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The heretofore variously explained fresco in the apse
of the church at Melnik showing the apostle Peter, a bishop
and Christ is now interpreted as the symbolical investiture
of archbishop Basil. The interpretation is based
on iconographic analysis taking into account the other
frescoes in the apse as well as on the sources relating
to the short-lived union of the Bulgarian (Tirnovo)
Archbishopric with Rome. The fresco has been dated
between 1204 and 1207.

The church of St Nicholas at Melnik, Bulgaria, is now
almost completely stripped of frescoes. They were in place
until 1939/1340, when they were removed from the walls
and transferred to the Archaeological Museum in Sofia.! By
that time, they had been carefully photographed by N. Mav-
rodinov, G. Traychev and A. Stransky.2 The latter discussed
them in a few shorter articles and a study,? while L. Mav-
rodinova devoted them a monograph.4

The first researchers of the half-ruined basilica found
well-preserved frescoes in the east portion of the church and
another few here and there on other walls. Their date and
ktetor remain unknown, but they probably were commis-
sioned by brothers Vladimir and Frangos mentioned in the
prayer inscription on the southern pilaster in front of the
apse, both with the title of sebastos: Aéno(ig) 10T dov(AoD)
700 O(£0)¥ 6ePas 10T 10V Bladipurpov adtadéAgov oefo-
o100 10U Ppdyyov.5 History knows nothing of them.6 Vla-
dimir, to judge by his Slavic name, might have been a seba-
stos at the time Melnik was under Bulgarian rule
(1195-1246). The style of the frescoes, showing features
typical of the transition from the late Komnenian to the early
plastic style of the thirteenth century, is fully consistent with
the most recent dating of the inscription; moreover, the
excavated Byzantine coins of the second half of the twelfth
and the thirteenth century have confirmed that the church
was built and frescoed about 1200.7 This dating of the fres-
coes has been usually based on their style, beginning with
A. Stransky, who defined them as “a4 peu prés a partir du
commencement du XIIle siecle”.? Purely Byzantine in style,
they also, a few exceptions set aside, conform to Byzantine
iconography.10

The conch of the main apse showed the Virgin
enthroned with the Christ Child in her lap. Below her was a
bishop and, next to him, the consecration of a bishop in-
volving Christ and the apostle Peter. Above the three-light
window were objects from the Old Testament Ark of the
Covenant, and south of the window, four church fathers:
Basil, John Chrysostom, Gregory and Athanasios. The vault

showed the Ascension and two prophets: Jeremiah and
Isaiah. In the lowest register in the sanctuary only the
bishops on the northern side were visible, all shown facing
and holding gospels: adjacent to the Vision of St Peter of
Alexandria were Sts Antim, Antipa, Gregory Decapolite,
Leo of Rome, (Cyril?) of Alexandria and Gregory of Nyssa.
In the upper zone in the direction of the naos were St John the
Martyr and St Demetrios, and above the latter, the aforemen-
tioned prayer inscription of sebastoi Vladimir and Frangos.
The apse of the prothesis showed the bust of the Virgin Orant
and the Melismos below her: two angels, clad as deacons,
holding rhipidia in the form of palm leaves and bending
towards the Christ Child. The apse was flanked by two
facing deacons and, above them, the busts of a bishop and

I Two of them are at the National Art Gallery in the crypt of the
church of St Alexander Nevsky, and some, meanwhile cleaned and con-
served, are on display at the Archaeological Museum in Sofia, v. L.
Prashkov, Hogoomkpvimete ¢hpecku yepxeu Ce. Huxonan é zopooe Men-
nuxk, in: XVIIIe Congres international des études byzantines. Résumés des
communications I, Moscow 1991, 930-931,

2 Most of the photographs taken by Traychev and Mavrodinov are
published in: L. Mavrodinova, Ljpxseama Ceemu Hurona npu Meanux, So-
fia 1975, figs. 1, 6, 10-32, while Strinsky’s photos are kept at the National
Museum in Belgrade.

3 A. Stransky, Les ruines de I'église de St. Nicolas a Melnik, in: Atti
del V Congresso internazionale di studi bizantini I1, Rome 1940, 422-427.

4 Mavrodinova, Ceemu Huxoaa, 8—64 (with the earlier literature);
eadem, Nouvelles considérations du chevet de I'église Saint-Nicolas a Mel-
nik, in: Actes du XVe Congres international d’études byzantines II. Art et
archéologie. Communications 1, Athens 1981, 427-438,

5 The inscription has been published many times, with only minor
differences in reading. The most accurate reading is by V. BeSevliev,
Spdtgriechische und spiétleitinische Inschrifien aus Bulgarien, Berlin 1964,
170 (Ne 238), fig. 257, who has dated it to the thirteenth century. An even
more precise dating, to the late twelfth or early thirteenth century, has resulted
from paleographic analysis by H. Andreev, KoM 6snpoca 3a damupanemo na
Kmumopckus Haonuc 00 enuckonckama 6asuauxa “Ce. Huxona” 6 yuma-
desama na cpeonogexosnus Meanux, Apxeomorua XXXIX/1-2 (1999)
102-103.

6 The long-held view that sebastos Frangos and despotes Alexis Slav
are one person has been conclusively discarded by 1. Bozhilov, @amuiuama
Ha Acenosyu — zeneanozus u npoconozpagus, Sofia 1985, 95-98.

7 8. Georgieva, Apxeon02udecku nPOyYeaHua Ha KbCHOCPeOHose-
xosnama yopkea “Ce. Huxona” ¢ Meanux, Apxeonorns XV/2 (1974) 29.

8 N. Mavrodinov, Cmapo6uvazapckomo uskycmeo XI-X111 6., Sofia
1966, 35; Mavrodinova, Nouvelles considérations, 436; Mavrodinova,
Ceemu Huxona, 48-51; Sh. E. J. Gerstel, Beholding the Sacred Mysteries.
Programs of the Byzantine Sanctuary, Seattle-London 1999, 96.

9 Strdnsky, Les ruines, 423; v. also Andreev, KoM évnpoca 3a
damupanemo, 102-103 (between 1208 and 1209); only two scholars believe
them to be of a later date: Th. Vlachos, Geschichte der byzantinische Stadt
Melenikon, Thessaloniki 1969, 61 (after 1246), and V. J. Djuri¢, Byzan-
tinische Fresken in Jugoslawien, Munich 1976, 240, note 12 (about 1271).

10 Detailed descriptions can be found in Stransky, Les ruines,
424-426, and Mavrodinova, Ceemu Huxona, 9-13.

59



https://core.ac.uk/display/26829974?utm_source=pdf&utm_medium=banner&utm_campaign=pdf-decoration-v1

Fig. 1. Central apse of the church of St Nicholas at Melnik*

St Stephen. On the south wall of the prothesis were saints and
the Nativity above them. The opposite, north, wall also
showed the remains of saints and scenes. In the apse of the
diakonikon was the Deesis and, above it, the Presentation of
the Virgin in the Temple. On the north wall was the mounted
figure of St Prokopios, and on the south wall were Judas’
Betrayal and Christ before the Cross. The west fagade of the
church also displayed a few frescoes.

This brief overview of the frescoes once adorning the
church of St Nicholas, gleaned from descriptions and old
photographs, shows that their programme, and to a lesser
extent their iconography, generally conformed to the pat-
terns adopted in the Byzantine art of the eleventh to thir-
teenth century. A careful study, however, reveals a number
of distinctive features, only some of which will be high-
lighted: the absence from the sanctuary of the Communion of
the Apostles and the Officiating Bishops, virtually inevitable
in Orthodox churches in the early thirteenth century; the
absence of holy bishops from the Melismos in the prothesis;
and an unusual scene in the lowest register in the central apse
showing the consecration of a bishop, quite lonely in me-
dieval art in terms of both appearance and location. What lay
behind these deviations from the established programme and
iconography, and what link connects them, are the questions
we shall try to answer here.

At Melnik, in the lowest register in the main apse —
where, from the eleventh century on, bishops holding open
scrolls were shown, at first turned towards the Hetoimasia,

60 and then towards the Amnos on the altar — was painted,

above the high-set synthronon, the consecration of a bishop.
All the characters depicted belong into a single theme, as
observed long ago.!! The first figure on the north is a facing
bishop with long hair and three-pronged beard, whose name
has not survived. He holds a gospel in his draped left hand,
while pointing to the neighbouring figures with his right.12
The westernmost figure in the group is the apostle Peter in a
chiton, himation and sandals. His identifying inscription has
not survived, but he is easily recognizable by his standard
portrait traits — wavy hair and short rounded beard. He holds
a rolled-up scroll in his left hand, and blesses the neigh-
bouring bishop with his right, almost touching his head with
his fingers. Slightly bent forward, the latter also lacks the
inscription. His face is badly damaged and the only surviving
detail is his long and pointed beard. Similarly to the other
bishops, he wears a white sticharion with river-like stripes
(potamoi), epitrachelion, polystaurion and omophoros. He
does not seem to have been haloed. His arms are crossed, and
the right one is slightly raised towards Christ. Jesus Christ, in
a dark himation and light-coloured chiton, is standing on a
low supedaneum and blessing the bishop.13

* Photographs are reproduced by courtesy of the Archive of A.
Stransky, National Museum, Belgrade.

11 Strénsky, Les ruines, 424.

12 Ibid., pl. CXXXVII, fig. 1; Mavrodinova, Céemu Huxona, figs.
13, 32; Mavrodinova, Nouvelles considérations, 434, fig. 6.

13 Strénsky, Les ruines, pl. CXXXVI], fig. 1; Mavrodinova, Ceemu
Huxona, fig. 14; Mavrodinova, Nouvelles considérations, fig. 7.
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Behind Christ’s back is a large three-light window
above which are painted two ornamented candlesticks and a
two-handled jar accompanied by the inscriptions fy xpvof
and []] Avxv[ia] respectively, and at the end, two tablets
inscribed with: ai mAdxaong t[Tig] di[a@Mkng].14

South of the window are four bishops with their hands
raised to chest level, the first of them at a distance from the
rest.!5 His inscription has not survived, but the characteristic
long black beard identifies him as St Basil. The bishop next
to him has also lost his identifying inscription, but his hollow
cheeks, high forehead and short beard unmistakably point to
St John Chrysostom. The inscriptions accompanying the
other two bishops used to be legible: St Gregory (6 &yiog I'pn-
véprog), and the one at the end, St Athanasios (b dyiog
ABovdionrog).

Its place of honour in the apse clearly shows that the
scene of the consecration of a bishop was very important in
Melnik’s fresco programme. Moreover, it included a large
number of protagonists: Christ and the apostle Peter per-
forming the ceremony, and five holy bishops. If its many
peculiarities are set aside for a moment, the scene may be
said to reiterate in the main the scenes showing the ceremony
of chirotony at the centre, and bishops, priests or people,
blessing or acclaiming, on the sides.16 The iconography of
such scenes in Byzantine art was fixed, and it only varied in
details depending on which particular moment of the
ceremony was depicted (laying on of hands, blessing, hol-
ding an open book over the head, etc). The old euchologia
prescribed that the rite should be performed in the sanctuary

Fig. 2. Symbolical investiture of the archbishop Basil of Bulgaria, St Nicholas, Melnik

and attended by several bishops: one performed the rite of
chirotony of the new bishop, another one prayed, and the rest
hailed “aksios™.17

The presence of St Peter at Melnik, however, is unu-
sual in at least two respects. Firstly, he is never mentioned in
the prescribed Byzantine rite of episcopal consecration.
Secondly, this is the only instance of St Peter blessing a
bishop from behind or laying a hand on his head. Peter’s
presence in the scenes of chirotony is exceptionally rare
anyway. As a matter of fact, there is a single surviving
example in Byzantine art: in the New Church at Tokale
Kilise (tenth century) St Peter is shown standing in front of

14 Mavrodinova, Ceemu Huxona, fig. 15; Mavrodinova, Nouvelles
considérations, fig. 7. Our reading has been enhanced from the photographs
from Strdnsky’s archives kept at the National Museum in Belgrade.
Strénsky, Les ruines, 424, lists: “le livre, la feuille avec 1'inscription et deux
chandeliers dans lesquels briile une petit flamméche blanche, et une cruche
omementale 3 deux anses dont les contours sont ornés de perles”; and
Mavrodinova, Nouvelles considérations, 434, cites “’amphore contenant la
manne céleste, un Livre de la Loi et, entre les fenétres, deux can-
délabres-flambeaux”.

15 Mavrodinova, Cgemu Huxona, 15-16, fig. 10; Mavrodinova,
Nouvelles considérations, fig. 8.

18 Ch. Walter, Church Appointments in Byzantine Iconography,
Eastern Churches Review 10 (1978) 108-125; idem, Un commentaire
enluminé des Homélies de Grégoire de Nazianze, Cahiers archéologiques
22 (1972) 126, fig. 14.

17 Cf. J. Goar, EdyoAdyiov sive Rituale Graecorum, Venice 1730,
249-252; A. Dmitrieviky, Onucarue aumypzuseckux pyxonuces II: Edyo-
Adyia, Kiev 1901, 17, 59, 153, 993-1052. Iconographic explanations are
given by Ch. Walter (Church Appointments, 121-122, and, idem, 4rt and
Ritual of the Byzantine Church, London 1982, 88, 91-95, 130-136).
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Fig. 3. Objects from the Old Testament Ark of the Convenant, St Nicholas, Melnik

the other apostles and consecrating the first seven deacons by
laying both hands on the first one’s head,!8 as recorded in
Acts 6, 6. All other examples are related to the West, such as
the scenes in the crypt of the basilica at Aquileia and in St
Mark’s in Venice (twelfth century), where St Peter with a
pastoral staff blesses bowing Hermagoras,!9 or on the altar-
piece from Count Paolo Gherli Collection (about 1275),
where he ordains Veranus as deacon.2¢ Other examples of the
apostles consecrating the first bishops (Ananias, Mark or
Timothy) are also found beyond the Byzantine orbit.2! The
fresco from Melnik is completely lonely even in that St Peter
is standing behind the bishop, and not before him as was
customary and as shown in all other instances.

St Peter’s position behind the bishop must mean that
the investiture of the unknown bishop is in fact performed by
Jesus Christ standing in front of him and blessing. To the best
of our knowledge, this is yet another detail which makes the
scene from Melnik completely lonely in medieval art. Christ
is not depicted in the scenes of episcopal consecration,
except for few cases of his ordaining St James, the Brother of
the Lord, as the first bishop of Jerusalem, all of a late
Byzantine date (cf. below). Therefore, the possibility should
be allowed for that Christ such as shown at Melnik might
have been borrowed from royal iconography: standing
before the ruler, he performs investiture and by the gesture of
blessing lays emphasis on the divine origin of his power.22

The rest of the Melnik scene, behind Christ and above
the three-light window, shows objects from the Ark of the
Covenant: two candlesticks, a stamnos and the tablets of the
Law. Not even these items are known from any other scene
of chirotony. If the reason for their presence at Melnik
remains unknown, the source from which they were bor-
rowed as an iconographic detail can be reliably identified. It
should be noted, however, that a carefully written study23 has

62 shown that in the early centuries of Christianity the Ark of

the Covenant was interpreted exclusively in ecclesial and
Christological terms, and that such was also the meaning of
its depictions in the visual arts. Latin patristic literature has
never abandoned this interpretation, owing above all to Isi-
dore of Seville and Bede.2¢ Byzantine theologians, on the
other hand, began from the sixth century to associate the Ark
of the Covenant and its contents with the Virgin,25 and from
the twelfth century this interpretation became prevailing in
Byzantine art.26 Because of the relevance of Kosmas Indi-

18 (3, de Jerphanion, Les églises rupestres de Cappadoce 1/2, Paris
1932, 355-356, pl. 82,1; Walter, Church Appointments, 110, pl. 1; Walter,
Art and Ritual, 132, fig. 32,

1% G. Brusin, Aquileia e Grado, Padua 1964, 50-54; O. Demus, The
Mosaics of San Marco in Venice, 1-2, Chicago-London 1984, 283, pl. 24,
fig. 44. Pala d’Oro in Venice shows St Mark presenting Hermagoras to St
Peter (#7 Tesoro di San Marco, vol. 1: La Pala d’Oro, ed. H. R. Hahnloser,
Florence 1965, pl. XXXIX).

20 3, Kaftal, Iconography of the Saints in Tuscan Painting, Florence
1952, 1003, fig. 1128.

21 St Paul consecrates Timothy by laying his hand on his head at
Santa Pudenziana (G. Kafial, Iconography of the Saints in Central and
South Italian School of Painting, Florence 1965, fig. 1114); St Mark ordains
Ananaig in the same way on the so-called Grado Chair [K. Weitzmann, The
Ivories of the So-called Grado Chair, DOP 26 (1972) Fig. 10]; on the Pala
d’Oro St Peter appoints Mark as bishop by granting him the pastoral staff (7
Tesoro di San Marco, vol. 1, pl. XXXIX).

22 1t would suffice to point to the research done by A. Grabar,
L’empereur dans I'art byzantin, Paris 1936, 112—-122. Such scenes are quite
frequently found in wall painting, in illuminated manuscripts and charters,
in ivories, seals and coins.

23 E, Revel-Neher, L'drche d'alliance dans Uart juif et chrétien du
second au dixieme siecle, Paris 1984,

24 Ibid., 62-67.

25 Jbid., 53—61; E. Revel-Neher, On the Hypothetical Medels of the
Byzantine Iconography of the Ark of Covenant, in: Byzantine East, Latin
West. Art-historical Studies in Honor of Kurt Weitzmann, Princeton 1995,
409-410,

26 N. Béljaev, Le “Tabernacle du témoignage” dans la peinture
balkanigque du X1V siecle, in: L'art byzantin chez les Slaves. Les Balkans,



Fig. 4. Sts Basil the Great, John Chrysostom, Gregory and Athanasios, St Nicholas, Melnik

kopleustes’ Christian Topography (sixth century) to the
Melnik fresco, it should be noted that it interprets the Ark in
cosmological and Christological terms, and so do the illumi-
nations in its manuscript versions from the ninth (Vat. gr.
699) and the eleventh century (Sin. gr. 1186 and Laur. Plut.
1X. 28).27 The same meaning is conveyed by the depictions of
the Ark and its contents in the Byzantine octateuchs of the
eleventh—twelfth century whose iconography was influen-
ced by Kosmas’ Topography.28 However, it was already in
the early twelfth-century Physiologus from the Evangelic
School at Smirna (B-6), which contained excerpts from
Kosmas’ Topography, that these depictions were supple-
mented with images of the Virgin and Christ.29 This ico-
nography was further developed in Byzantine art, invariably
carrying Mariological symbolism, but it found no echo in
Melnik. The apse at Melnik did show the Virgin above the
objects from the Ark, but there was no link between them
because they were separated by a horizontal red border;
indeed, the Ark was associated with Christ and included into
the extensive depiction of the investiture of a bishop. The
iconographic origin of the objects depicted can only be
traced to the abovementioned illuminations from Kosmas’
Topography (Sin. gr. 1186, fol. 77v and Laur. Plut. IX. 28,
fol. 107r)30 or to their version from the Smirna Physiologus,
where the Ark of Covenant is represented symbolically,
between the columns of an arcade, by the jar of manna,
Aaron’s rod and the tablets of the Law (fol. 177 or 179r), and
accompanied by a text the quotations from which were used
for the inscriptions at Melnik: ‘H oxnv}, ev f| ) 6tdpvog, )
ypvot, Exovoa 10 pdvva, kol 7 PpéPdog Apov f
Braotioaca, kol al tAdxeg g S108MKkng.3! This is to say
that it is the Ark of the Covenant that was depicted at Melnik:

it is not explicitly named as such and is somewhat simplified
in comparison with the illuminations, but it is quite closely
related to them in iconography and inscriptions.

Finally, Melnik shows four church fathers frequently
depicted in the apses of Byzantine churches, Sts Basil, John

/2, Paris 1930, 315-324; J. D. Stefanescu, L'illustration des liturgies dans
lart de Byzance et de I'Orient, Brussels 1936, 135-139; Revel-Neher,
L’Arche d'alliance, 44—47; Revel-Neher, Hypothetical Models, 405-411;
M. Gligorijevié-Maksimovié, Skinija u De¢anima. Poreklo i razvoj ikono-
grafske teme, in: Decani et I'art byzantin au milieu du XIVe siecle, Belgrade
1989, 319-334.

27 C. Stornajolo, Le miniature della Topographia cristiana di
Cosma Indicopleuste. Codice Vaticano greco 699, Milan 1908; Cosmas
Indicopleustes, Topographie chrétienne, ed. W. Wolska-Conus, II, Paris
1970 (Sources chrétiennes, 159), 38—80.

28 Cosmas Indicopleustes, Topographie chrétienne, 1, ed. W.
Wolska-Conus, Paris 1968 (SC, 141), 143-144; L. Brubaker, The Taber-
nacle Miniatures of the Byzantine Octateuchs, in: Actes du XVe Congres
internationale d'études byzantines II. Art et archéologie. Communications
1, Athens 1981, 73-92; K. Weitzmann, M. Bemnabd, The Byzantine
Octateuchs, Princeton 1999, 175, 185, figs. 762-765, 812-814.

29 ], Strzygowski, Der Bilderkreis des griechischen Physiologus,
des Kosmas Indikopleustes und Oktateuch nach Handschriften der
Bibliothek zu Smyrna, Leipzig 1899 (Byzantinische Archiv, 2), 54—64, pls.
XXVI-XXVIN; Cosmas Indicopleustes, Topographie chrétienne, 1, 94-99,;
O. E. Etingof, O6pas Bozomamepu. Ouepru susanmuiickoti ukonozpaguu
XI-XT1I éexos, Moscow 2000, 39-66.

30 Cosmas Indicopleustes, Topographie chrétienne, 1, fig. 8; 1,
43-47; W. Wolska, La Topographie chrétienne de Cosmas Inidicopleustes.
Théologie et sciences du VIe siecle, Paris 1962, 118, 119, pl. II. Here the
tabemacle contains a table, a candlestick (Avyvie), Aaron’s rod, a jar
(otdpuvog), tablets (ol nhdkeg) and a brazen serpent.

31 Strzygowski, Bilderkreis, 59; Cosmas Indicopleustes, Topogra-
phie chrétienne, 1, 99; H. L. Kessler, “Pictures Fertile with Truth”. How
Christians managed to make images of God without violating the second
commandment, Journal of the Walters Art Gallery 49-50 (1991-92) pl. 9;
Etingof, O6paz bozomamepu, 55, fig. 32.
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Fig. 5. Melismos, north apse, St Nicholas, Melnik

Chrysostom, Gregory and Athanasios. All four seem to have
been portrayed in that place for the first time in St Sophia at
Ohrid (about 1054),32 and frontally. In the late eleventh
century (the oldest known examples being the church of St
John Chrysostom at Koutsovendi and the Virgin Eleoussa at
Veljusa),33 the holy bishops, holding scrolls inscribed with
liturgical texts, began to turn towards the centre of the apse
and the Amnos.34 At Melnik, they are also shown in a
three-quarter view, but only in one part of the apse, and
without scrolls, but with their hands raised towards Christ
who is consecrating a bishop. In that way, they assumed the
role of anonymous clerics usually shown in the scenes of
chirotony with their hands raised in acclamation,35 This is
another element that makes the Melnik fresco completely
lonely in medieval art.

Generally and in few particular details, then, the chiro-
tony scene at Melnik resembles older patterns, while some of
its elements are borrowed from other themes of Byzantine
art. The apostle Peter, Christ and the Ark pop in quite
unexpectedly, while the church fathers take on a somewhat
modified form so as to fit into the theme. Naturally enough,
such an unusual composition has attracted considerable
attention of the scholarly community, whose primary con-
cern has been to identify the bishop being consecrated and
then, based on that identification, to explain other elements
of the scene. A great obstacle to them, and indeed to us, has
been the loss of inscriptions and the considerable damage to
the frescoes, many of which no longer exist.

At first the Melnik composition was interpreted as the
bringing or “la présentation” of St Nicholas, the church’s
patron saint, to Christ by the apostle Peter,36 but the inter-
pretation was soon dismissed and instead the ordination of St
James the Brother of the Lord was assumed.37 A. Xyngo-

64 poulos rightfully dismissed the view of A. Stransky that the

apostle Peter presents St Nicholas to Christ, founding his
dismissal on the fact that Byzantine art knows of no example
of a saint presenting another saint, and taking him — as he put
it — by the head; he also observed that the long-bearded
bishop bore no resemblance to St Nicholas.38 According to
him, the chirotony at Melnik being performed by Christ, the
bishop could be no other than St James, traditionally belie-
ved to have been appointed the first bishop of Jerusalem by
Christ.39 Scenes of the consecration of St James do occur in
post-Byzantine icon painting, but their iconography consi-
derably differs from that of the Melnik scene: wearing the
omophorion and with his hands crossed, James is shown
kneeling before Christ the Archpriest who is blessing him,
while apostles or angels can be shown beside them.40
Relying on the descriptions of the ceremony of episcopal
consecration, Xyngopoulos interpreted the role of the apostle
Peter as that of the chartophylax, the objects from the Ark of
the Covenant as the gospel, the chalice and the inscribed
sheet (ntepdv) on the altar table, and the four church fathers
as painted according to the Apostolic Constitutions, where
there is a reference to ouwnf] nposevyouévav of the atten-
ding clergy.! He assumed the iconography to be of
Palestinian origin, and explained its appearance at Melnik as
resulting from indirect oriental influences spreading to
Macedonia via Thessalonike. What has remained unexpla-
ined, however, is why it appears at Melnik and nowhere else.
Accepting Xyngopoulos’s hypothesis about St James,
Mavrodinova found the explanation for its appearance at
Melnik in a sermon of Kosmas the Presbyter (tenth century)
condemning the Bogomil rejection of liturgy,42 although this
text in fact refers to the authors of the first liturgies, Peter,
James and Basil, and only mentions the consecration of
James by God in passing.

The main flaw in Xyngopoulos’s interpretation,
besides his many quite freely made assumptions, is in its
being based on the descriptions of the rite of episcopal
consecration from a late euchologion — N 362 (607} from
the Patriarchate Library in Jerusalem (fourteenth century) —
and a text of Simeon of Thessalonike (early fifteenth
century).43 These are accounts of the fourteenth-century and

32 R. Hamann-MacLean, Die Monumentalmalerei in Serbien und
Makedonien vom 11. bis zum friihen 14. Jahrhundert, Giessen 1963, plan 1,
pl. 4; Gerstel, Sacred Mysteries, 83.

33 Walter, Art and Ritual, 199.

34 G. Babié, Les discussions christologiques et la décoration des
églises byzantines au XII¢ sigcle, Friihmittelalterliche Studien 3 (1968)
368-386; Walter, Art and Ritual, 199-214,

35 Walter, Church Appointments, 121-122.

36 Strénsky, Les ruines, 424, pl. CXXX, fig 1.

37 A. Xyngopoulos, ITaparipnoeis €16 tag toyyoypaplag 7ov Ay.
Nixoidov MeAevixov, Enetipig g ®raocopikig Tyoing Becoaio-
vixng 6 (1950) 115-118. This interpretation has been almost generally
accepted, cf. Djuri¢, Byzantinische Fresken, 240; A, Cituridu, Zidno slikar-
stvo Svetog Pantelejmona u Solunu, Zograf 6 (1975) 17; Mavrodinova,
Nouvelles considérations, 434—436; Mavrodinova, Ceemu Huxona, 14-18;
Gerstel, Sacred Mysteries, 96-97.

38 Xyngopoulos, ITapatipnoeig, 116-118.

3% PG 42, col. 409 (Epiphanios of Cyprus); PG 61, col. 326 (John
Chrysostom); H. Delehaye, Synaxarium Ecclesiae Constantinopolitanae,
Brussels 1902, 155; Xyngopoulos, ITapatipnoeig, 119 and note 1.

40 Xyngopoulos, IHoparipnoeig, 119 and note 2; Walter, Church
Appointments, 110-111, fig. 1; M. Chadzidakis, Eucdves tng IIdtuov,
Athens 1995, 139-140, figs. 147148, assumes that the theme was inspired
by later popular literature.

41 Xyngopoulos, Hapatipnoeig, 121-124.

42 Mavrodinova, Nouvelles considérations, 434—436; Mavrodino-
va, Ceemu Huxona, 18-21.

43 PG 155, col. 396 sq; Dmitrievsky, EdyoAdyia, 299.



later rites44 and cannot be used in interpreting the practices
of earlier epochs and their visual depictions. Ch. Walter
found the hypothesis unconvincing, as it failed to explain
both the theme and its display in so important a place as the
apse. The absence of similar scenes with St James in
Byzantine art led him — similarly to Stransky — to
reluctantly identify the bishop being consecrated as St
Nicholas, based on the legend about the insignia being
restored to St Nicholas by Christ, but also by the Virgin. In
our turn we also note that the iconography of this legend was
different and that the bishop depicted bears no resemblance
to St Nicholas whatsoever. This “curious scene” in the apse
of the church of St Nicholas at Melnik being completely
lonely, Ch. Walter found its interpretation impossible.45

It is exactly this loneliness of the scene, and a series of
its curious details, that should take our thinking in a different
direction. This primarily goes for the unexpected presence of
the apostle Peter, which has not attracted much attention, but
also for some other parts of the scene which, being unknown
to the iconography of such themes in Byzantine art, call for
reconsidering the view that the Melnik scene does not step
out of the Eastern Orthodox framework and that it even
communicates clear anti-heretical messages.46 Stransky was
the only to make a cursory and unsubstantiated remark that
“la présentation de saint Nicholas a Christ dans 1’autel
montre les influences de Rome”,47 which Xyngopoulos and
Mavrodinova simply discarded without any explanation.48
That Stransky was on the right track seems to be confirmed
by a few other details: the absence of two central scenes in
the sanctuary, Communion of the Apostles and Officiating
Bishops, from the Great Schism of 1054 the most important
visual expression of the Orthodox dogmatic and liturgical
tenets in Byzantine churches;4? Melnik shows the Melismos,
but in the apse of the prothesisS? and reduced to the Christ
Child covered with an aer, on a simple bed, and two deacon
angels. Obviously, the church fathers were deliberately
omitted, given that the Orthodox rite of consecration of the
holy gifts required their presence.5! The absence of themes
otherwise compulsory for a Byzantine church, the Melismos
without bishops, and the presence of St Peter at the con-
secration of a bishop, show clearly enough that Melnik’s
programme and iconography depart from the Byzantine tra-
dition, and under the influence of Roman Catholic doctrine.

Explanation may be sought for in political and eccle-
siastical developments in Bulgaria in the early thirteenth
century. It is well known that between 1199/1200 and 1207
there was an intensive correspondence (preserved almost in
its entirety in the Regesta Vaticana) concerning union
between Rome and the church in Bulgaria.52 Negotiations
were motivated by the aspiration of pope Innocent III
(1198-1216) for an eastward Roman Catholic expansion and
the Bulgarian tsar Kaloyan’s (1197-1207) to secure from
Rome the crown for himself, and the patriarchal title for the
archbishop of Tirnovo. Without going into a detailed poli-
tical account of the negotiations,53 we shall remind that in
late 1204 Kaloyan subordinated the Bulgarian church to
Rome by his chrysobull,54 which was then confirmed by
archbishop Basil’s oath.55 Kaloyan’s sudden death before the
walls of Thessalonike on 8 November 1207, the reaction of
his successor Boril (1207-1218) and the proclamation of the
Synodikon of Orthodoxy at the Council of Tirnovo on 11
February 1211, marked the end of union with Rome,
although it formally continued until 1232.56 At the Council

of Tirnovo, almost all bishops who had supported archbishop
Basil’s union now took sides with the Orthodox bishops.
From what is known, the nature of the union was
primarily hierarchical and canonical. The Bulgarian church
did become subordinate to Rome, but dogmatic, liturgical
and ritual issues are generally believed to have been left for a
later phase of negotiations.57 There are sufficient indications,
however, that Innocent III raised these questions straight
away. Namely, the pope permitted chrism to be prepared
according to the Roman rite,8 and the Bulgarian archbishop,
metropolitans and bishops were anointed because the
Orthodox rite according to which they had been consecrated
did not involve anointing.5® The pope authorized his legates
to rectify spiritual affairs in Bulgaria and to instruct the
metropolitans, clerics and people in the Petrine doctrine
(“eius sequamini doctrinam et formam, cui Dominus totius
ecclesie magisterium contulit et primatum™).60 Archbishop
Basil himself requested of the pope to introduce the church
order (“ut dispenses et adimpleas ordinem ecclesiasticum”)
and to instruct him in anointing, baptism and other matters.6!
The pope added: “si forsitan dubitaveris, cum a te fuerimus
requisiti, fraternitatem tuam plenius instruemus.”62 Un-
doubtedly, archbishop Basil received instruction not only

44 Cf. J. Darrouzes, Recherche sur 6polxio de I'Eglise byzantine,
Paris 1970, 149-153; Walter, Art and Ritual, 132-133 and note 94.

45 Waller, Art and Ritual, 132—133 and note 94.

46 Xyngopoulos, Hopatipnoeig, 128; Mavrodinova, Nouvelles
considérations, 436; eadem, Ceemu Huxona, 18-21, 51-53.

47 Stransky, Les ruines, 426. Western influences are Stransky’s
explanation for the image of pope Leo in the nave and the candlestick and
jar in the apse (ibid., 426—427).

48 Cf. note 46 above.

49 A. Lidov, Byzantine Church Decoration and the Great Schism of
1054, Byzantion 68 (1998) 383-389, 392-397. The introduction of these
scenes into the programme of Byzantine churches used to be explained dif-
ferently, cf. Babié, Discussions christologiques, 368-396; Walter, Art and
Ritual, 184-189, 198-217.

50 Stransky, Les ruines, 424, pl. CXXXVIII; Mavrodinova, Nou-
velles considérations, 428-429, fig. 3; Mavrodinova, Ceemu Huxoxa,
21-23, figs. 16-17; Walter, Art and Ritual, 212-213.

51 The theme may be connected with the epiclesis prayer (S.
Salaville, Epiclese, in: Dictionnaire de théologie catholique V, Paris 1931,
col. 194-300), i. e. the invocation of the Holy Spirit to consecrate the
offering gifts (cf. Walter, Art and Ritual, 209, note 227; idem, The Christ
Child on the Altar in the Radoslav Narthex: A Learned or a Popular
Theme?, in: Studenica et I'art byzantin autour de I'année 1200, Belgrade
1988, 219-220). The epiclesis is not known in or recognized by the Roman
Catholic Church.

52 The correspondence has been published several times; the best
critical edition is used here: I. Duychev, IIpenuckama na nana Hroxenmus
III ¢ Bvazapume, Topymank Ha Codwuiickus yrmBepcureT. McTopuko-
-pmwnonoruuecku daxyrrer 38/3 (1941/1942) 21-77.

53 On this union, v. good studies by V. N. Zlatarski, Zcmopus na
6vazapckama dvpacasa npe3 cpedHume gexoge 11, Sofia 1940, 149-211;
P. Petrov, Vuuama mexcoy Burazapus u pumckama yvprea npe3 1204 2. u
uemeopmuam Kpvcmornocern noxoo, Vicropuuecku mpernen XI/2 (1955)
35-57; V. Gjuzelev, Das Papstum und Bulgarien im Mittelalter (9.-14.
Jahrhundert), Bulgarian Historical Review V/1 (1977) 34-58; cf. also
Duychev, IIpenuckama, 78-116, and L. Bozhilov, IIpenuckama na 6vaza-
pume ¢ nana Huokenmui I11, in: [Jopocasa u yovprea npes XIII gex, Sofia
1999, 106-119.

54 Duychev, IIpenuckama, 43—44.

55 Ibid., 45-46.

56 It was as early as 19 April 1213 that pope Innocent I invited the
primate of Bulgaria to attend the Lateran Council in 1215 (Gjuzelev,
Papstum und Bulgarien, 44; 1. Bozhilov, Cedem emiodu no cpednogexosna
ucmopus, Sofia 1995, 181-182).

57 Zlatarski, Hemopus, 206-207; Petrov, Yuuima, 56.

58 Duychev, IIpenuckama, 38.

%9 Ibid., 38-39.

60 Ibid., 33, 51-52.

61 Ibid., 46.

62 Ibid., 43.
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from the pope, but also from cardinal Leo and other papal
legates in Bulgaria.63 It may be assumed, therefore, that it
was their intervention that led to the omission from the fresco
programme at Melnik of typically Orthodox themes, and to
the creation of the curious scene of a bishop being invested
by Jesus Christ through the mediation of St Peter.

In light of these facts, the bishop is likely to have been a
contemporary of the union events. Namely, as has been
shown, this can be neither St Nicholas nor the apostle James;
and this is unlikely to be the bishop of Melnik,54 because such
a dignitary is mentioned neither in the correspondence
between Innocent I1I and the Bulgarians nor anywhere else in
the early thirteenth century.65 Therefore, this should rather be
archbishop Basil, not only because of the role he played in the
union affair, but also because the investiture is being per-
formed by Jesus Christ and the apostle Peter. Another clue
pointing to archbishop Basil is the figure of St Basil the Great
at the head of, and somewhat apart from, the holy bishops on
the other side of the apse.66 Archbishop Basil had, of course,
been consecrated according to the Orthodox rite, and in 1204,
the year of his appointment as archbishop and primate of all
Bulgaria and Vlachia,7 the procedure was supplemented by
anointing and the bestowal of the pallium and other usual
insignia of Roman Catholic prelates. In the name of the pope,
the ceremony was performed by cardinal Leo. Given that the
ceremony in the fresco is being performed by the apostle Peter
in the name of Christ, the scene is painted and understood as
the symbolical investiture of a new primate.

Such a scene, with its iconographical elements bor-
rowed from earlier Byzantine art and somewhat modified,
demonstrates the origin of spiritual authority in Christ, which
now, through the apostle Peter, is being invested into arch-
bishop Basil. Apparently, the exact source of this compo-
sition and its meaning may be identified: the privilege of
pope Innocent III to the archbishop of Tirnovo sent from
Anagni and dated 25 February 1204.68

The pope begins the privilege with an exposition of
Christ as the beginning of all hierarchy: “Rex regum et Do-
minus dominantium, Jhesus Christus, sacerdos in eternum
secundum ordinem Melchisedech, cui dedit omnia pater in
manu.”6® Christ established St Peter as his deputy: “Sum-
mum apostolice sedis et ecclesie Romane pontificem, quem
in beato Petro sibi vicarium ordinavit”, thereby bestowing on
him primacy and all authority,’® which is extensively
claborated by Innocent II1 in his privilege. The apostle Peter
transmitted to his successors the authority conferred upon
him by Christ. Accordingly, as a successor in the Petrine
primacy, pope Innocent assumes Peter’s role and care for the
Bulgarian people (“cum ex precepto Domini oves eius
pascere teneamur, populis Bulgarorum et Blachorum, qui
multo iam tempore ab uberibus matris sue alienate fuerunt, in
spiritualibus et temporalibus paterna sollicitudine providere
volentes™),”! which gives him the right to appoint Basil as
primate of the Timovo church: “Te quoque in regno Bul-
garorum et Blachorum primatem statuimus et ecclesie Tri-
novitane presenti privilegio auctoritatem concedimus pri-
matie.”72 The privilege contains various instructions as to the
coronation of the tsar, the consecration of bishops, anointing,
baptism, confirmation etc.

Whether of his own volition or instructed by cardinal
Leo, archbishop Basil decided to depict at Melnik not the
usual scene but a more extensive symbolical representation
of his investiture as primate of Bulgaria,’ probably encou-

66 raged by Innocent III’s privilege. In its extensive intro-

duction the pope expounded the Petrine doctrine, which
obviously convinced the Bulgarian archbishop that he had
been right in linking himself to Rome. Transposed into
image, it expounded the origin of sacerdotal authority in
Christ, its transmission to St Peter and, through him, to his
successors, hence authorized to appoint new bishops. The
Greek painters — certainly not fully on their own — took
Byzantine patterns and modified them slightly so as to con-
form to a different context: the investiture of a new primate,
archbishop Basil.

Innocent III’s privilege now makes it possible to
explain some other curious elements of the Melnik fresco.
The papal document begins with the words about Christ as
King of Kings (probably the same as in the bull to tsar Ka-
loyan) and as priest according to the order of Melchisedech
(Ps. 109, 4; Hebrews 6, 20 and 7, 7-9). Christ brings together
the Old and New Testament priesthoods and transforms them
fundamentally, he is the beginning of all hierarchy and
through him grace is transmitted to all those consecrated to
orders. Both the Eastern and Western churches saw Melchi-
sedech as a prefiguration of Jesus Christ.74 In the Roman
Catholic Church, Psalm 109 was sung at the consecration of
bishops,?5 which probably inspired Innocent III to choose it
for the opening of his privilege to the Bulgarian archbi
shop.76 It was therefore Christ the Archpriest that was to be
depicted at Melnik. Considering, however, that his icono-
graphy had not been fully developed in Byzantine art,’” he

63 This is tentatively allowed also by Bozhilov, Cedem emioou, 168
(“Could some oral agreements not be hiding behind these documents,
possibly mediated by cardinal Leo?”).

64 A bishop of Melnik is first mentioned between 1170 and 1179, cf.
H. Gelzer, Ungedruckie und ungentigend verdffentliche Texte der Notitiae
episcopatum, Miinchen 1901 (Abhandlungen der philos.-philol. Classe der
Kgl. Bayer. Akad. der Wissenschaften, XX1/3), 587.

65 The pope sent the pallium to the metropolitans of Velbuzhd and
Preslav and the bishops of Brani¢evo, Skoplje, Prizren, Ni§ and Vidin, and
they were anointed according to the Roman Catholic rite.

66 A. Stransky, Remarques sur la peinture du Moyen dge en Bulgarie,
en Grece et en Albanie, Actes du IVe Congres internationale des études
byzantines, in: MsBecTns Ha Beimapckus apxeonorudecku HHCTHTYT X
(1936) fig. 3; Mavrodinova, Nouvelles considérations, fig. 7, Mavrodinova,
Ceemu Huxona, fig. 10.

67 Vlachia featuring in the titles of tsar and archbishop suggests that
Bulgaria extended north of the Danube and absorbed some Vlachian areas.

68 Duychev, Ilpenuckama, 34-39. Basil received the privilege
together with the ring, epistles and instructions, and was anointed and
cstablished as primate on 7 November 1204.

69 Duychev, IIpenuckama, 34 and 37.

0 Ibid., 35.

7! Ibid., 36.

72 Ibid., 38.

73 It is not known how exactly the ceremony at Tirnovo looked like. In
a letter to the pope, Basil describes his being inducted a primate by cardinal
Leo: “... et portavit universam plenitudinem patriarchalis dignitatis et para-
menta omnia, que mihi a vestra magna sanctitate fuerunt delegata; tradidit
similiter et anulum et privilegium et scripta et instructiones. Et precepto
vestre sanctitatis unxit me crysmate, mihi benedicens, et consecravit me in
patriarcham mense novembris septimo die” (Duychev, Ilpenuckama, 67).
For basic information on episcopal consecration in the Roman Catholic
Church, v. P. de Puniet, Consécration épiscopale, Dictionnaire d’archéologie
chrétienne et de liturgie I11/2, Paris 1914, col. 2579-2604.

74 Cf. G. Bardy, Mélchisédech dans la tradition patristique, Revue
biblique 35 (1926) 496-509; 36 (1927) 25-45; E. Carnié, Apxujepej ito pedy
Menxucedexosy, Borocnorbe XVII (1973) 17-42; XVII (1974) 17-46.

75 PL 54, col. 145 (Leo the Great); P. de Puniet, op. cit., col. 2602.
During the ceremony a passage from Matthew (16, 16—19) on Peter’s faith
and primacy was also read.

76 The pope articulated a similar idea in yet another place: “Verum
in Novo Testamento Christus ipse majores ¢t minores sacerdotes instituit”,
PL 217, col. 777 and col. 778-779.

77 In eleventh and twelfth century painting Christ as a priest was
tonsured: D. Aynalov, Hoseviii uxonozpaguyeckui obpaz Xpucma, Semi-



was depicted in front of or in the Ark of the Covenant,
certainly according to the Epistle to Hebrews (5-10,
especially 9, 11-12, 24-25), in order that his role as high
priest would be clearly shown.”8 Models for the Ark of the
Covenant were found in earlier Byzantine iconography.
Other elements of the composition were also modified to suit
the subject. The posture of archbishop Basil and the entire
investiture resemble the usual scenes of episcopal conse-
cration, the only exception being the apostle Peter intro-
duced into the scene as Christ’s vicar who, in the words of
Innocent 111, had been given the authority and responsibility
to initiate others into the legacy he had been entrusted with.
Finally, the church fathers, introduced long before into the
programmes of the apses of Byzantine churches, assume a
new meaning here, their poses and raised arms substituting
those acclaiming a new bishop. Standing apart from the
group is St Basil the Great, undoubtedly as Bulgarian archbi-
shop’s namesake and patron saint. All this resulted in a
curious scene the singularity of which only becomes expla-
inable if viewed against a background of union between the
Bulgarian and Roman churches. Hence it should be dated
between 1204 and 1207, as Melnik’s other frescoes.

The union was too short-lived — a few years — to have
been able to make itself felt more strongly in art, even at
Melnik. The omission of some distinctly Orthodox composi-
tions seems to suggest that it impinged upon certain
dogmatic and liturgical aspects. The Bulgarian side does not
seem to have intended a complete break with Orthodox
practices; to judge by the words from tsar Kaloyan’s bull, all
clergy in his country will be subordinate to Rome, but they
will “teneant legem consuetudinem et obsequutionem, quas
tenuerunt beate memorie imperatores totius Bulgarie et
Vlachie prisci illi nostri predecessores et nos eodem modo
vestigia eorum imitantes”.’® This appears to find support in a

letter of Demetrios Chomaten, bishop of Ohrid (1204). Re-
ferring to Bulgarian bishops, he says that, despite their link
with Rome, they are not heretics but Orthodox, consecrated
according to the Orthodox rite.80 The Synod of the Ohrid
Archbishopric, however, was much harsher, and the Ecu-
menical Patriarchate had never revoked its condemnation of
Basil’s action. Not even Basil seems to have renounced
Orthodoxy altogether. In the aftermath of these events, he
withdrew to Mount Athos and he died there.8! This may be
the reason that the scene at Melnik showed a symbolical
investiture, general and neutral enough to be acceptable both
for the Roman Catholic and for the Orthodox, rather than
Basil’s literal consecration by the papal legate cardinal Leo.
And this may explain why the fresco was not destroyed or
repainted in 1246, when a Greek bishop entered the city and
the church of St Nicholas.

narium Kondakovianum IT (1928) 19-23; A. M. Lidov, Xpucmoc-cesn-
wennuk e uxonozpaguyeckux npozpammax XI-XII eexos, VV 55 (1994)
187-192. Christ did not begin to be painted with a sakkos and other
high-priest insignia until the fourteenth century, cf. Walter, Art and Ritual,
214 sq; T. Papamastorakis, H pope1} Tov X piotod — Meydiov Apyiepéa,
AXAE 17 (1993-1994) 67-76.

78 As far as we know, the only representation of Christ in the Ark of
the Covenant in the Byzantine world is painted in the monastery church of
Zarzma, Georgia, in the fourteenth century, cf. L. Evseeva, Peinture murale
du XIVe siecle dans l'eglise du monastere Zarzma, Thilisi 1977, 4-6.
Elsewhere, the theme was rigorously revised, cf. B. Todié, Tradition et
innovation dans le programme et l'iconographie des fresques de Decani, in:
Decani et I'art byzantin au milieu du XIVe siecle, Belgrade 1989, 260-261.

7 Duychev, Ipenuckama, 44.

80 P. Nikov, [Ipurnoc kem ucmopuueckomo u360poRO3HAHUE HA
Buvazapus u kom ucmopusma na Geazapckama yoprea, Criucanue Ha bbi-
rapckara akagemmna Ha Hayknre XX (1922) 48; Gjuzelev, Papstum und
Bulgarien, 45.

81 Zlatarski, Hemopus, 362-365; Gjuzelev, Papstum und Bulgarien,
46-47.

CumbonruyHa HHBECTUTYpa Oyrapckor apxuenuckomna Bacunuja
y MenHuky

Bpanucaas Toauh

¥ upksu Ceeror Hukone y Mennuky (Byrapcka) roro-
BO Jla BuIme HeMa dpecaka. buio ux je, mehyrum, cBe 1o
1939-1940. ronune, kajia Cy CKHHYTE ca 3UI0Ba U IIPEHETE Y
Codujy; Behuna 60Jbe caTyBaHUX JaHAC CE HaJla3u y Apxeo-
somkoM My3ejy. IIpernocTasiba ce f1a je KTHTOp MHMBOITHCA
6uo cesact Bragumup, 6par ceBacta ®panroca, cyaehu mo
MOJIHTBEHOM HATIIHCY Ha jy)XHOM ITHJIACTPy MCHpe]| oJITapa.
®dpecke MOKazyjy LpTe THITHIHE 33 Mpeia3ak 0l KACHOKOM-
HUHCKOT Ka paHOM I1acTHYHOM ciiuKapcTBy X111 Bexa, a u Ha
OCHOBY JIPYTHX, IIOCPEAHUX TI0JlaTaKa MOTY Ce JaTOBaTH y
BpeMe oko 1200. rogune. IbuxoB mporpam H, y Mamk0j MEpH,

HKoHOrpadHja y Hauelry ce apxe obpa3alia yCBOjeHHX Y BH-
3aHTUjcKOj yMeTHocTH A0 nodyerka XIII Beka. Mehy muma ce
HapPOIUTO UCTHYE CLEHA pyKoIlojlaramba HEKOT' elHCKOoIa y
HajHUKO]j 30HU aNCHJIE; O U3INIEAY U MECTY Ha KOjeM ce Ha-
JIa3H TOTIIYHO je ycaMJbeHa Y CPeNbOBEKOBHO] YMETHOCTH.
Harnucu Ha KOMITO3KLIMjH HUCY CadyBaHU. Y CEBEPHOM eIy
arcuze, nope/ HeMo3HATOr CBETOT EMICKOIA, 9€0HO OKPEHY-
TOT, IPEeICTaBJbEH je anocton Ilerap (mpeno3Haje ce mo oje-
hu U ocoGeHoj PU3HOHOMHUjH); OH GJIaTOCUIba WITH JOOHPYje
r7aBy apxdjepeja Ao cede. 3areueH je omrreheHor auna, u3-
riena Oe3 opeolia OKO IIaBe, ca JyTOM U OIITPO 3aBpPIIEHOM
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OpanmoM; OJ1aro je TIOTHYT U pyKe Cy My IIpeKpIITeHe, AOK je
JecHy, y recty oOpahama, Maio nomurao upeMa XpHCTY.
XpucToc CTOjU HcHpel Hhera, Ha HUCKOM CyNelaHeyMy, U
6narocusba ra. C TOM IPeACTaBOM pyKONOJNarama enucKora
ToBe3aHu cy npeaMeTu u3 Crapo3aBeTHe CkUHHje (cBehmbak,
Ba3a 3a MaHy U JBe IUIo4e 3aBeTa), HACAUKAHH Y CPeJUINTY
arncune, u3Haa Tpudope, Kao U JIUKOBH YETBOPHULIE CBETHX
apxujepeja ¢ Ipyre cTpaHe Hpo30pa, OKpeHyTHX IIpeMa cIie-
HH pyKoOIoJarama emicKolia 1 ¢ pykaMa HOAUTHYTHM O BH-
CHHE I'pyIH.

He caMo mTo je neqokymnHa CIMKaHa AeKopaluja Haj-
HIDKET Jiefla aliCHJie CACBMM YCaMJbeHa y BU3aHTH|CKOj H ApY-
roj CpeElOBEKOBHOj YMETHOCTH Beli cy M EBeHH JeIoBU TI0
CB0j0j HKOHOTpadHju H0CTa HeOOMIHH. XHPOTOHM]ja ETTUCKO-
ma He JIWYH Ha ApYyTe NpelCTaBe Y BU3AHTHjCKOM CIHMKap-
CTBY, HajBHILe 3060r JuKa anoctona Ilerpa, Jok je Xpucroc
Taj KOjU CBOjUM OIIarociioBoM 00aBJba MHBECTHTYpPY HaX
enuckonoM. Hema Ha3zHaka na mpeaMers w3 CKuHMje HoOce
BoropoguauHy cHMOOIHKY, KaKo je TO FOTOBO YBEK Y BU3aH-
THjckoj ymeTrHocTH. Haj3an, ceetu Bacumije, Jopan 3narto-
yctH, ['puropuje u ATaHacuje HUCY PUKa3aHU U3 INTYPIyj-
CKHX pasznora, Beh ce ykibydyjy y noraljaj ca ycronnmdapameM
HEMO3HATOr emMcKoma. 300r CBMX THX NOCEOHOCTH pasy-
MJBHBO je IITO je ¢pecka u3 MenHuKa mpuUBIavnIa NAXbY H
mITo je objalimaBaHa Ha pa3IMIMTE HAYHHE. AYyTOp OBE CTY-
nvje oxbailryje MoKyIaje 1a ce OHa MPOTyMadH Kao pyKoIo-
jarame cBeror Hukose unu cBeTor JakoBa 3a mpBOr jepyca-
JMMCKOT enuckona. thena u3y3eTHOCT ¥ leHe HEOOUTHE 10~
JEAVHOCTH YIyTWIE Cy pa3sMHUIIL/bamba y APYToM cMepy. [loa-
cTHLaj je mpyxuo A. CTpaHCKH, Y3TPEIHUM 3aNnaXameM Ja
ce Ha MEJTHIYKOj CIIMIIH BUE yTHLIaju w3 Puma. OBo ce 3ana-
Karbe MOXE OCHAXXKUTH TUME TITO CY Y MEJTHHKY U30CTaBJbe-
au [Ipraemhe anocrosa u Ciyx0a cBeTHX oTala, TeME Koje
cy nocne Beauke cxusMe 1054. roqune 61ie KbydHE 3a He-
Ka3HBam€ MPaBOCIaBHUX U JIUTYPIHjCKUX Olpe/iesberba Y BH-
3aHTHjCKUM XpaMOBHMa, 0K y Meu3Mocy y alicHIy IpoTe-
3Kca HICY HaCIMKaHU IPKBEHH OLIH, HEOIIXOAHU Ja 61 ce Imo-
ceehieme CBETHX AapoBa NPeJCTaBUIIO Ha MpaBOCIABAH Ha-
uuH. CBe To, y3 NojaBy Juka anoctona [lerpa y pykononara-
Y HEMTO3HATOT eMMCKOIa, TOKa3yje Aa ¢y IporpaM H HKOHO-
rpadHja ¢ppecaka y MenHUKY 3HATHO OACTYITWIH OX BH3aH-
THjCKe TpaJuIIHje, U TO, IUHU Ce, 3aMCTa [10]] YTHLIajeM PUMO-
KaTOJUIKe JOKTPHHE.

Of6jammeme 3a TaKBa OACTYIIA/ka IOTPAKEHO je Y Mo-
JUTHYKMM U LPKBEeHHUM 30uBamuMa y Byrapckoj mouerkoM
X111 Beka u y cxianamy yHuje usMely PuMa u Byrapcke Lip-
kBe. Haume, niap Kanojan je kpajem 1204. upksy y Byrapckoj
MOTIMHUO PuMy, 2 TO je CB0OjOM 3aKJIETROM [IOTBP/HO H TPHOB-
cku apxuermckon Bacumje. O6paznaxyhu Mumbeme 1a Ta
KpaTkoTpajHa yHHja (ox 1204. no 1211, ¢popmarro mo 1232)
HHje UMalia caMo XHjepapXHjcKo-KaHOHCKH KapakTep Beh naa je
MOKpeHyJ1a M JOTMaTCKa, IMTyprHjcka 1 MMTamba obpesa, ma ce
MOTTI2 OJIPa3UTH U Y LIPKBEHOM XHBOIIHUCY, AyTOP OBE CTYIHjE
o0jammaBa H30CcTaBbamke HEOIXOAHHX NPABOCIABHIX TEMa y
MenHuKy YHHOHHCTHYKHM Pa3jio3rMa; Tako j€ MpOTyMadeHa
M HeoOMuHA civKa nocBehema emMcKona, Hajl KOjuM, TocpeI-

cTBOM anocrona Ilerpa, unBecTHTYpY 06aBsba Hcyc Xpucroc.
V enmckolty ce npenosHaje 6yrapcku apxuermckon Bacumije,
Koju je 6Ho MuponomazaH 1204. M KOjH je mpuMHO IATHjYM H
Jpyra obenexja yoOudajeHa 3a pHMOKATOJIMIKE TIperiaTe, JoK
je obpen, y ume mane Muokenruja 111, o6aBuo kapmunan Jlas.
TomTo uepeMoHujy ycronudemka Ha ¢pecuy y MerHuky oba-
BJba XpHcToc nocpecTBoM anoctona [lerpa, oHa je cxBahena
U MIpHKa3aHa Kao CUMOOIHYHA HHBECTUTYpa HOBOT IIpUMAaca.
TakBoM npeacraBoM — y3 momoh ukoHorpaduje duju cy ene-
MEHTH N03ajMJbEHH U3 CTapHje BU3aHTHjCKEe YMETHOCTH U H3-
MeBEeHH KOITMKO je To 6110 oTpe6HO — MoKa3aHo je MOpeKIIo
JIyXOBHE BIacTH y XpHCTY, BIacTH Koja ce, 110 yuemy O HpH-
Mary, mpeko anocroina Ilerpa npeaaje Bacuayjy, apxuemicko-
my u npumacy Lene byrapcke. Moxe ce Ta4HO noka3aTH H
OJIaKJI€ j€ CTHTAO0 TIOCTHIIA] 38 TAKBY KOMIIO3HIIH]Y: OHO je TO
npuBuieryjyM nane Muokenruja 11, ymyheH TpHOBCKOM ap-
xuermckorry Bacumjy u3 Anamuja 25. ¢ebpyapa 1204. ro-
JIMHE,

TekcToM npUBWIEIHjyMa MOry ce 00jacCHMTH CKOpO
CBH HaM3IIIe HeoOMyHM aenoBu ppecke y Mennuky. ITana je
CBOjy ucmpaBy 3anoueo peunmMa o Xpucry Llapy napea u
cBemITeHUKY 1o auHy MenxuceaekoBy (I1c 109, 4; Jes 6, 20;
7, 7-9). Xpucroc cnaja ceemutencTBo Cifiapoz u Hogeoez 3ase-
#la M CyLITHHCKM ra IpeoOpakaBa; OH je o9eTaK CBaKe XHje-
papXuje M PeKo lera 6aroaT peja3y Ha CBE OHE KOjH ce
nocBehyjy y CBEeIITEHUYKA 3Bama. Memxucenek je v y 3anan-
HOj U y UcTouHoj LipkBH cxBaTaH Kao ciuka Hcyca Xpucra.
Y PUMOKATOIMYKO] PKBH CE IPIIMKOM 1ocBehiemna ermucko-
na nesao 109. ncanam, mTO je BEPOBaTHO MOACTAKIO MHO-
kenTuja 1] na muMe 3anouHe CBOj IPUBHIIETHjYM OyTapcKoM
apxuernuckorry. ¥ MenHuky je, maxine, Tpebano npukasaTH
Xpucra Benukor apxujepeja, ajim je OH — MOIITO KETOBA
ukoHorpadHja (KOjoM Cy Ce Ty CITYKIITH TPIKH CITHKAPH) jOII
HHje Ouna 10BOJEHO pa3paljeHa y BU3aHTHjCKO] YMETHOCTH —
HacJiukaH ucnpes CKUHHje WIH Y B0j, 10 [locaanuyu Jeepe-
Juma (5-10, moce6bro 11, 11-12, 24-25), kako OH ce jacHO
HCTaKJla IhEeroBa IMPBOCBEIITEHWYKA yJora. 3a INpencTaBy
CxuHuje oOpacou cy HaljeHH y cTapHjoj BU3aHTHJCKOj YMET-
HOCTH H, HE3HATHO H3MEFEeHH, YBEJCHH Cy Y HOB KOHTEKCT
ciuke. U octanu BeHU enleMeHTH npriaroljenu cy temu. Yu-
TaBa CMMOOIMYHA WHBECTUTYypa apXuemHckona Bacumija
nojceha Ha yoOudajeHe cueHe mocsehema, anu je y By yBe-
JeH anocrton Iletap kao XpHCTOB BUKap, KOjU je — MO pedH-
Ma nane MHokeHTHja — NpHMHO BIACT U 00aBe3y [a YBOAU U
Jpyre ydecHuke y Hacnehe xoje My je moBepeno. Hajzan, y
TEMY Cy YKJbY4€HH U LIPKBEHH OLIY, CIIMKAHM Beh ayro y an-
CHIaMa BH3aHTHjCKHX XPaMOBa, C THM IITO Cy A0OWIM ApY-
raguju u3riela u Apyro 3Ha9eme jep Cy 3aMEHWIN OHE KOjH
axiaMyjy HOBor apxujepeja. Mely miMa je u31BojeH cBeTH
Bacwuyje, cBakako ka0 MIMEHaK OyrapcKor apXHUemnucKoIa.

CBe je TO IOBENO O HACTaHKA jelHe HEOOWYIHE mpe.-
CTaBe, UHja ce U3Yy3eTHOCT MOXke o0jammaBaT caMo noceb-
HUM OKOJTHOCTHMa Y J06a cTBapama yHUje usMely Byrapcke
u PuMcke npkee, 1a 61 je — Kao 1 octaie ¢ppecke y MemTHUKY
— Tpebano naToBatu y BpeMe uzmehy 1204. u 1207, Hajka-
cauje y 1211. roauny.



