decorated the Church of
the Great Archangels at Miliés in the Pelion (1774)%. The
three-aisled basilica situated in the centre of the village has
an extensive iconographic programme which, apart from the
Christological and Virgin cycles, includes vita and martyr-
doms of saints, scenes from the Old Testament, hymns such
as the Ainoi and didactic scenes such as the Wheel of Life.
The intensely sweet base colours of the figures, the bold and
expressive movements, the rich folds of the garments and
the general decorative tendency, elements that derive from
Western influences, are combined with iconographic types
that come mainly from the Byzantine tradition and display
individual Western influences that were understood and con-
sciously accepted by the painters of the basilica. The same
climate®® is evident in other works too, such as the frescoes in
the katholikon of the Monastery of the Holy Apostles Peter
and Paul at Rapsani (1778)% on Mt. Olympus, the work of
anonymous painters.

At the same time, the legacy of the work of Dionysios of
Fourna can be observed in the work of most of the painters
active in the region, although it is most faithfully followed
by the painters George Georgiou and George Anagnostou,
descendants of his circle, in a series of mural ensembles,
such as that in the Church of the Dormition of the Virgin
Mary at Farsala (1786)°. Evidence of the tendency to re-
turn to 14"-century models is limited in their work and the
iconographic types faithfully follow the instructions laid
down in Dionysios of Fourna’s Hermeneia.

Finally, also of interest is the case of the painter Constan-
tine in the narthex of the katholikon of the Petra Monastery
(1789)"'. The iconographic and stylistic features of his work
reveal a capable painter who was aware of the achievements
of painting in Romania. In addition, he was also aware and
made use of contemporary engravings, particularly those of
Zefarovic, as may be seen in the depiction of the Zoodochos

Church of the Taxiarchis at Miliés in the
Pelion. The Wheel of Life.
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Monastery of SS Theodore, Rapsani. Katholikon.
The Betrayal.

Pancanu, kamonukonvm na Manacmupa na ce.
Teoooposyu, [Ipedamercmseomo na FOoa

Pege™. Furthermore, the iconographic programme includes
one of the two representations of St. John’s Apocalypse that
exist in Thessaly”.

Most of the monuments in the region, therefore, during the
century under examination here, have relatively limited sur-
face areas available for mural decoration. However, a small
number of monuments, chiefly katholika, does exist with
surface areas large enough to allow painters to lay out ex-
tensive iconographic programmes’. Yet even in the cases of
small churches, it is possible to observe a reduction in the
size of the scenes so that as many scenes as possible could
be included.

The examination of the decoration of the churches covered
by this study has shown that iconographic programmes un-
derwent a coherent development, with each programme be-
ing adapted to the architectural limitations of the building
it was intended for. The representations are usually placed
in thematically autonomous bands and are separated by a
purple frame, in accordance with the most conventional
practice in post-Byzantine fresco painting. As a general ob-
servation, it is possible to recognise an attempt to create
a structured iconographic programme based chiefly on the
Christological and Virgin cycles, together with an emphasis
on the devotion of the Virgin Mary, mainly through depic-
tions of her Life and the Akathistos Hymnos. In addition,
the painters usually adapt their programmes to the limita-
tions of each building in a creative way, as, for example,
in the katholikon of the Monastery of Kosti (1759), where,
for reasons of space, the Annunciation has been omitted
and has been replaced by the corresponding scenes in the
Akathistos Hymnos™. Furthermore, in some churches a
certain laxity may be observed in the selection of scenes
for the conches of the choirs since the practice of depict-
ing the Transfiguration and the Descent into Hell, which
had been almost customary since the 16™ century, has not
been followed. For example, in the Spilid Monastery the
Aghioi Pantes and the Descent into Hell are depicted, while
the Transfiguration and the Massacre of the Innocents are
depicted in the Monastery of Kosti and the Crucifixion and
the Transfiguration in the Monastery of the Holy Apostles
Peter and Paul at Rapsani.

Apart from the regular iconographic themes, a certain variety
may be observed in the selection of individual themes, which
stems both from the desires of the patrons and also the limita-
tions imposed by the size of each church. The most frequent
cycles are the Dodekaorton, with an emphasis on the Passion
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cycle, the vita of the Virgin Mary and St. John the Baptist, and
the Akathistos Hymnos. In addition, it is possible to observe
a constant quest for, and use of, uncommon iconographic
themes, which indicates a constant artistic quest for material
both from Western art and Slavic Orthodox art. A typical ex-
ample of this is the depiction of the pre-schismatic Popes of
Rome in the bases of the domes of the katholika at the Drosato
Monastery (1734) and the Spilia Monastery (1737) — a feature
indicating an anti-papal stance’—, the depiction of the Wheel
of Life”’, the Tree of Virtue and Sin” and the Virgin Mary
Neopalimaya Kupina and, finally, the depiction of Alexander
the Great™.

The particularly rich artistic production that Thessaly expe-
rienced during the 17% century, coupled with the high stan-
dard of the painters of that period, contributed to the creation
of both works and workshops that influenced a considerable
number of the mural paintings executed in the same region in
the 18" century. The examination of the mural decoration of
a considerable number of churches in the region has shown
that the influence of local 17%-century painters’ workshops
continued to make itself felt until at least the fifth decade of
the 18" century®. This continued influence, however, is not
evident in all of the churches constructed in the first few de-
cades of the century but is only occasionally present, which
indicates not only the increasing discontinuity but also the
tendency on the part of patrons to be more selective and the
change that occurred in their artistic criteria. Even though
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we are ignorant of the names and places of origin of most of
these painters, we may assume that they originated, or at least
carried out most of their professional activity, in Thessaly,
and this is because of the strong influence that earlier mural
ensembles in the region obviously had upon them.

Another group of monuments led to a renewal of the local
painting tradition through the recall of painters from other
areas or the acceptance by local painters of artistic trends that
had hitherto been unknown in the region. In addition, in the
second half of the century an increase may be observed in
the number of painters who serve a local apprenticeship and
move about in bands in search of work. In fact, very often
these painters decorated the mansions of wealthy clients us-
ing secular themes, with the result that they became conver-
sant with the tendencies of contemporary secular painting®'.
This led to the parallel use of secular themes and decorative
motifs in religious painting, since the observable desire for a
narrative form of art is directly connected with the aesthetic
views of the patrons, as expressed in the decoration of their
homes. The intensely sweet earth underpainting of the fig-
ures, the attempt to achieve a realistic rendering of the events
depicted and to create a third dimension, the use of Western-
style architectural settings and the decorative desire, with its
use of baroque, rococo and even Islamic designs, constitute
the common characteristics of most painters of the second
half of the 18" century, and particularly the latter part.
However, it should be noted that there is a lack of works
with strong Western iconographic and stylistic influences.
This is probably due to a certain ‘conservatism’®? in the out-
look and aesthetic views of the patrons or the painters them-
selves, which, while leading to renewal and a quest for new

Church of St. George, Lefki. Alexander the Great
Jegru, y. ,,Cs. [eopeu”, Anexcanowvp Benuku
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elements unknown in Thessalian painting, meant that these
things were pursued through a continuation of the Byzantine
tradition, as was expressed in the large mural ensembles of
the 16" and 17" centuries. Any Western elements that may be
found in their works may be regarded as forming an organic
part of tradition, within the context of the general aesthetic
views of the time.

As for the question of the selection of painters by patrons,
despite the lack of written sources, the fact that painters from
so many different locations evidently worked in Thessaly
during the 18" century indicates not only the strong financial
standing but also the existence of certain demands on the
part of local patrons, who not only provided local painters
with work but also appear to have used certain criteria in se-
lecting them. The good education that some of these patrons
had received enabled them to accept new and original icono-
graphic themes or the revival of Palaeologan types, while at
the same time they regarded painting as being a means of
reacting against Catholic propaganda, as is illustrated by the
depiction of pre-schismatic Popes or the detail of the dove
beholding God the Father in the scene of the Holy Trinity,
though this does not mean that they reacted against the adop-
tion by some painters of Western, chiefly stylistic, elements.
In the 18"-century mural decoration of Thessaly’s churches,
therefore, it is possible to observe a transition in Orthodox
art from conservative works, which were iconographically
and stylistically based on the Byzantine tradition, as this had
been preserved in the 16™ and 17" centuries, to the gradual
adoption of aesthetic views inspired by Western art, without
this meaning that the works lost anything of their Orthodox
character.

* This article is based on a paper read at the 22" International
Congress of Byzantine Studies, Sofia 22-27 August 2011: ,,Artistic
Trends and Aesthitic Approaches in 18" century Monumental
Painting in Thessaly (Greece)”, Proceedings — Abstracts of Free
Communications, V. III, Sofia, 2011, 386.
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gel Michael at Marathos (1791) (on the church’s architecture see
Giannitsaris, G., N. Vryniotis. O 1epdg vaog Ayimv Ta&wopymv. ..,
57ff.). For the work of these two painters see Chatzidakis, M. 'E\-
Mveg Zaypdoot..., 163; Paliouras, A. To Movactmpt g [avayiog
otov [Ipovcd. Athens, 1997, 63ft.; Tsiouris, I. Ot Toryoypagieg g
povng Ayiog Tptadog Apakdtpurag. ..., 360fF.

71 The katholikon of the Petra Monastery was painted in 1664
(Sdrolia, St. Ot toyoypapieg Tov Kaboruob g Movnig I1étpag. ..,
871f.). For the narthex see Tsiouris,I. Ot toyoypagieg g povig
Ayiog Tpuadog Apaxdtpomag..., 353.

72 Davidof,D. Srpska grafika XVIII veka. Novi Sad, 1978, 265, pls.
47-49; Thierry, N. Sur une icone inedite de la Vierge Source de Vie.
— Agktiov g Xprotiavikng Apyatoroyikng Etaipeiog, 22 (2001),
333ff.

73 According to the research so far, the only post-Byzantine
representations of the Apocalypse in Thessaly are to be found

in the katholikon of the Spilid Monastery (1737) in the Agrapha
Mountains and the katholikon of the Petra Monastery (Tsiouris, I.
Ot toyyoypapieg g povig Ayiag Tpiadog Apakdtpumag..., 369 and
3544t., respectively).

74 For example, the churches of St. Panteleimon at Tsaritsani and
St. George and St. Nicholas at Rendina, the katholika of the Drako-
trypa, Domiana, Paou and Spilid monasteries, and the Church of the
Archangel Michael at Marathos.

75 Tsiouris, I. Ot toryoypopieg g povig Ayiag Tpiadog Apakdtpu-
nog. .., 103.

76 On this subject see Ibidem, 66.

77 Antonopoulos, E. Tpoyav kvkicparta. .., 171f.

78 Tsiouris, I. Ot toryoypaoieg g Tpdmelag..., 354.

79 For the depiction of Alexander the Great in monumental painting
see Tsiouris, I. Ot toryoypapieg g povig Ayiog Tpiadog Apakdtpu-
Tog. ..., 309, with relevant bibliography. Cf. an identical representa-
tion in the Church of St. George at Kastri near Aghia (2" half of the
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80 For the local 17"-century painters’ workshops see above, fn. 5.
81 For the subject of contemporary secular painting see Garidis, M.
Awxoopntikh {oypaeikn. Baikdvia — Mipaoio, 18% — 19 oio-
vog, Mmapdk kot Pokokd, Avatoditikn kot Bulovtivi kKinpovopud.
Athens 1996, 17ff.

82 By the term ‘conservatism’ in this particular case we are refer-
ring more to the attempt to continue the Byzantine tradition, as
expressed in the work of Dionysios of Fourna, than to the ster-

ile rejection of any imported element in art. On this subject see
Triantafyllopoulos, D. “IIp60dog” kot “Zvvtipnon” oto nedio g
ekKANolooTIkNg Kot Opnokevtikng (oypaekns. H mepintoon tov
18 audva, Topupa T'ovkavopn — Xopv: Oyerg g Bulavtvig
Kowaoviag ap. 13, Abnva 1993, 25ft.
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LITURGICAL PLANNING: WHERE
AND HOW THE FAITHFUL
PRESENT THEIR OFFERINGS
Stanislav Stanev

The article deals with the issue of where
and how the fifth and sixth century con-
gregations presented their offerings. The
observations of Th. Mathews on Ordo
Romanus Primus have been drawn and
his reconstruction of the presentation of
offerings in the early Roman churches
has been adopted: it was during the mass
when the faithful handed over their offer-
ings in the senatorium and the matrone-
um (fig. 3). Two churches in Greece are
regarded in the light of the early Roman
liturgical planning: the basilica of Le-
chaion in Corinth and the Basilica B in
Nikoipolis (fig. 2). Comparatively, the in-
formation of Codex Barberini Gr. 336 has
been considered as well as what is known
about the skeuophylakia of the churches
in Constantinople. The outcome of the lat-
est archaeological explorations of Hagia
Sophia provides wider opportunities for
exploring the function of the skeuophy-
lakion. Coloured slabs as those inlayed
in church floor (fig. 8), mark a m-shaped
enclosed space (fig. 6). It signifies the ar-
eas of access for the congregation, com-
ing into the skeuophylakion to hand over
their offering to the deacons. The oppor-
tunities for physical enactment of pass-
ing and receiving the offerings as well as
writing down the names in the liturgical
diptych are discussed. Both the archaeo-
logical data about the functioning of the
skeuophylakion of St. Eirene church (fig.
5), as well as the reconstruction after
written sources of the skeuophylakion of
Blachernae church, which according to
C. Mango was in the southern part of the
transept (fig. 8), are thoroughly examined.
The chamber in the north-eastern cor-
ner of a church nearby the city of Sliv-
en, studied in 1960-1961 (fig. 1) and
groundlessly declared a baptistery, is
being considered. It is argued that it has
been used as a skeuophylakion.

UNKNOWN MEDIEVAL
MURAL FRAGMENTS FROM
ANCHIALUS

Alexandra Trifonova

During digs (2012 ) at the medieval ne-
cropolis in Palaiokastro (ITaAdkactpo)

locality of the ancient city of Anchialus
(Ayyioahog, now Pomorie), led by ar-
chaeologist M. Daskalov, a number of
fragments of wall paintings were un-
earthed, which were later handed over
to the Museum of History of Pomorie
for keeping. The murals happened to
get into the necropolis as a result of
the demolition of a nearby church, re-
maining undiscovered for the time be-
ing, where those were laid as a token of
deep respect.

The condition of the fragments of the wall
paintings, which consist of two painting
layers, is poor, as they have been broken
into many small pieces. The first layer
(of the late tenth or the early eleventh
century) dates to the days of Bulgarian
domination over the region and includes
fragments of a female face, most proba-
bly the Most Holy Mother of God, a foot
and two decorative elements. The sec-
ond layer (of the late twelfth or the early
thirteenth century) is of the Byzantine
period and includes an image of a saint,
hands put together for prayer, as well as
a number of Greek letters from various
inscriptions. In both cases we are talking
about accomplished icon-painters, who
were supposedly assigned right from the
capital of Byzantium, Constantinople or
who have at least been taught and have
honed their skills at Constantinopolitan
art workshops. It is most natural, given
the specific geographical location of An-
chialus: its location at the seaside and
proximity to Constantinople, as well as
the fact that the Ecumenical Patriarch in
the end-twelfth century was born in An-
chialus, which undoubtedly made it easy
to enhance the relations with the Byzan-
tine capital.

TECHNIQUE AND
TECHNOLOGY OF THE
FIFTEENTH-CENTURY MURALS
AT THE CHURCH OF STS PETER
AND PAUL, THE ORLITSA
METOCHION

Milan Mikhailovich

The Orlitsa metochion with the Church
of Sts Peter and Paul is 18 km to the
west of the Monastery of Rila. The mu-
rals in the church are among the just
a few extent ensembles of the late fif-
teenth century. Their dating is suggest-
ed by an inscription over the entrance

in the west wall of the naos, which tells
that the painting was done in 1491.
Of the medieval paintings, only eight
scenes have been entirely preserved.
Some of the researchers attribute these
murals to the group of works by the
icon-painters from Kratovo.

The publication presents the results of
the study of the end-fifteenth-century
wall paintings conducted for the time
being. All the constituent elements
— ground, plaster and painted layer —
were analysed for the purposes of the
research. A number of physico-chem-
ical tests were conducted to establish
the structure, the chemical composition
and the stratigraphy of the wall paint-
ings under consideration. The plas-
ter is of lime with a lot of fibre filler
(straw), applied in one layer. The medi-
eval icon-painter has strictly observed
the traditional stages in the work with
tempera technique. The painting shows
significant thickness and coverage. The
underpainting ground of the flesh areas
were applied (proplasmos), then came
the development of the forms (glykas-
mos) through making them lighter or
darker and applying the highlights to
paste. Following the tests conducted,
the palette of pigments used was also
established. Those were typical of the
medieval icon-painters. Some of them
have been applied on the wall in their
pure form and others have been mixed
to obtain richer shades.

XYIOXKECTBEHU TEHAEHIIUU
U ECTETUYECKHA IOAXOAN

B MOHYMEHTAJIHATA
JKNBOIINC HA XVIII BEK.
OCOBEHOCTHU B TECAJIUA
Hoanuc Huypuc

Tecanust e o0mmMpeH palioH B IIEHTpaTHa
I'bpiust ¢ MHOKECTBO ITAHHMHCKH U PaB-
HuHHU MecTHOCTH. IIpe3 X VIII B. xure-
JUTe W ce 3aHUMaBar MPEJUMHO ChC 3€-
MeJeNie, JKUBOTHOBBACTBO U ThPrOBUS
n OnaroapeHre KakTo Ha ThPrOBHUSTA,
Taka U Ha EMWIpaluATa, MOAIbPIKAT
BpB3KH ¢ McTanbyn, ¢ JlyHaBckuTe KHA-
skectBa U ¢ Llentpanna EBpona.

Karo ce 3amoune ¢ Hali-paHHUS cTe-
HOMHCEH NaMETHHK OT TO3U MEpUOJ
— mepkBara ,,CB. [lanTeneiiMon” B c.
Hapunanu ot 1704 . u ce cTuree 10
Hall-KbCHUS — IJIaBHATa IbPKBA B Ma-
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HacTtupa ,,IIpeodpaxenue l'ocnomHe”
B ¢. Arus ot 1797 r., 10 Hac oT TO3H
PETHOH ca [OCTUTHAIH MHOXECTBO
CTCHOIIMCHU aHCaMOIIN B pa3TUIHU I1a-
METHHIIM — OT €HOPHICKHU IBPKBHU 10
MaHACTUPCKH KaTOJIMKOHHU.

ImaBHO Tpe3 mbpBaTa MOJOBUHA Ha
BEeKa IOBEYCTO MAWCTOPH Ha CTEHO-
MMACH CIeNBaT TOpe-A0Ny JTOCIOBHO
TpaauIATa, B KOSATO ca Omimm olyda-
BaHM, 0e3 1a ce BIMIAT OCOOEHO OT
XYAO0KECTBCHU TCHACHIIWMH, YYKAU Ha
MeCTHATa TPaJuIus, Makap na s 000-
rarsBar ¢ JOCTa WHIWBHIYaTHH HKO-
HOrpaCcKH W CTHIIMCTHYHH YEPTH.
Ome mpe3 YEeTBBPTOTO AECETHUIIETHE
Ha Beka obade, 3amoyBa Bb3paxkaaHe
Ha MCCTHaTa >XHBOIIMCHa Tpaaulius,
KaTo Wi OWBaT HACMaHU MKOHOIIHCIH
OT JpPYTH MECTa, WIH TECATHACKUTE
MalCTOpH BB3NPHEMAT TCHICHIIHH,
HEIO3HAaTH J0TOrasa B TO3M paioH. 1o
OHOBA BpEMe€ [TOBEYETO CTCHOMHCIH Ca
ot Enup, Arpada u Arus xpait Jlapuca
(ArwuiickoTo areinue ) U B TBOPOUTE UM
ce ycemla HKOHOTpa)CKOTO BIUSHUE HA
KpHUTCKaTa IIKoJIa ! Ha mkonaTta Ha Ce-
Bepo3amaaHa ['bpIus, KakTo W MO3HA-
BaHE Ha TrpaBiopuTe. BepmrHOCT mpu
HAKOHM OT TAX, KAaTO >XHUBOIIMCIHUTC OT
Arwuiickoto arenue u KoHCTaHTHH OT
manactupa [lerpa (1784), ce nmonass
BIIMSTHAETO Ha TBOPOM OT menurte bain-
kaHu. OCBEH TOBa y MHO3HMHA OT TSX CE
ycella 1 Bb3elcTBueTo Ha J{nonucuit
ot dypHa, Hali-Beue y ['eopruoc I'eop-
ruy u [eopruoc AHarHocTy (BTOpara
monoBuHa Ha X VIII B.).
[IpuchscTBHETO Ha TaKOBA MHOXKECTBO
CTCHONHCIIH C pa3IidHa XyJOXKeCT-
BEHa TOATOTOBKA BOAM 1O Ch3/IaBaHE
Ha peAMIa MPOM3BEICHHS, KOUTO 0
roJisiMa CTEICH ca MOKa3aTelIHU 33 0C-
HOBHHUTC TCHJICHIINY, BH3HHKHAIN B
MpaBOCIIaBHATA CTCHHA JKUBOITUC TIPE3
cpius nepuox . Tpsosa na ce orOerne-
K1 00ade uricata Ha TBOpOU ¢ u3pase-
HO 3allaJHO BJIHUSHHUE KAKTO B MKOHOT-
padcko, Taka U B CTHIIMCTHYHO OTHO-
menue. M300pbT UM BeposTHO e Owmi
CH3HATEIICH U BOJM /O BB3pakIaHEe U
TBPCEHE Ha XapaKTePHH OCOOEHOCTH,
HOBH 3a >KMBOIIHCTA IO OHOBA BpeMe,
HO BBb3HUKHAIM OJjlaroiapeHue Ha npu-
€MCTBEHOCTTa BbB BU3aHTHICKATa Tpa-
JUIHS U HAMEPWIN U3pa3 B TOJIEMUTE
cTeHoncHU ancamomu ot XVI u XVII
B. OcBeH TOBa BCHYKH 3allaJHU ee-
MEHTH, KOHTO MOTarT Jia Ce MPOCIEIIT B
TBOpOUTE UM, OU TpsIOBaAIO Ja ce CMs-
TaT 3a OPraHUYHA YacT OT TPAIHIUATA
Y 32 MPHUCHIIA HA OCHOBHHUTE ECTCTH-
YEeCKH KOHIICIIIIH Ha ermoxara.
CrnemoBaTeTHO B CTCHOIIMCHATA yKpaca
ot XVIII B. B Tecanuiickute UbPKBU €
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BB3MOXKHO J]a C€ MPOCIeNU MPEexXoa Ha
MIPABOCIABHOTO HM3KYCTBO OT KOHCEp-
BaTUBHH TBOPOM, KOUTO B MKOHOTpad-
CKO ¥ CTHJIICTUYHO OTHOILIEHHE CE OC-
HOBaBaT Ha BH3aHTHUIiCKaTa TpaaulMs
BBB BUJA U, 3ana3eH npe3 XVI u XVII
B., KbM IIOCTETIEHHO YCBOSIBAaHE Ha €C-
TETHYECKH CXBallaHUs, BIBXHOBEHH
OT 3alagHOTO M3KYCTBO, O€3 ToBa Ja
03HavaBa, g€ Te3W TBOPOH ca U3TyOMITH
[IPaBOCJIABHATA CU CBIIHOCT.

THE CHURCH OF ST NICHOLAS
IN THE VILLAGE OF DOLEN,
GOTSE DELCHEYV REGION
Viadimir Dimitrov

The Church of St Nicholas in the vil-
lage of Dolen, the region of Gotse
Delchev, was completed in 1837. On
several representations, the years of
painting, 1887/88 are inscribed along-
side names of donators.

The entire interior of the church is
painted. The most interesting in the
wall-painting programme is the selec-
tion of saints, divided into two ma-
jor groups: warrior saints and female
saints. A representation of St Mamante
is among the particularities of the mu-
rals as the saint is depicted as a warrior
rather than as a shepherd, which is quite
unusual ichnographically. The icono-
graphic programme includes also tradi-
tional to Bulgarian monumental paint-
ing of the period of the National Reviv-
al images of Sts Cyril and Methodius.
In additional compartment, the images
of some of the most venerated in the
Balkans saints are painted: St Mod-
estus, St Spyridon and St Stylianus.
The group of the warriors includes St
George, St Demetrius, St Procopius,
St Theodore Tyro, St Minas, St Eusta-
tius, St Tryphon. Of the female martyr
saints, St Catherine, St Nedelia nd St
Petka are represented and Michael the
Archangel is by the side entrance to
the church. Like in the churches in the
villages of Teshevo, Zlatolist and Be-
liovo, The Last Judgement was painted
here by the same icon-painters.

The iconostasis of the Church of St
Nicholas in the village of Dolen has
three sections adorned with predomi-
nantly floral patterns. Some of the tab-
leaux beneath the sovereign tier are oc-
cupied by scenes from The Hexamer-
on. The door to the diaconicon features
The Victims of Cain and Abel, while the
door to the prothesis is occupied by the
scene of Archangel Michael wresting
the rich man’s soul.

The best part of the icons were either

lost or moved from their initial places;
part of the extant icons in the sovereign
tier as well as the small icons are by the
same icon-painter, who failed to sign
them. There has been an icon of Jesus
by Sergy Georgiev in the church, but it
is now lost.

Though showing some differences
compared with the murals of other
churches by the same group of icon-
painters, judging by the reoccurring
subject matters and saints in the pro-
gramme of this church, I’d reaffirm
the assumption made in the book on
the brothers icon-painters Minovs that
this monument has been painted by
the brothers Marco and Theophil and
they could have teamed up with their
uncle Milos Yakovlev and one of the
latter’s sons.

ANTIMODERNITY, TOURISM
AND SOUVENIR IMAGES:
DIMITAR DOBROVICH

Angel V. Angelov

The author analyzes the relationship
between tourism and visual images
that functioned as souvenirs in Rome
in 1840-1870’s. The souvenir images
informed a collective idea of the so-
cial life in Rom which could be called
,tourist imaginary.”

Souvenir images corresponded to the
official antimodern policy of the Papal
State. Production and dissemination of
visual images in the middle of the nine-
teenth century was part of a network
linking the technical resources, infra-
structure, people, attitudes, services,
capitals, legislation, increased security
(including elimination of robbery), and
fixing the time zones in Europe.

The author argues that the works of
then living in Rome painter Dimitar
Dobrovich was part of a huge pro-
duction of exotic images nourishing
the touristic imaginary. Dobrovich’s
paintings present peasants and labour
activities untouched by modern social
changes. Poverty, toil, malaria are ex-
cluded from the ,,frame.” The result is
ahistorical idealization.

Modernity, rightly, has been defined
through the images of the cities and
industrialized nature in the 19 c. But
modernity also includes its opposite.
Rome in the late eighteenth century to
the 1870s presents exemplary the anti-
modernity. The antimodern images in
the 19 c. were possible because of the
existing of modern forms of life. Ide-
alized, ahistorical images of people’s
lives (harmony with nature, ,para-
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dise” spots, carefree human being,
and unchanged forms of life) were
elements of this antimodern ideology
that was artistic, political, social, eco-
nomic, religious, and philosophical.

INTANGIBLE CULTURAL
HERITAGE: TRANSMISSION
AS REDUCTION OF OBLIVION.
ONE MORE THING ABOUT
IDENTIFICATION

Mila Santova

Cultural reproduction in the area of in-
tangible cultural heritage (ICH) would
not, as a rule, take place where (espe-
cially if addressing those forms of cul-
ture, defined as ,.traditional”), knowl-
edge and skills are not been transferred
from man to man mostly through dia-
chronic forms of getting the informa-
tion across. This sets the special value
of transmission with the ICH — a herit-
age, which exists, as a rule, in uncodi-
fied forms and is unthinkable without
the living man’s active presence.

An analyses of the provisions of a funda-
mental international document, the UN-
ESCO Convention for the Safeguarding
of the Intangible Cultural Heritage 2003
shows that: the notion of transmission as
training is an integral part of the pres-
ervation and in this respect with the
safeguarding of the ICH; the document
focuses on the transmission within com-
munities and groups, that are specific
subjects of the ICH , especially safe-
guarded under the Convention; essential

is the diachronic transmission of infor-
mation to the major subjects of protec-
tion under the Convention.
Theoretically, the problems related to
the transmission refer to the major topic
of memory. Transmission is defined as
Htransmitted memory”, knowledge of
culture. The notion of collective mem-
ory is involved in this process, seen as
inherent to the collective subject , as
a collectively conditioned framework.
But then, collective memory interpret-
ed as cultural memory is applicable to
the insight into traditional oral cultures.
The transmission/memory issue brings
to the fore the problem of oblivion.
,,Cultural oblivion” reduces the infor-
mation, sorting out or rather filtering
it. Images are being constructed in the
process of reduction. These images un-
derlie identification.

From the thus outlined point of view,
two quite different fieldwork examples
are addressed, originating from differ-
ent European cultures and relating to
the transmission issue in different ways.

ARTMANDU €2012:
EARTH | BODY | MIND
Andronika Martonova

The second edition of Artmandu (or
KIAF — Kathmandu International Art
Festival, 25 November — 21 December
2012, Kathmandu, Nepal) was themed
Earth | Body | Mind. The event fo-
cused on the connection between en-
vironment and arts. How do artworks

treat the global as well as human
ecosystems, climate change and the
ozone hole and respond sensitively?
Curators from Asia and Europe se-
lected 90 artworks from 35 countries
by 101 artists (painters, sculptures,
photographers, illustrators, working
in the fields of video installations,
live performances, digital and plastic
arts, etc.). The sole Bulgarian entrant
was Biotope by artist Slav Nedev (an
auteur project of an installation in ur-
ban environment) and an auteur video
titled After by Andronika Martonova
and Radostina Neikova, Screen Arts
Department, Institute of Art Studies,
BAS screened within the three-day
Art Symposium held on the sidelines
of the festival.

KIAF seeks to become an Asian cen-
tre of eco-arts and of the concepts
of connective aesthetics. Nepal is a
bridge of a kind connecting Tibet to
India. It boasts a plenitude of sites of
religious art, facing the challenge of
rethinking, preserving and promotion
of its cultural heritage. Nepalese art-
ists are quite interesting, ingenious
and innovative in the context of con-
temporary art, blending the traditional
iconography with modern Western
trends, topics, images and even with
Pop Art. They, however, find it diffi-
cult to display their artworks both at
home and abroad. Artists are vital to
Nepal, because under a Maoist gov-
ernment, hostile to freedom of media
and speech, they struggle to resist and
democratise the society.
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