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MOJEJIA Y UTAJIMJAHCKOM
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Aidicinipakiti: Jeona 00 Hajuewhux cyeuma y yukaycumd
Ciupaoara Xpuciogoe, u y 6U3AHWUJCKO] U Y 3AUAOHO]
ymetnociiu, jeciie Ckudarwe ¢ kpcina. Iotmiiyno ¢hopmu-
PaHa eusaniuujcka ukonoepaghuja, uujy eepsujy uz XIII eexa
Hajbosve upedciiasba hpecka ca 080M WEeMAUKOM Yy Cp-
cKkom manacwiupy Munewesa, ilociiuena je eenuku yciex y
uianujanckoj ymewnociuu. Ty ce cykyecugno iojasmyjy
paznuuuiia wymaiverba Mooenda, y eepsujama koje oopahyjy
upowotiul upema yKycy u Culuiy JAOKAIHUX YMEUHUYKUX
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3UJY U YMOPUJCKUX CUKA, 00 WOCKAHCKUX Majciiopa u pa-
dosa Haciuanux y Beneyuju u Beneiuy. [locebHo ce ykazyje
Ha 3Hauaj Qparvesaukoe pedd, KAKO y UPUXGATUAILY BU3AH-
ujckux mMooena 3a 08y iemy, 8eposailino UoCPeoCitieoM
bankana u nemarufike Cpouje, iiaxko u y weHOM wupersy
Ha UIUANUJaHCKOM TUTTY.

Kuwyune peuu: Cruoame c¢ kpciia, Cerauere Xpucitioge
o0elie, uxornoepaguja, suzaniiujcKa ymemHoci, hparsesyu

ITouerkom XIII Beka, OOCICIKESHHMM JIATHHCKUM
ocBajameM Llapurpana 1204. roquHe, BU3aHTH]CKa
YMETHOCT, U TO HCHE HajHANpEIHH]e TCHICHITH]E,
mojaBmiie cy ce Ha 3amany, mocebHo y Urtammju. ¥
Ooubmorpaduju 0 OBOM IMHUTaKYy yKa3aHo je Ja je
OBO Tepuo] Kaaa je bankaH, 3ampaBo HETOBU 3a-
Na/IHU JIEJI0OBH, 10010 BaXKHO MECTO MOCPEIHHUKA Y
pa3menu tema u mojena.! Y 3agyxOnHama koje je
rpaauia quHacthja Hemamnha HoBOHACTaIM CTHI,
MHCIIMPHUCAH aHTUYKUM Y30pUMa, OCTaBHO je CBOja

1 3a oBaj pax HanpasibeH je m36op U3 nocrojelie THTEpaTy-
pe o oxpehennm mpobremuma winn genuma. M3 6ubmmorpaduje
0 YMETHHYKUM Be3ama Mranmje m Bamkanckor momyocTpsa, 1o-
cebHo ca nemamwuhkom CpoOujom Toxom XIII Beka, u3mBajamo:
D’Amico 2002: 57-63; D’ Amico 2006: 89-111; /I’ Amuko 2013:
355-368, ca crnmuckom omabpane murepatype; Jammko, Ilajuh
2017: 239-252; IMajuh, Jamuxo 2020: 189-190.
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DESCENT FROM THE CROSS AND
THE RECEPTION OF THE BYZANTINE
MODELS IN THE ITALIAN PAINTING
IN THE SECOND HALF OF THE 13TH
CENTURY AND THE BEGINNING OF
THE 14TH CENTURY

Abstract: One of the most frequent scenes in the cycle of the
Passion of Christ, both in the Byzantine and in the Western
arts, is the Descent from the Cross. The fully formed Byzan-
tine iconography, the 13M-century version of which is best
represented by a fresco with this theme at the Serbian monas-
tery of Mileseva, had major success in the Italian art. This is
where different interpretations of the model appeared succes-
sively, in the versions that interpret the prototype according
with the taste and the style of the local artistic schools. The
paper follows the itinerary of the theme and its appearance
in the painting starting from the Master of Saint Francis in
Assisi and the paintings of Umbria to the Tuscan masters
and the works made in Venice and Veneto. It particularly un-
derlines the importance of the Franciscan Order, both in the
acceptance of the Byzantine models for this theme, probably
through the Balkans and the Nemanides Serbia, and in its
proliferation across the Italian territories.

Key words: Descent from the Cross, Disrobing of Christ,
iconography, Byzantine art, Franciscans

At the beginning of the 13th century, marked by the
Latin conquest of Constantinople in 1204, the Byz-
antine art, primarily its most advanced tendencies,
started to appear in the West, especially in Italy. As
regards this issue, it is pointed out in the bibliogra-
phy that this is the period when the Balkans, more
concretely its western parts, acquired an impor-
tant position of an intermediary in the exchange of
themes and models.! At the churches and monaster-

I For the purpose of this paper, a selection has been made
from among the existing literature dealing with certain issues or ar-
tistic works. From the bibliography about the artistic ties between
Italy and the Balkan Peninsula, especially the Nemanides Serbia
during the 13th century, we have selected the following: D’ Amico
2002: 57-63; D’Amico 2006: 89-111; JI’Amuko 2013: 355-368,
with a list of selected literature; lamuko, [Tajuh 2017: 239-252;
Majuh, Jamuxo 2020: 189—-190.
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3pera 0CTBapema, 3aXBajby]yhu TaJCHTOBAaHUM Maj-
cTopuMa oOy4yaBaHUM y HajOOJbUM aTesberMa KOoju
cy Omu mo3BaHM Aa pajie 3a cprcke krurope. Hou
YMETHUYKHU U3pa3 MPEHET je Ha ATICHHHCKO IOJTy-
OCTPBO M PEUHTEPIPETHPAH IPpeMa YKYCY pa3Indu-
TUX YMETHUYKHX IIIKOJA, HACTAJINX y TPalOBUMa U
oOacTiMa ca KojuMa je J011ao y J0aup, Meiajyhu
ce ca CTWJIOBMMA IPUCYTHUM Y OHOBPEMEHO] 3amai-
HOj YMETHOCTH — POMAaHUKOM U TOTHKOM. 3HauajaH
JIOTIPUHOC Pa3MEHU JIajlM Cy pPa3BHUjE€HU PUMOPCKU
rpajsioBu u nyke y Jlanmarnuju u 3eTH, npeko KOjux
Cy BEKOBHMMa OfIp)KaBaHE TOJUTHYKE, JPYIITBEHE
U TproBauke Be3e u3Mely nBe jampaHcke obae,
J0JaTHO OjayaHe y OBOM mepuony. Mcrounu yTu-
1aj OMO je MOJACTaKHYT MPOMETOM JIAKO MPEHOCH-
BUX MPEIMETa — UKOHA, WIIyMHUHUPAHUX PYKOIIHCA,
TKAaHHMHA, 3JIaTAPCKUX PaioBa — HA0ABJEEHUX ITyTEM
TProBHHE, MOKJIOHA WIM OIUbAYKAaHUX M OJHETHX
Kao paTHHU IUICH HaKOH pacnana Buzanrtuje, Te He-
MOCPETHUM TPUCYCTBOM YMETHHKA KOjU CYy, Ha-
nymTajyhu ocBojeHe 3eMJbe HeKaJallker apcTpa,
TPaXUJIU Hapyuyuole U MeueHe mely wurammjan-
CKUM BJIACTOJPLIIMMA U y OjadyauM OaJIKaHCKUM
npxasama, oyt CpOuje. Baxno je ucrahu u ymo-
ry ¢pameBana y MPEHONICHY OBHX TCHICHIIH]A,
Kako y camoj WMranuju, rae ce HaKOH KOHa4YHE IMO-
TBpIe pena 1223. roguHe HUXOB yTHIR] yOp3aHO
HIMPHO, TIOTIIOMOTHYT araMa U napTHjoM reenda,
noceOHO y OHUM CpellMHaMa M rpajoBUMa KojuMa
Cy BJIaJiaJId TIPUIIAHUIIA OBE MOJIMTHUYKE CTPaHKE,
y caBe3y | 0] 3aIITUTOM JHHACTHje AHXYja, UMja
ce moh ocehama u ca npyre crtpane JagpaHa, Tako
1 u3Mel)y BHXOBe MOCTOjOMHE W OaJKaHCKUX 3e-
MaJba, y KojUMa Cy OBU NyTyjyhu MponoBeAHUILIN U
mucuonapu TokoMm XIII Beka, anu u kacuuje, oOun
MIPUCYTHH, aKTUBHO YYECTBYjyhH y MOIUTHYKUM U
LPKBEHUM JIelIaBakbuMa 1 OMucko capalyyjyhu ca
BIaapckuM Kyhawma.2

VY KOHTEKCTYy UKOHOTpadckux mozena GopmMu-
panux n3mely XII u XIII Beka y BU3aHTHjCKO] yMET-
HOCTH, YMjHU ce yTHullaj yop3o ocetno y Hramuju,
MoceOHy MKy M3a3uBa ciieHa Ckudarbe ¢ Kpcitla v
HEKe O] ’beHNX PeJIaKiiHja, Kao CHaXKHA CBEJJOYAHCTBA
MIPEHOIIIeHha UCTOYHUX y30pa U HHUXOBE PEICHIHje
Ha ATICHWHCKOM TIOJIyOCTPBY. YKJBYUEHO Y IMKITYC
Crpanama XpucroBux, Cxudare ¢ Kpcida je jenHa
O]l enu30/a Koje onucyjy aorahaje oj pazanumbarmba

2 O Besama ¢pameBaukor pexa ca Mcrokom B. Derbes
1996, noce6Ho 24-27. 3a npucyctBo ¢pameparia Ha bankaHy B.
D’Amico 2008: 62—63; Cvetkovi¢ 2010: 247-260, ca Gubnuorpa-
dujom; Jlammko, ITajuh 2014: 448, ca crapujoM JIUTEpaTypoM;
Majuh, Jamuxo 2023: 579-605.
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ies built by the members of the Nemanides dynasty,
the newly created style, inspired by models from the
Antiquity, found its mature achievement, thanks to
the talented masters trained in the best workshops
who were invited to work for the Serbian ktetors. The
new artistic expression was transferred to the Apen-
nine Peninsula and reinterpreted in accordance with
the taste of different artistic schools founded in the
cities and areas with which it got in touch with, thus
getting intertwined with the styles already present
in the then western arts — the Romanesque and the
Gothic. Considerable contribution to the exchange
was given by the developed littoral towns and ports
in Dalmatia and the region of Zeta. It was through
these territories that political, social and trading
connections between the two Adriatic coasts were
maintained for centuries, which were additionally
strengthened during this period. The eastern influ-
ence was supported by the trade with easily portable
objects — icons, illuminated manuscripts, fabrics,
goldsmith pieces — acquired through trade, or as gifts,
or looted and taken away as spoils of war after the
disintegration of Byzantium, and by direct presence
of the artists who were, while leaving the conquered
lands of the former empire, looking for new clients
and patrons among the Italian ruler and nobility, and
in the stronger Balkan states, such as Serbia. It is im-
portant to emphasise the role of the Franciscans in the
transfer of these tendencies, both in Italy itself, where
after the final confirmation of the order in 1223 their
influence spread rapidly, supported by the popes and
the Guelph party, especially in those areas and cities
ruled by members of this political party, in alliance
and under the protection of the Anjou dynasty whose
power was also felt on the other side of the Adriatic,
and between their homeland and the Balkan countries
in which these travelling preachers and missionaries
were present during the 13t century, as well as later,
and where they actively participated in the political
and ecclesiastical events, and closely cooperated with
the ruling houses.2

In the context of the iconographic models
formed in the Byzantine art between the 12th and
the 13th centuries, the influence of which was soon
felt in Italy, particular attention is caught by the
scene of the Descent from the Cross and some of
its redactions, as powerful testaments to the trans-
fer of the eastern models and their reception on the

2 About the ties between the Franciscan order and the East,
see Derbes 1996, especially 24-27. As for the presence of the
Franciscans in the Balkans, see D’ Amico 2008: 62—63; Cvetkovic¢
2010: 247-260, with bibliography; Jdammuxo, [Tajuh 2014: 448,
with previous literature; [Tajuh, Jlamuko 2023: 579—605.



TEMA CKUJJAIBE C KPCTA U PELIEIIITUIA BUSAHTUICKUX
MOJIEJIA Y UTAJIMJAHCKOM CJIMKAPCTBY
Y JIPYT'OJ IIOJIOBMHMU XIII 1 ITOYETKOM XIV BEKA

JI0 orlakuBama u caxpane Cuna boxujer, O11cko
MOBE3aHUX TEKCTyalHUM u3Bopuma. Cam morabaj
MTOCBEJI0UEH je Y jeBaHlespMa, UCTUHA BPIIO MITY-
po. 3anpaBo, camo Mapxko (Mk 15: 42—46) u Jlyka
(JIk 23: 50-53) npunoBenajy aa je Jocud uz Apu-
Mmareje, HakoH HITO je 106uo no3Boiy of Imnara,
CKMHYO XPHCTOBO TE€JO ca KpCTa, a Ou ra noTom
00aBHO TUTATHOM W TIOJIOXKHO y TpoO, mok Marej
(Mt 27: 57-59) u JoBan (Ju 19: 38-40) anynupajy
Ha CKH/ame, onHcyjyhu ymoraBame Tena y Iuiamira-
HUIy W caxpaHy HakoH [lumaroBe no3Boie, mpu
yemy mocieamn nomumke 1 Hukonumoso yuenthe.
Bu3aHTHjCcKM MUCIIHM TOCTUKOHOOOPAYKOT MEpHoIa
paspagiiin Cy OBy TEMY y CBOjUM TEKCTOBHMA, aK-
nenrtyjyhu boropoguuus tameHT Haj MpTBuUM CH-
HOM, Koju he MOTOM TOOMTH U JIMTYPIrHjCKY yJIory.3
VY6p30 cy nucaHu U3BOPH T0OUIIH INKOBHY apTHKY-
JaIyjy, YMje HajcTapyje Mmo3HaTe IpeacTaBe Cexy y
kpaj IX Beka.* On paHor npuMmepa crieHe Ha 3anay,
3abenexenor Ha mpenaszy [X y X Bek, U MO3HHjUX
wiycTpanuja, 10 noderka XI Beka, a criopaauyHoO
W KacHHje, YMETHHUIM Cy ce ApKaliu jeBanheockor
TeKcTa, npuka3yjyhu Jocuga kako HOCH OIyIITEHO
XpHUCTOBO TENO, NETMMUYHO WM MOTIYHO CKUHY-
TO ca KpcTa, camor win y3 Hukoguma.> Hajcrapuju
NpUKa3 y BU3AHTHJCKO] YMETHOCTU U3 MOCIEABUX
neuenuja IX Beka, kao u ¢pecke upkasa y Kama-
TIOKHUjH, Y YUjU TIPOTpaM je oBa KOMIIO3UIIHja, KaKO
ce cMarpa, caMOCTaJIHOI Pa3BOJHOT MyTa, yBpLITE-
Ha TokoM X Beka,® rne je XpucTtoBO TENO MOCTa-
BJbEHO BEPTUKAIHO Mparehu JUHU]y KpcTa WA je

3V mHapaTMBHHM TEKCTOBMMa, MOMYT KACHHjUX BEp3Hja
anokpua mozHaror kao Hukonumoso jeBanlesbe, y 60rocioBckoj
U XUMHOTpa)CKOj JIMTEPaTYpH IIOMHIbY CE M JIPYTH Y4ECHHIH J10-
rahaja, a pe cBera boroponuma, unju mament nobuja noceban
3Ha4aj. 3a usBope B. Millet 1916: 461, 467-468; Schiller 1972:
164; Parker 1975: 22-32. 3a ykipyuuBame y IUTyprujy B. Belting
1980-1981: 5-6; Belting 1990: 99-103.

4 OcHoBHa muTepaTypa 3a MKOHOTPad)CKH Pa3BOj CIICHE:
Millet 1916: 467—483; Schiller 1972: 164—168; Nagatsuka 1979;
takohe, Parker 1975 (mokropcka mucepranja), 10K HaM je KebH-
ra 1moj MCTUM Ha3uBOM, myOiukoBana 1978, Ouia HemoCTymHa.
Jlasbe y TeKCTY 3a H3BOjeHe puMepe HaBoau ce Nagatsuka 1979,
KOja y3 KaTaJior pa3IM4uTHX HKOHOrpa(CKUX TUIIOBA Pa3BHjECHHUX
Uy HCTOYHO] U y 3allaHOj YMETHOCTH Jaje U oubnmorpadujy 3a
Jiena, Te oabpaHa JuTepaTypa HOBHjer AaTyMma.

5 Ipsa cauyBaHa ClieHa Hajla3H ce y Kouekcy u3 ONIITHHCKe
oubmmoreke Amxkea (Cod. 24, fol. 8), Hactanom oxo 890-910. ronu-
He, B. Nagatsuka 1979: 5-6, 23, 33, 43, 69, type 11-201. 3a ocrane
npencrase B. Nagatsuka 1979: 5-6 u naswe, type Il u type I11.

6 Muuujarypa y dyBeHoM pykorucy Xommmja Ipuropuja
Borocnosa (BnF Grec 510, f. 74) u3 879-883. rogune, y Hanu-
oHaJHO] OmOnmmoTenn PpaHIycKe je HajpaHHja IO3HATA BHU3aH-
THjCKa WIycTpauuja oBe Teme, B. Nagatsuka 1979: 4-7, 9-10,
14-15,30-31, 69, 72, type IV-101. 3a ¢ppecke u3 KanagoKHjCKUX
npkasa B. Nagatsuka 1979: 4-7, 11-15 u nasme, type L.
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Apennine Peninsula. Included into the cycle of the
Passion of Christ, the Descent from the Cross is
one of the episodes that describe the events going
from the crucifixion to the lamentation and burial
of the Son of God, closely connected by the textual
sources. The episode itself was corroborated in the
gospels, albeit very briefly. In fact, only Mark (Mark
15: 42-46) and Luke (Luke 23: 50-53) tell us that,
having received the permission from Pilate, Joseph
of Arimathea took down the body of Christ from the
cross in order to wrap it in the linen cloth and place
it in a tomb, while Matthew (Matthew 27: 57-59)
and John (John 19: 38-40) allude to the taking of the
body from the cross, describing the wrapping of the
body in the linen clothes and the burial following the
permission by Pilate, with the latter one mentioning
also the participation of Nicodemus. The Byzantine
writers of the post-iconoclastic period developed
this theme in their texts, emphasising the lament of
the Mother of God over her dead Son that would
subsequently acquire a liturgical role.3 The written
sources soon obtained a visual articulation and its
oldest known depictions go back to the end of the
9th century.4 From an early example of the scene in
the West, recorded at the turn from the 9th to the 10th
century, and from the subsequent illustrations, until
the beginning of the 11th century, sporadically later
as well, the artists illustrated the gospel text, show-
ing Joseph carrying the lax body of Christ, partially
or completely taken from the cross, alone or with
Nicodemus help.> The oldest representation in the
Byzantine art from the last decades of the 9th centu-
ry, as well as the frescoes in the churches of Cappa-
docia the programme of which during the 10t cen-
tury included this composition that, as it is believed,

3 In the narrative texts, such as the subsequent versions of
the apocrypha known as the Gospel of Nicodemus, the theologi-
cal and hymnographic literature also mentions other participants in
the event, primarily the Mother of God, whose lamentation gains
particular significance. For the sources, see Millet 1916: 461, 467—
468; Schiller 1972: 164; Parker 1975: 22-32. For the inclusion in
the literature, see Belting 1980-1981: 5-6; Belting 1990: 99-103.

4 The basic literature for the iconographic development of
the scene: Millet 1916: 467—483; Schiller 1972: 164—168; Nagat-
suka 1979; also, Parker 1975 (PhD thesis), while the book under
the same title, published in 1978, was unavailable to us. The text
further mentions as separate examples Nagatsuka 1979, who along
with the catalogue of different iconographic types developed both
in eastern and western arts also provides the bibliography for the
works, as well as the selected literature of the more recent times.

5 The first preserved scene may be found in the code of the
Municipal Library of Angers (Cod. 24, fol. 8), created around
890-910., see Nagatsuka 1979: 5-6, 23, 33, 43, 69, type 11-201.
For the other depictions, see Nagatsuka 1979: 5-6, and passim,
type Il u type III.
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TEK CBOJUM TOPHHUM JIEJIOM OJIBOjEHO 0J] pacrieha,
JIBOJUILY ITPOTarHocTa A0Bojie y Be3y ca boropoau-
oM, JoBanom JeBanhenmucrom, Mapujom Marma-
JICHOM W JPyruM ydecHHIuMa. [IpucycTBO OBHX
JUYHOCTH YTHIIAJIO je Ja CKUAame ca Kpcra Oyne
cxBaheHO Kao BHM3YeNHH M CUMOOJIMYKH HACTaBaK
nperxoaHe enuzone — Paciiehia Xpuciuogoe, nnaue
HApaTUBHOT CPEAMINTA CTPajama, HNCTOBPEMEHO
aHTUIMIHNPajyhu HapeIHy CleHY, ca OTIAaKUBAKEM
MptBor Xpucta.” Cmarpa ce 1a je BU3aHTH]CKU
MOJIeN W TpoucTeKao u3 Paciieha, xoje y cemaH-
TUYKOM CMHUCIY y ofpel)eHuM ciydajeBUMa U 3a-
MemYyje, 1a OU MOTOM €BOIYyHPA0 Y pa3InduTe UKO-
Horpadcke cxeme.8 YV CIoKeHUjUM Bep3njaMa, Ha
OOYHHMM CTpaHaMa IJIaBHE KOMITO3HIIH]jE M0jaBJbYje
Ce jeJHa WJIM BHILIE KEHCKUX QUrypa, 3ampaBo mo-
OOKHE KEHE jepycalluMCKe KOje OIUIaKyjy MPTBOT
Crnacutespa, Takohe CTaHTapIHH €0 UKOHOTpa-
buje u Paciieha v Ounaxkusarsa Xpuciiogoe.?
KoMHUHCKa M mpenasiieoyomka enoxa ocTa-
BUJIE Cy HOBE MHTEpIIpETaluje TeMe, IMyHe Ipa-
Me, CTHJICKH PEeBUIUPAHE CXOTHO ,,IPUPOIHUJUM
dbopmama anTHUKe yMeTHOCTH. Tako ce Cxuoare ¢
Kpcitia TI0jaBJbyje, Y KOHTEKCTY HajOOJbET CIIMKAp-
CTBa KOMHHMHCKOT Tiepuoza, y Hepesuma, y Heka-
JIAlTH0] BU3AHTH]CKOj TPOBHHIIM] U MaKeI0HHjH, Y
nuKiIycy ¢pecaka koju je 1164. rogune u3BeaeH 3a
Anexcuja Anbhena KomHuHa, MpumnagHuka BU3aH-
THjCcKe Biagapcke nopoauie (ci. 1).10 M3abpann
Cy HAQJBAXKHU]U YUECHMIIH, NIPEICTaB/LEHU Y 3pe-
710j penakiuju nukoHorpaduje. Ha Bpxy, ca mectu-
1a ocinomeHux Ha pacrehe, Jocud nz Apumareje
crymra XpUcToBo Teno — npxkehu ra ca 3anme
CTpaHe W oclamajyhu ra Ha CBOjy caBHjeHY HOTY
— MPHUKOBAHO 32 KPCT jOII CaMO CTONaJIMMa, U3
kojux Huxomum, kneuehu, Banu kinH. bexxnBoTHa
¢urypa Crnacutespa, IpeICcTaB/beHa y CaBUjCHOM
MOJI0XKA]y, INjarOHAIHO UCKOILIEHOT TOp3a, IMpemMa
HOBOj M OJ TaJla CBE y4eCTalHjoj HKOHOTpadCKoj
BapHWjaHTH, 3ay3UMa CPEAMINTE KOMIIO3UIHje, J0-
JatHo mojsinadehu JpyacKy maTmy oBaruioheHor

70 Besu Cxudara ¢ kpcitia ca cienama Paciieha Xpucitio-
60e n Oilnakusara Xpucitiosoe Beh je TUCKYTOBAaHO y HayllH, B.
Millet 1916: 470-472; Schiller 1972: 166; Nagatsuka 1979: 3-8
U Jlajbe.

8 Nagatsuka 1979: 7-15 u nasme.

9 W3 nureparype nocseheHe HKoHOrpadHjH OBHX Clie-
Ha m3aBajamo: 3a Paciiehe Xpuciioso B. Millet 1916: 396-460;
Grondijs 1940; Kartsonis 1994: 153—-187; 3a Ounakusarwe Xpu-
cuoso B. Millet 1916: 489-516; Weitzmann 1961: 476-490.

10 Nagatsuka 1979: 19, 26, 35-36, 58-60, 62—63, 72, type
XIII-B 401. Takohe, B. Sinkevi¢ 2000: 53-54, fig. XLV.
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developed independently,® where the body of Christ
was positioned vertically following the line of the
cross or separated from the crucifix only by its up-
per part, linked the two protagonists with the Mother
of God, John the Evangelist, Mary Magdalene and
other participants. The presence of these individuals
led to the interpreting of the descent from the cross
as a visual and symbolic continuation of the previ-
ous episode — the Crucifixion of Christ, otherwise the
narrative centre of the Passion, while simultaneously
anticipating the following scene, with the lamenta-
tion of dead Christ.” It is believed that the Byzantine
model did actually develop from the Crucifixion,
which in certain cases it also replaces in a seman-
tic sense, only to evolve further into different icono-
graphic schemes.® In the more complex versions, on
the flanks of the main composition, there are one or
more female figures, effectively the pious women
of Jerusalem who lament the dead Saviour, which is
also a standard element of the iconography both of
the Crucifixion and the Lamentation of Christ.?

The Komnenian and pre-Palaiologan epochs
left new interpretations of the theme, full of drama,
revised in terms of their style according to the “more
natural” forms of the antique art. Thus, the Descent
from the Cross appears, in the context of the best
paintings of the Komnenian period, at the monas-
tery in Nerezi, in the former Byzantine province
of Macedonia, as a part of a fresco cycle executed
in 1164 for Alexios Angelos Komnenos, a mem-
ber of the Byzantine ruling family (fig. 1).19 The
most important participants were selected and they
were represented in the mature iconographic redac-
tion. On the top, from the ladder resting against the
crucifix, Joseph of Arimathea is taking the body of
Christ down — holding it from the back and resting
it against his bent leg nailed to the cross only at the

6 The miniature in the famous manuscript of Homily by
Gregory the Theologian (BnF Grec 510, f. 74) from 879883, at
the National Library of France, is the earliest known Byzantine
illustration of this theme, see Nagatsuka 1979: 4-7, 9-10, 14-15,
30-31, 69, 72, type IV-101. For the frescoes from the churches of
Cappadocia, see Nagatsuka 1979: 4-7, 11-15 and passim, type I.

7 The connection between the Descent from the Cross and
the Lamentation of Christ has already been discussed in the schol-
arship, see Millet 1916: 470-472; Schiller 1972: 166; Nagatsuka
1979: 3-8, and passim.

8 Nagatsuka 1979: 7-15 and passim.

9 From the literature dedicated to the iconography of these
scenes, we would like to single out the following: for the Crucifix-
ion of Christ see Millet 1916: 396-460; Grondijs 1940; Kartsonis
1994: 153-187; for the Lamentation of Christ see Millet 1916:
489-516; Weitzmann 1961: 476-490.

10 Nagatsuka 1979: 19, 26, 35-36, 58-60, 62-63, 72, type
XIII-B 401. Also, see Sinkevi¢ 2000: 53-54, fig. XLV.
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1. Cruoame c kpcima, manaciiup Hepesu, 1164. 2oouna
(Dr. Evan Freeman, “Byzantine frescoes at Saint
Panteleimon, Nerezi”, https://smarthistory.org/wp-content/
uploads/2020/11/50414518072_e0df15ab17 ol-scaled.jpg,
10. 12. 2022)

Cuna boxwujer. HoB je crtaB boroponuue, koja
Jbyou mptBor Cuna, Haciamajyhu cBoj oOpa3 Ha
weroB: !l omymTeHo XpuCTOBO Teo Maja Ka \oj,
JIOK Ta OHa MpUXBaTa 00370, Y Bep3uju Koja he
notoM y Wranuju eBonyupatd y TpHUPOIHHjE U
eKCTIPECHBHH]jE BapujaHTe, MpeMa HiealuMa ro-
THYKe ymMeTHOCTH.!2 Ha npyroj ctpanu, npukazaH
je Csetu JoBaH kako 1enuBa Beh OTKOBaHY pyKy
Crnacutesba, OTKpHBajyhu JIMYHM WM TNaTEeTHYHU
omHoc mpema yuutesby.!3 V Hepesuma, boropo-
quna u jeBanhenucra xao na noxacehajy Ha cBojy

110 recty B. Maguire 1977: 160—164; Maguire 1981: 96-108.

120 Baxnocrn uxonorpaduje y Hepesuma 3a passoj ose
TeMe y UTAJIHMjaHCKO] YMETHOCTH, yKJbydyjyhn 1 Bapujante Koje
Cy ce pa3BuIIe U3 OBOT Mozena, B. Nagatsuka 1979: 26, 58, 62—63.

13V gpyrum xommnosuumjama moceheHmm oBoj Temu y
WTaNjaHCKO] yMETHOCTH, Takohe u3 XII Beka, ¢purypa amocrona
1ojaBJbyje Ce Ha JECHOj CTPaHH, ycaMJbeHa Y COICTBEHO] TY3H,
Kao HIp. y AKBUIICjH , y LHKIyCy (pecaka y kpunri, B. Nagatsuka
1979: type XVII-401. 3a maroBame OBOT LUKIyca y BpeMe OKO
1180. ronuse B. Pace 2004-2005: 63-80; Cozzi 2010: 489-520.
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1. Descent from the Cross, Nerezi Monastery, 1164
(Dr. Evan Freeman, “Byzantine frescoes at Saint
Panteleimon, Nerezi, ” https://smarthistory.org/wp-content/
uploads/2020/11/50414518072_e0df15ab17_ol-scaled.jpg,
10. 12.2022)

feet from which kneeling Nicodemus is taking out a
nail. The lifeless figure of the Saviour, represented
in a bent position, with a diagonally inclined torso,
according to with the new and from then increas-
ingly more frequent iconographic variant, is in the
centre of the composition, additionally underlying
the human suffering of the embodied Son of God.
The position of the Mother of God, who is kissing
her dead Son, while resting her cheek against his is
new: !l the lax body of Christ is falling towards her,
while she is receiving it from below, in a version
that would subsequently in Italy evolve into more
natural and expressive variants, according to with
the ideals of the Gothic art.!2 On the other side, Saint

11 About the gesture, see Maguire 1977: 160—164; Maguire
1981: 96-108.

12 About the importance of the iconography found in monas-
tery of Nerezi for the development of this theme in the Italian art,
including also the variants that have developed from this model,
see Nagatsuka 1979: 26, 58, 62—-63.
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(byHKIM]y TIOCpEIHUKA 3a Cllac YOBEYAHCTBA, MO-
CBEJIOYEHY Y HaJpacHpoCTpambEeHUjeM MOJeIy
Meu3uca,'* MoCTaBIIU anCOIYTHU MPOTArOHHCTH
KOMITO3HITHje: onucyjyhu nyk, lUxXoBe Gurype ce
caBWjajy mpeMa XpHUCTy y TecTy JpaMaTU9YHE Ha-
METOCTH.

Bunie on monma Beka KacHHje, BEPOBaTHO W3-
mehy 1222. u 1228. ronune, y CpOuju ce mojaBuo
HAjIIO3HATHjU cCauyBaHU IpUMEp HOBE Bep3uje OBe
TeMe, Koja he mmaru JIyr KUBOT y MPaBOCIABHOM
CIIMKapCTBY, a A06uhe u OpojHE MHTepIpeTanuje
y uTanujaickoj ymetHoctd. CiieHa je, Kao IITO je
M03HATO, HACIIMKaHa y UpKBU Basnecemwa Xpucro-
BOT' Yy MaHactupy MuemeBa,!S Koju je OCHOBao
Brnanucnas, moTomu Kpajb CPICKUX 3eMajba M MO-
MOPCKHX, Ka0 J1e0 IUKIyca KOJU Cy M3BEJIU TPUKU
ymetHunid. Kommosuija Ha 37aTHOj MO3aJMHU
“Ma MOHYMEHTAJHH KapakTep U OKYIJba CBE MPO-
TaroHucre, ykpyuyjyhu Mapujy Marnaneny u je-
pycaJuMcKe jKeHe, Koje, IO jeJIHa ca CBaKe CTpaHe,
3arBapajy kommno3uuujy (ci. 2). M mopen Benukux
omrtehema, y BpXy clieHe npeno3naje ce Jocud Apu-
MaTejCcKH, JIOK je Ha JiecHoj cTpanu CBetu JoBaH,
npahen jemHoM o1 xena. OBe urype, 9uju je camo
JIOFH JICO CadyyBaH, CBOJUM HaTJIAIIICHUM TTOKPETOM
cyrepuiry ocehaj maTeTuke ¥ HaleTOCTH, TIPUCYTaH
Ha 11e710j cueHu. Teno XpucToBo, y CpEeIuHH, jOII
JpaMaTHyYHUje caBujeHo Hero y Hepesuma, nujaro-
HAJTHO j€ U31Y>KEHO U CKOPO MPETOMIbEHO Y CTPYKY,
¢dopmupajyhu nyk. Ca neBe ctpane, Maraanena ce
Harume Ja nojbyou ocnoboheny pyky Cnacuresba,
y TpaTiu jenHe nodoxHe xene. Menox xpera, bo-
rOpOJHIIA, MPUKA3aHa KaKO CTOjU Ha KITYTIUIIH, caia
ce HagBuja HaL CHHOM, YHjU TOPEHH JIE0 Tela TPIIy,
JpyOehu My JHIe: BEeH CTaB MO3HAT je Of paHHuje,
0 yeMy cBeiouM (hpecka y KpUNTu y AKBWIEJU U3
Bpemena oko 1180. ronune. 16

Ha AmneHMHCKOM IOJyOCTpPBY KOMIIJIEKCHO
HMKOHOTpadCcKo peliewme 3abenexeHo y Murene-
BU TI0jaBHJIO C€ y PEJIATUBHO OJIIMCKOM BPEMEHY

14 Y3 Gubmmorpaduje 3a Temy Jeusuca masajamo Cutler
1987, ca crapujom nuteparypom; Zervou Tognazzi 1990: 391-422.

IS5 TIpoGnem natoBama MUJICIIEBCKOT JKHBOIICA HEIABHO
je TOHOBO pasmatpaH y Hayuu, B. Bojsomuh 2019: 322-339, ca
ocHOBHOM Oubnmorpadujom. 3a oBaj tur cueHe Ckudarwe ¢ Kp-
Cilia ¥ TheTOB YTHIA] y TIPABOCIABHOj U UTAIHjaHCKO] YMETHOCTH
B. Nagatsuka 1979: 58-62, 64, 75, type XVII-501, koja HaBoau
u ocTajie nmpuMepe ose mkoHorpagwuje, B. Nagatsuka 1979: type
XVII. O BaxHOCTH (pecke n3 MuiemneBe y KOHTEKCTY pa3MeHe
ca uranujaHckom ymetHomthy B. J[’Amuxo 2013: 355-368, ca
crmcKoM ofabpane nureparype; Jamuko, [Tajuh 2017: 239-252.

16 Nagatsuka 1979: 24, 58-60, 75, type XVII-401.

DESCENT FROM THE CROSS AND THE RECEPTION OF THE
BYZANTINE MODELS IN THE ITALIAN PAINTING IN THE
SECOND HALF OF THE 13TH CENTURY AND THE BEGINNING
OF THE 14TH CENTURY

John is depicted kissing the already detached hand
of the Saviour, thus revealing personal and pathetic
relation towards his teacher.!3 In Nerezi, the Moth-
er of God and the Evangelist seem to remind us of
their function of an intermediary for the salvation of
the mankind, as testified to in the most reproduced
model of the Deesis,'4 thus becoming the absolute
protagonists of the composition: while forming an
arch, their figures bend towards Christ in a gesture
of dramatic tension.

More than half a century later, probably between
1222 and 1228, the most famous preserved example
of the new version of this theme appeared in Ser-
bia. It would go to have endurance in the Orthodox
painting and it would also get numerous interpreta-
tions in the Italian art. As it is well known, the scene
was painted in the church of the Ascension of Christ
at Mileseva Monastery,!5 founded by Vladislav, the
future king of the Serbian and littoral lands, as a part
of a cycle executed by Greek artists. The composi-
tion laid on a gold background has a monumental
character and brings together all the protagonists,
including also Mary Magdalene and the women of
Jerusalem, one on each side, thus enclosing the com-
position (fig. 2). Even despite extensive damage, it
is possible to recognise Joseph of Arimathea in the
top of the scene, while Saint John is on the right side,
followed by one of the women. These figures, only
the upper parts of which have been preserved, sug-
gest with their expressive movement the feeling of
pathetic nature and tension, present throughout the
scene. The body of Christ, in the middle, bent even
more dramatically than in Nerezi, is elongated di-
agonally and almost broken at the waist, thus form-
ing an arch. On the left side, Magdalene bends over
in order to kiss the freed hand of the Saviour, in the

13 In the other compositions dedicated to this theme in the
Italian art, also from the 12t century, the figure of the apostle ap-
pears on the right side of the composition, lonely in its own grief,
such as e.g. in Aquileia, in a fresco cycle in the crypt, see Nagatsu-
ka 1979: type XVII-401. For the dating of this cycle to the period
around 1180, see Pace 2004-2005: 63—80; Cozzi 2010: 489-520.

14 From the bibliography for the Deesis, we would like to
single out Cutler 1987, with previous literature; Zervou Tognazzi
1990: 391-422.

15 The problem linked to the dating of the wall paintings from
Mileseva monastery has recently been re-assessed in the scholar-
ship, see Bojeomuh 2019: 322-339, with the basic bibliography.
For this type of the Descent from the Cross scene and its influence
in the Orthodox and Italian arts, see Nagatsuka 1979: 5862, 64,
75, type XVII-501, who also provides other examples of this ico-
nography, see Nagatsuka 1979: type XVII. About the importance
of the fresco from MileSeva in the context of the exchange with
the Italian art, see /I’ Amuko 2013: 355-368, with a list of selected
literature; lamuxo, [Tajuh 2017: 239-252.
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2. Ckuoamwe c kpciia, manaciiup Munewesa, oxo 1222—1228.
2ooune (https://i.pinimg.com/originals/c4/3e/19/c43e193e
41f8ee55a21al64ced8d5dbe.jpg, 8. 12. 2022)

u 3aapxkaino ce no kpaja XIII Beka, cmopaguaHO
U MMOYETKOM HapeqHor croiieha, kajga ce y aresbe-
uMa BeNuKHX Majcropa, momyT Jlywa (Duccio,
oko 1255-1319) u Iljerpa Jlopennetuja (Pietro
Lorenzetti, 1280-1348), mojaBipyjy peBuUAMpaHU
oOpaciy, y ckiIaay ca TeHACHIMjaMa UTaIijaHCKe
roTuuke ymeTtHoctu.!” Ha ocHOBy ommrenpux-
BaheHOT MUNbEHa HCTPAKWBAYA, HajCTapH]ja,
win GapeM jeaHa o7 HajcTapHjuX, jecTe (pecka
KOja je HacTaya y KOHTEKCTY BeIUKOT ,,MelyyHapo-
Hor rpagunuiura’ npkese Cseror ®@pame y Acu-
3Wjy, 3amo4ueTe y paHoj ¢gasu pa3Boja GppameBadkor
pena. Ckudamwe ¢ kpcitua je 1eo MPBOOUTHOT, Jie-
JUMHAYHO OYyBaHOT, (hpecko-mporpama T3B. Jlome
[pKBe, MocBeheHe CBeTUTEJby OCHUBAYY pefa, duje
Cy MOIITH MoxXpamene y kpuntu (cir. 3).18 Hacim-

170 HoBOM HKOHOrpad)CKOM THITY KOjH Ce T0jaBibyje Y UTa-
IMjaHcKuM aresberMa nodetkoM XIV Beka B. Nagatsuka 1979:
64-67, type XV—-602 (3a [yua) u type XVIII-603 (3a [Jjerpa Jlo-
pEHLIETH]ja), ca OCTAIUM IPUMEPUMA 32 HABEJICHE TUIIOBE.

18 Nagatsuka 1979: 58-59, 62, 75, type XVII-507; Zappa-
sodi 2012: 159-160, 163.
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2. Descent from the Cross, Mileseva Monastery, around
1222—1228 (https://i.pinimg.com/originals/c4/3e/19/
c43e193e4118ee55a21al64ced8d5dbe.jpg, 8. 12. 2022)

company of a pious woman. Beneath the cross, the
Mother of God, depicted standing on a small bench,
now arches over her Son, hugging the upper part of
his body and kissing his face: her posture is known
from the previous example, testified by the fresco in
the crypt in Aquileia from the period around 1180.16

The complex iconographic solution found at
Mileseva appeared on the Apennine Peninsula in a
relatively short period of time and it remained there
until the end of the 13t century, sporadically also
at the beginning of the next century, when revised
forms, according with the tendencies of the Ital-
ian Gothic art, appeared at the workshops of grand
masters, such as Duccio (c. 1255-1319) and Pietro
Lorenzetti (1280—1348).17 On the basis of the gener-
ally accepted opinion among the scholars, the old-
est or at least one of the oldest is the fresco created

16 Nagatsuka 1979: 24, 58-60, 75, type XVII-401.

17 About the new iconographic type that appears in Italian
workshops at the beginning of the 1411 century, see Nagatsuka
1979: 6467, type XV-602 (for Duccio) and type XVIII-603 (for
Pietro Lorenzetti), with the other examples for the stated types.
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KaHo je melhy nmpuuyama o XpUCTOBOM CTpaaamy
Ha JIECHOM 3UJy IPKBE, YMjU MaHJaH YWHE CIICHE
u3 xuBora Ceeror dpame Ha cynporom 3uny. Merpa-
kuBaun cy Beh kpajeM XIX Beka mpunucanu
n3Boheme XPHUCTOIOUIKOT IUKIyca aHOHHUMHOM
ciaukapy 13B. Majcropy Ceetor ®pame (Maestro
di San Francesco, aktuBan usmehy 1250-60. u
1280).1° OH je jeman ox IIIaBHUX YMETHHKA Y IIE€H-
TpanHoj Uranuju npe nojase Yumadya (Cimabue,
1240-1302), BepoBaTHO NIKOJIOBAaH y YMOpHjU U
ONMCKO TOBE3aH ca (PpameBauKUM PEAoM, 3a KOjU
he u3Bectn u apyra nena.2® dpecke cy, Kako ce
cMaTrpa y HayIl¥, HacJMKaHE y TPBOj TMOJOBUHU
cenme aenennje XIII Beka, BepoBarHo oko 1263.
rofivHe, MaJa IOCTOJU W MPETIOCTaBKa 1a Cy
ueny aeueHujy crapuje.2! Huje ciaydajao mro cy
y LUKIYCY Y AcH3Hjy, TIOpe] TOTHYKHX YTHUIaja
(bpaHIlyCKO-CHIIIECKOT TIOPEKiIa, BUAJBMBHX Ha
BUTPAXMMa TPAHCAICKUX YMETHHUKA T3B. [opme
I[PKBE,22 HAyYHUIM MPEMO3HAIM W YTHIAje Haj-
CaBpeMEHHjer M HajIUIEeMEHUTH]EeT BHU3aHTH]CKOT
CIIMKapCTBa, KakBO ce Moke Hahu Ha bankany, y
CIIOMEHHIIMMa BH3aHTHjcKe MakeJoHHje U Y He-
Mamwnhkoj Cp6uju. Kao cBe1o4aHCTBO OBOT OHO-
ca moceOHo ce ucrtuye nkoHorpaduja Cxuoara c
Kpcita,?3 y 4ijuM CauyBaHUM JI€JIOBUMA Cy MpHU-
CYyTHH YTHUIIAjH U JICTaJbU POTOTHIIA, YUJH je YIIe-
YaTJPUB TIpUMEp yIpaBo ¢pecka y MuiemieBu.
3anpaBo, Kako je U BUJJbMBO HA aCHILKO) CLEHH,
MOJIOXKa] XPHUCTOBOT Teja, YHjH je JOHH JIeO ca-
gyyBaH, Jocud u3 Apumareje, Koju ra nogynupe,
crojehn BUCOKO Ha JecTBUIIaMa HCIIPEa KpCTa,
Huxonnm kako Baam kimHOBe u3 CriacuresheBe
Hore, CeTu JoBaH JIOK ce, MpeMa HOBOj pelak-
[UjH, TpHUKIamka menuBajyhun XpucToBy pyKy U
JKeHa u3a mera, Te crojeha ¢urypa boroponuie,
Y3IUTHYTE Ha KIynuily, U nopex omrehema 3acu-
rypHo HarHyTte Haja CuHOM, ynyhyjy, HakoH BHIIe
O]l TPH JICLIEHH]€, Ha OBY UyBEHY KOMIIO3UILIH]Y U
Ha HEHE Y30pe.

Besze Majcropa Cetor ®pame ca MKOHOTpa-
¢dujom Ha cprickoj ¢peciu MOTBphyje nmpukas ucre

19 Arpubyrnmjy je mpeu mpemxnokuo Thode 1885: 86-87,
219-221, kako je ocTajio 10 AaHac.

20 Zappasodi 2012: 159.

21 Boskovits 1973: 6, cmarpa 1a cy dpecke crapuje, yiI.
Zappasodi 2012: 159-160, ca aprymeHTHMa 3a IaTOBamE OKO
1263. rogune.

22 zappasodi 2012: 160, ca cTapujom Gubmorpadujom.

23 Zappasodi 2012: 163.
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in the context of the large “international construction
site” of the Church of Saint Francis in Assisi, started
in the early phase of the development of the Fran-
ciscan order. The Descent from the Cross is a part of
the original, partially preserved, fresco programme of
the so-called Lower Church, dedicated to the founder
of the order, whose relics are kept at the crypt (fig.
3).18 It was painted among the stories representing
the Passion of Christ on the right wall of the church,
the counterpart of which consists of the scenes from
the life of Saint Francis on the opposite wall. It was
already at the end of the 19th century that the scholars
attributed the execution of the Christological cycle to
an anonymous painter, the so-called Master of Saint
Francis (Maestro di San Francesco, active between
1250-60 and 1280).1° He was one of the leading art-
ists in central Italy before Cimabue (1240-1302),
probably learning his art in Umbria and closely re-
lated to the Franciscan order for which he would ex-
ecute other works as well.20 According to the gener-
ally accepted opinion, the frescoes were painted in
the first half of the seventh decade of the 13th century,
probably around 1263, although there is a hypothesis
that they are an entire decade older.2! It is no coin-
cidence that in the cycle in Assisi in addition to the
Gothic influences of the French and English origin,
visible in the stained-glass windows made by trans-
alpine artists of the so-called Upper Church,?? the
scholars have also recognised the influences of the
most contemporary and finest Byzantine painting,
such as can be found in the Balkans, in the monu-
ments of the Byzantine Macedonia and in the Nema-
nides Serbia. The iconography of the Descent from
the Cross is particularly emphasised as a testament
to this relation,?3 since its preserved parts reflect the
influences and details of the prototype whose signifi-
cant example is the fresco at MileSeva. As a matter
of fact, as is also visible in the scene from Assisi, the
position of the body of Christ, whose lower part has
been preserved, Joseph of Arimathea, who is support-
ing him while standing high on the ladder in front of
the cross, Nicodemus who is taking the nails from the

18 Nagatsuka 1979: 5859, 62, 75, type XVII-507; Zap-
pasodi 2012: 159-160, 163.

19 The attribution was first suggested by Thode 1885: 86-87,
219-221, and it has remained like that to date.

20 Zappasodi 2012: 159.

21 Boskovits 1973: 6, believes that the frescoes are older,
comp. Zappasodi 2012: 159-160, with the arguments for the dat-
ing back to around 1263.

22 Zappasodi 2012: 160, with previous bibliography.

23 Zappasodi 2012: 163.
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3. Majciuop Ceseitioc @parve, Ckuoame c Kpciua, /[oroa
yprea, bazunuxa Ceeitioe Oparve, Acuzu, oxo 1263. cooune
(https://commons.wikimedia.org/wiki/File:Master Of
St Francis - Scenes from the Passion of Christ -
Deposition_of Christ from the Cross - WGA14501.
jpg, 10. 12. 2022)

3. Master of Saint Francis, Descent from the Cross,
the Lower Church, Basilica of Saint Francis, Assisi,
around 1263 (https://commons.wikimedia.org/wiki/
File:Master Of St Francis_- Scenes from the Pas-
sion_of Christ - Deposition_of Christ from the
Cross_- WGA14501.jpg, 10. 12.2022)

CIICHE Ha CIIMIU MaJHUX TUMEH3Hja U3 Tpehe ueTnp-
tune XIII Bexa uznoxxene y Hartmonanuoj ranepuju
Ymbpuje y Ilepyhu.2* CauyBaHO y MOTIIYHOCTH,
Ckuoarve ¢ Kpciua je, y3 ClnuKy ca npeactaBom Oii-

24 Nagatsuka 1979: 58-59, 62, 75, type XVII-504;
Zappasodi 2012: 159-170, fig. 1-3.
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Saviour’s feet, Saint John as he, according to the new
redaction, bends over while kissing the hand of Christ
and the woman behind him, as well as the standing
figure of the Mother of God, elevated on the small
bench and certainly, despite the damage, bending
over her Son, point, after more than three decades, to
this famous composition and its models.

The link between the Master of Saint Francis
and the iconography found on the Serbian fresco is
corroborated by the depiction of the same scene on a
painting of small dimensions from the third quarter
of the 13th century exhibited at the National Gallery
of Umbria, Perugia.24 Preserved in its entirety, the
Descent from the Cross, together with the painting
with the depiction of the Lamentation of Christ, was
a part of a narrative ensemble consisting of several
episodes, probably of a dossal, perhaps originally
placed at the main altar of the Lower Church of
Saint Francis in Assisi (fig. 4).25 Both works have
been attributed to this master on the basis of their
style similarity, among other things, also with the
frescoes with the same themes found in the already
mentioned main Franciscan church. In addition to
the right half, very close to the fresco in Assisi,
the connections with the Byzantine model can also
clearly be recognised in the figures on the left side
of the composition that no longer exist in the fresco
of Assisi: in the position of the body of Christ, of
Magdalene who is bending to kiss his right hand,
the women who are accompanying her, shown more
numerous here in comparison to the prototype, in
the posture of the Mother of God who, from above,
while standing, embraces her son kissing his face.

Alittle later, between the end of the 13th century
and the initial decades of the following century, a
composition with a similar pattern appears on Dos-
sal no. 27, also at the Gallery in Perugia. Its author
has been named the Master of Farneto (Maestro
del Farneto, active between the ninth decade of the
13th century and the initial decades of the 14th cen-
tury), in accordance with the name of the Convento
della Santissima Pieta del Farneto, one of the oldest
Franciscan centres on the territory of Perugia, from
which the painting comes (fig. 5).26 It is presumed
that the work was in fact a replica of an older dossal,

24 Nagatsuka 1979: 58-59, 62, 75, type XVII-504; Zappa-
sodi 2012: 159-170, figs. 1-3.

25 For the ideal reconstruction of the dossal and its position
within the church, see Zappasodi 2012: 164-1609, figs. 5-6.

26 Nagatsuka 1979: 59-60, 62, type XVII=506; Zappasodi
2012: 163; Picchiarelli 2018: 212-215, note 10, with the previous
bibliography.
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4. Majciuop Ceseitioe @parve, Ckuodare ¢ Kpciiia, oeo iavoma, | 4. Master of Saint Francis, Descent from the Cross, a part

Hayuonanna canepuja Ymopuje, Ilepyha, wipeha ueiiep- of the paliotto, National Gallery of Umbria, Perugia,

wwuna XIII sexa (http://www.travelingintuscany.com/art/ third quarter of the 1 3th century (http://www.travelingin-

masterofsaintfrancis.htm, 1. 12. 2022) tuscany.com/art/masterofsaintfrancis.htm, 1. 12. 2022)
nakusarea Xpuciiogoz, OUIo 1€0 HapaTUBHE IENU- executed by the hand of the great Assisi painter: that
HE, CacTaBJhEHE O]l HEKOJIHMKO eTH30/a, BEPOBATHO the painting by the Master of Saint Francis depict-
Jocaia, MOXKJa MPBOOUTHO TTOCTaBJHEHOT HA TJIaB- ed the same themes, preserved in the version of the

Hu ontap Jlome npkBe Cetor @pame y Acusmjy Master of Farneto, is pointed to by the major simi-



TEMA CKHU/JABE C KPCTA U PELIENTIUMIA BUSAHTUICKUX
MOJIEJIA ¥ UTAJIMJAHCKOM CJIMKAPCTBY
Y JIPYT'OJ IIOJIOBMHMU XIII ¥ ITIOYETKOM XIV BEKA

5. Majciuop uz @apueiua, /Jocane op. 27, Hayuonanua
eanepuja Ymopuje, Ilepyha, oesettia deyenuja X111 sexa
— siouetnax X1V eexa (http://multimedia.coopculture.it/
reteculture/opere/58/4%20paliotto%20Farneto.png,
19. 8.2023)

(cn. 4).25 Ob6a nena npunucaHa cy OBOM MajCcTOpy
Ha OCHOBY CTHJICKE CPOTHOCTH, M3Mel)y ocTtajor,
u ca ¢peckama ca UCTUM TemMama y Beh momeHy-
TOj TaBHO] (hpameBaukoj HpkBU. OCUM JEeCHE MO-
JIOBHMHE, Bpsio Onucke ¢pecuu y Acusnjy, Beze ca
BH3aHTH]JCKUM MOJICJIOM jacHO c€ MPEno3Hajy U Ha
¢urypama Ha JIeBOj CTpaHU KOMITO3HIIM]€, KOJUX Ha
acHIIKoj (peciy BUIIE HEMA: y TOJIOKa]y XPUCTO-
BOT TeJla, Marmasene, Koja ce caBuja Ja My 1oJbyoun
JIECHY PYKY, )KE€Ha U3 MpaTkhe, MPUKa3aHux y Behem
Opojy y OIHOCY Ha MPOTOTHI, U y cTaBy boroponu-
1e, Koja 010310, ctojehu, rpiau cuHa Jbydehu mero-
BO JIUIIE.

Hemrro kacumje, uzmely kpaja XIII Beka u mo-
YeTHUX JICTICHHUja HAPEIHOT cTojieha, KOMITO3HIIN]a
ca CIIMYHOM TIOCTaBKOM MojaBJbyje ce Ha Jlocamy
Op. 27, takohe y Tanepuju y Ilepyhu. tben ay-
Top je Ha3zBaH Majctop u3 ®@apuera (Maestro del
Farneto, axtuBan u3mely nesere neuenuje XIII
BeKa M rnoyeTHux genenuja XIV Beka), mpema nme-
Hy ma"actupa Cantucuma I[Tujera nen dapuero, u3
KOjer CJIMKA IMOTHYE, NHAYE jJSITHOM OJ1 HajCTapHjuX
bpameBaykux 1eHTapa Ha Treputopuju [lepyhe (ci.
5).26 TlpermocraBiba ce Jia je JIEJO 3ampaBoO KO-
nyja cTapujer nocajija, U3BEIEHOI PYKOM BEJIHUKOT
ACHIIKOT CITMKapa: Ja ¢y Ha ciunu Majcropa Cae-
tor @pame Oue HACIMKAaHE UCTE TEME, CauyBaHe
y Bep3uju Majctopa u3 PapHera, yKa3yjy BEJIHKE

25 33 wxeanHy PeKOHCTPYKIIH]y JOCANa H HEroBO MECTO Y
upkeH B. Zappasodi 2012: 164-169, fig. 5-6.

26 Nagatsuka 1979: 59-60, 62, type XVII-506; Zappasodi
2012: 163; Picchiarelli 2018: 212-215, nam. 10, ca mpeTxoqHOM
6ubnuorpadujom.
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5. Master of Farneto, Dossal no. 27, National Gallery
of Umbria, Perugia, ninth decade of the 1 3th century
— beginning of the 1 4th century (http://multimedia.coop-
culture.it/reteculture/opere/58/4%20paliotto%20Farneto.
png, 19. 8. 2023)

larities in the composition and iconography that sup-
port a conclusion that the younger master repeated
the famous prototype.2’ Similar characteristics may
have also been found in the depiction of the Descent
from the Cross shown among the scenes of the Pas-
sion of Christ on the background of an incompletely
preserved dossal, exhibited at the same gallery. The
preserved fragment with the depiction of a woman
whose figure repeats the pattern from the above-
mentioned Umbrian works suggests that the older
works were used by the artist as his model. The dos-
sal has been attributed to the so-called Master of Pa-
ciano (Maestro di Paciano, active in the second/third
decade of the 14th century), yet another painter from
Umbria associated with the Franciscans, the author
of a work found at the Church of Saint Anthony of
Padua in the village of Paciano Vecchio near Perugia
where it was transferred from an unknown monas-
tery.28 These examples suggest that the success of the
iconographic model of the pre-Palaiologan origin in
Umbria is linked with the expansion of the Francis-
can order whose centre was the Basilica in Assisi.
After Umbria, also under the influence of Assi-
si, this version of the iconography appeared in Tus-
cany as well. Soon after the Master of Saint Francis,
already in 1274, the Descent from the Cross was
shown with scenes of the Passion of Christ cycle on
the lateral parts of the monumental Crucifix on wood
panel, the authors of which are Florentine Coppo di
Marcovaldo (documented between 1260 and 1276),

27 See note 25.
28 Zappasodi 2012: 163, with older literature.
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CIIMYHOCTH Y KOMITO3UITUjU U WKOHOTpaduju, Koje
J1ajy 3a TPaBO 3aKJbYYKY Ja je miiahu mMajcTop mo-
HOBHO TMOMITOBaHU TpoToTHM.2” CinudHa obernexja
Moria je Aa uMa u npeacraBa Ckuoama ¢ Kpciua,
npukazaHa mel)y crenama Crpagama XpHUCTOBOT,
Ha TI033JIMHM HETNOTITYHO CauyBaHOT Jl0caja, U3Jo-
JKeHOT y ucToj rajepuju. CadyBaHu (parMeHt ca
MIPECTaBOM JKeHe, urja Gurype rmoHaBba oopaszait
ca OMEHYTHUX YMOPHUJCKHX PaJoBa, yKa3yje Ja cy
CTapuja Jena MOCIYKWIa YMETHHKY Kao MOJEI.
Hocaite je mpurnmcan T3B. Majctopy au [Tahujano
(Maestro di Paciano, aktuBan y apyroj—rpehoj ne-
neanju XIV Beka), jomr jeaHoM yMOpHjCKOM CIH-
Kapy MOBE3aHOM ca (pameBIUMa, ayTopy Jela
Hahenor y npksu Cseror Antonuja [lagoBanckor
y ceny Ilahujano Bekno xox Ilepyhe, rme je mpe-
HETO M3 Hemo3HaTor MaHactupa.?8 HaBenenu mpu-
Mmepu ynyhyjy aa je ycrnex uKoHorpadckor Mojena
MPEenayeoIONIKOT opekia y YMOpHju moBe3aH ca
HIMpemeM (PparmeBavKor pesia, Ynju je eHTap ouna
bazmimka y Acusnjy.

Hakxon YMmOpwuje, oBa Bep3uja uxkoHOTpaduje
ce, Takohe mox yrumajeM Acusmja, mojaBwiia My
Tockanu. Yop30 HakoH Majctopa Ceeror ®dpame,
Beh 1274. rogune, Ckudarwe ¢ Kpcida je puKasa-
HO y nukiycy Crpagama XpHUCTOBOT Ha OOYHUM
CTpaHamMa MOHyMeHTanHor Pacileha Ha nacuw,
yuju cy ayropu @upentunan Komo nu Mapkosain-
1o (Coppo di Marcovaldo, nokymenToBan u3mely
1260. u 1276), jenan ox CllaBHUX HpPOTaroHMUCTa
TockaHckor ciukapcerBa XIII Beka,?? M HEroB CHH
Canepno qu Komo (Salerno di Coppo, 1oKkymMeHTo-
BaH 1274) (cn. 6). leno cadyBaHO y Kareapaiud y
[Tuctoju Mopa ce MOMCTOBETUTH Ca JETHUM OJI Ba
Pacnieha HampaBJbeHUM T€ roAMHE 3a LPKBY, U TO
BEPOBATHO OHMM HapydeHHM 3a Kamenxy Ceror
Muxaunna. Ha cuenu, ca cBeeHuM Opojem ¢ury-
pa CXOIHO PaCIOJIOKUBOM IIPOCTOPY, NpHKa3aHa
je boropoauiia kako cToju nu3a pacneha, HagBujeHa
Haj Cunowm, JbyOehu ra u rpiehu ca o6e pyke. Jo-
cud ApUMaTejCcKu je UCTpea KpCTa, Mallo IIoMepeH
yAECHO, 0K Ha OoyHMM cTpaHama CeTu JoBaH u
Mapuja Marganena cBojuM rectoBuMa mnojcehajy
Ha cpricKy ¢pecky. Y nny kieun Hukomum, npxehu
1 yekuh U KJemTa y pykama. JeaHa skeHcka Qury-
pa mpaTH yIuiakany Marmaneny, Koja mpeMa HOBUM
cxemama Ha CPIICKOj (peciy MpeBOIU jepycanuM-

27 B. mam. 25 .
28 Zappasodi 2012: 163, ca cTapujoM IHTEPaTyPOM.
29 Nagatsuka 1979: 59, type XVII-503.
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6. Kotio ou Mapxosanoo u Canepno ou Koiio, Ckudare
¢ Kpciaa, oeo Paciieha, Kaiieopana y Iucitioju, oko
1275. 2o0une (https://commons.wikimedia.org/wiki/
File:Coppo_di_marcovaldo e salerno di coppo,
crocifisso_con_storie_della_passione, 1275, 07
deposizione.jpg, 10. 12. 2022)

6. Coppo di Marcovaldo and Salerno di Coppo, Descent
from the Cross, a part of the Crucifix, Cathedral in
Pistoia, c. 1275 (https://commons.wikimedia.org/wiki/
File:Coppo_di_marcovaldo e salerno_di coppo,_cro-
cifisso_con_storie_della passione, 1275, 07 depos-
izione.jpg, 10. 12. 2022)

one of the famous protagonists of the Tuscan 13th-
century painting,?® and his son Salerno di Coppo
(documented in 1274) (fig. 6). The work preserved
at the cathedral in Pistoia must be identified with
one of the two Crucifixes made for the church that
year and this was probably the one ordered for the
Chapel of Saint Michael. The scene, with a reduced
number of figures according to the available space,

29 Nagatsuka 1979: 59, type XVII-503.
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7. Ckuoame c kpcinia, Kpuiitia Kawieopane y Cujenu, ocma
oeyenuja XIII sexa (https://operaduomo.siena.it/wp-
content/uploads/2022/04/circolo_pittorico-1024x580.jpg,
19. 8.2023)

cke »xeHe. Ha 31aTHOj no3aauny, rpaleBuHe mpuka-
3aHEe CHHTETHYKH T0jaBJbyjy ce y pyHKIM]jU CLIeHO-
rpaduje, CXOIHO TPAJAUIINjH BU3AHTHCKUX MOJIEINA,
KOJy je 0Baj cJIMKap 100po MO3HOBAO.

VY TockaHCKOM Treorpad)ckoM M KyJITYpPHOM
MHJBbEY, UCTUX CEIaMJICCETUX TOANHA y KOojuMa je
oBaj ukoHorpadcku oOpaszar; OMo moIynapaH, Ba-
KHO OXHMBJbABaFh€ TEME BUAM C€ Ha omTeheHoj
cimny u3 [uHakoteke y CujeHu — rpaay y Kome je y
OBOM TIEpHO/Y BlIajaia rBejdcka CTpaHKa, YBPCTO
noBe3aHa ca (pameBLrMa — aTpudyupanoj dujetu-
cansujy nqu Crneme (Dietisalvi di Speme, nokymen-
toBaH 1250-1291), nexana nemy uyBeHnor Jlocama
mu bamuja Apnenra,’? HO mpe cBera Ha (pecun
KOja TIpeJCTaB/ba MOHYMEHTAIHY BEp3H]y CIICHE U

30 Nagatsuka 1979: 5, 59—60, type XVII-509; ITajuh, Jla-
muko 2020: 189—190. He Tpeba 3abopaButH 1a je Ha Be3e ca ¢pe-
ckoM n3 Munemee mel)y mpBuma ykazao Pamojuuh 1963: 26-27,
Harl. 2.
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7. Descent from the Cross, Crypt of the Siena Cathedral,
eight decade of the 1 3th century (https://operaduomo.
siena.it/wp-content/uploads/2022/04/circolo_pittorico-
1024x580.jpg, 19. 8. 2023)

shows the Mother of God standing behind the cru-
cifix, bending over her Son, kissing him and em-
bracing him with both arms. Joseph of Arimathea
is in front of the cross, a little moved to the right,
while on the flanks with their gestures Saint John
and Mary Magdalene are reminiscent of the Serbian
fresco. Nicodemus is kneeling at the bottom, hold-
ing a hammer and pliers in his hands. A female fig-
ure follows the crying Magdalene who according to
the new schemes on the Serbian frescoes leads the
women of Jerusalem. On the gold background, the
buildings depicted synthetically represent the sce-
nography, in accordance with the Byzantine models’
tradition, which this painter knew well.

In the Tuscan geographic and cultural setting,
during the same 1270s in which this iconographic
pattern was popular, an important revival of the
theme may be seen on a damaged painting from the
National Art Gallery of Siena — the city which in this
period was ruled by the Guelph party, firmly associ-
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neo je nukiayca Crpagama XpUCTOBOT, OTKPUBEHOT
moueTkoM oBor Beka y T3B. Kpuntu Karenpane y
Cujenn (ocma aeuenuja XIII Beka) (ci. 7).3!1 OBo
j€ HajJMOHYMEHTAJIHH]j€ OCTBapeme Mel)y mo3HaTuM
JIeNMa, y KOME€ OJJHOCH Ca BU3AaHTHUJCKHUM IPOTO-
TUTIOM, TIOCBEIOYEHUM Y MuIIeIeBy, mokasyjy Ju-
pEeKTHe Be3e, He caMo uKoHorpadcke Beh u dop-
MaJjHe, UaKo NpEeBe/IeHe Ha HOBH je3UK TOTHYKOT
ctuna. OBOj CIUIM je y BUIIE HaBpara ¢ MPaBOM
IpUJaBaH BEJIMKH 3Ha4aj] ynpaBo 300T TaHAHUX
KOHTaKaTa ca pe()epeHTHUM MOJEJIOM, KOjU Ccyre-
pUILy MPUCYCTBO pa3MeHe, TUPEKTHE WIH Y3 TO-
cpenoBame, ca Apyrom obanom Jaapana.

V npyroj nonosunu XIII Beka cBeodancTBa o
TPAHCIOHOBAIY M PeaJanTalyju eIeMeHara mpey-
3€TUX M3 PA3IMYUTHX BU3AHTHUjCKUX MOJIENIa KOM-
HUHCKE W TIPENaJICoJIONIKe YMETHOCTH, Tajaa TpH-
CyTHHX y MTanuju, nako ca 3HaTHUM OTKJIOHOM O
Mojiena, BUJe ce Ha JeIrMa HacTanuMm y Emumnmju-
Pomamu. Ilo3naBame y3opa u3 Acusuja mokasyje
13B. Majctop u3 ®@aenre (Maestro di Faenza, aktu-
BaH y npyroj nosoBuHu XIII Beka), Ha ciuim Koja
j€ HeKaJa YMHWIa locanie, cadyBaHoj y Harmonasn-
HOj muHaKoTeny y bonowu (ci1. 8), HajBepoBaTHH]jE
bpameBaukoj Hapynounu.32 Ha \0j cy, nako TpaH-
CKpHOOBaHE Ha JIPYTOM JINKOBHOM je3HKY, QUType
MIPUCYTHE y 3pEIi0j Bep3uju Mo3Haroj u3 Muere-
Be, yKJbyuyjyhu MarnaneHy u nBe moOoKHE KEHE,
o0e npukaszane Ha JeBoj cTpanu. Ho, Heku enemeH-
TH, Ka0 IITO j€ IMOJ0XKa] XPHUCTOBOT Tella, Mambe
CaBHJEHOT, U cTaB boropoauiie, Koja CTOjU UCIIpEN
Cuna, npuxBaTtajyhu BHEroBo TelO0 070370, UMajy
Jpyradmje Mopekyo, ykazyjyhu Ha MKoHOrpadujy
KOja KapaKTepHuIle, HITp. MaKeTOHCKH MTPOTOTHI U3
Hepesa. OBakBe Bapujalyje npencTaBibajy jou je-
HY KapuKy y peKOHCTPYKIIH]H ITyTeBa foiacka Cku-
dama ¢ Kpciua y tanujy.33

31 3a mukayce B. Bagnoli 2003: 105-145. 3a muramse aytopa
¢pecaxa B. Giorgi 2003: 3-43, ca crapujom nuteparypom. O Be-
3ama ca Mutemesom B. D’ Amico 2004: 187-209; D’ Amico 2016:
390-394, fig. 1; lamuxo, [Tajuh 2017: 240-241.

32 Nagatsuka 1979: type XVI-605; Jlamuko, ITajuh 2019:
27-42, cn. 2, ca GubnuorpadujoM 0 OBOM CIIHKApY.

33 Crapuju mcTpakuBaum cMartpajy ga OBO AENO IpHIIA-
Jla BCHEIIMjaHCKOM OKPYXKEHY, Mperno3Hajyhnu Bese ca (ppeckom
y upkBu CBeTHX amocroia y OBOM rpamay, u3 panor XIV Beka,
Bettini 1944: 28; Lazarev 1965: 20. Ha ymOpujcke yruiaje, ca
3aKaCHEJIUM [03MBakEM, HAKOH HEKOJIHMKO JICLieHH]ja, Ha MajcTopa
Cgetor @pame, yka3aHo je HeIaBHO, 3ajeJHO ca MOTyhiuM Bezama
ca Majcropom u3 I'epone (aktuBaH y apyroj nonosunu XIII Beka),
EKCIIOHEHTOM T3B. JIPYroT OOJIOCKOT CTHJIA, y YMjUM MHHHjATy-
pama ce MOry TpEeHo3HaTH 3HauajHH YTUIAjH CaBPEMEHE BH3aH-
THjcKe yMeTHOCTH, B. Giorgi 2004: 48-51, 6p. S.
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ated with the Franciscans — attributed to Dietisalvi
di Speme (documented in 1250—-1291), previously a
part of the famous Dossal from Badia Ardenga,30 but
primarily on a fresco that represents a monumental
version of the scene as a part of the Passion of Christ
cycle discovered at the beginning of this century in
the so-called Crypt of the Siena Cathedral (eighth
decade of the 13th century) (fig. 7).3! This is the most
monumental creation among the known works in
which the relations with the Byzantine prototype, as
testified to at MileSeva, show direct links, not only
the iconographic, but also the formal ones, although
translated into the new language of the Gothic style.
This painting has been given major importance on
several occasions precisely because of the fine con-
tacts with the reference model which suggest the
presence of exchange, either direct or through artis-
tic works from the other coast of the Adriatic.

In the second half of the 13th century, the tes-
timonies about the transposition and re-adaptation
of the elements taken over from different Byzantine
models of the Komnenian and pre-Palaiologan arts,
present in Italy at the time, although with a important
different from the model, can be seen in the works
created in Emilia-Romagna. Full knowledge of the
model from Assisi is visible in the case of the so-
called Master of Faenza (Maestro di Faenza, active
in the second half of the 13th century) on a painting
that used to constitute a dossal, preserved at the Na-
tional Art Gallery of Bologna (fig. 8), most likely
a Franciscan commission.32 Although transcribed
in a different artistic language, the figures on it are
present in a mature version known from MileSeva,
including Magdalene and two pious women, both
depicted on the left side of the composition. Howev-
er, some elements, such as the position of the body
of Christ, less bent, and the posture of the Mother of
God who is standing in front of her Son receiving
his body from below, have a different origin, thus
pointing to the iconography that is characteristic
of the, for instance, Macedonian prototype used on
the fresco in Nerezi. Such variations represent yet

30 Nagatsuka 1979: 5, 59-60, type XVII-509; Ilajul,
Jamuko 2020: 189—190. It should not be forgotten that among the
first scholars to point out the links with the fresco from Mileseva
was Panojunh 1963: 26-27, note 2.

31 For the cycle, see Bagnoli 2003: 105-145. For the ques-
tion about the author of the frescoes, see Giorgi 2003: 3—43, with
older literature. About the links with the fresco from MileSeva,
see D’Amico 2004: 187-209; D’Amico 2016: 390-394, fig. 1;
Jawmuxo, T1ajuh 2017: 240-241.

32 Nagatsuka 1979: type XVI-605; Jlamuko, ITajuhi 2019:
27-42, fig. 2, with the bibliography about this painter.
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8. Majciuop uz @aenye, Ckuodare ¢ Kpcimia, deo oocaia,
Hayuonanna iunaroiexa y bonoru, opyea tionosuna
XIII ¢exa (Jbybasnowhy Hayuonanne iiunaxoiiexe y
bonoru / Courtesy of the National Art Gallery of
Bologna-Ministry of Culture)

Bep3uje koje ca Bule BEpHOCTU KONUPAJy Mpe-
HaJeoJIonIKe Mojesie Mory ce Hahu y ymetrHocTH
XIII Bexa u y Benery u Benenuju. Ha HajBaxkuujem
CIIOMEHUKY Tpaja, basmmuu Cetor Mapka, auju
Cy MO3aMIl¥ HacTajay CYKLECHBHO, Y JIyTOM Bpe-
MEHCKOM TMepuoidy, 3axBajbyjyhm aresberma Koju
Cy HETOBaJM Pa3InYUTe YMETHUYKE TPaTUIHje U
u3pase, OBa CIICHA, CMEIITEHA y TpPBY JIYHETY ca
JyXKHE CTpaHe TOpmer pena, mocBeheHor xpucro-
JOUIKMM eNu307aMa, o0Wia je MPECTUKHO Me-
CTO y Tporpamy jaekopaunuje 3amagHe ¢acazae.’*
W3pama mMo3amka, o cTpaHe MajcTopa TOMjeTHAKO

34 Nagatsuka 1979: 59, type XVII-502; Demus 1984: 194—
196, 210; Demus 1984a: pl. 343; Zuliani 1986: 174; Guerzi 2007:
141, nam. 40.
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8. Maestro di Faenza, Descent from the Cross, part of the
dossal, National Art Gallery of Bologna, second half of
the 13" century (Courtesy of the National Art Gallery
of Bologna-Ministry of Culture)

another link in the reconstruction of the route that
brought the Descent from the Cross to Italy.33

The versions that reproduce the pre-Palaiologan
models with more accuracy may be found in the 13th-
century art both in Veneto and in Venice. In the case
of the most important monument in the city, the Basil-

33 Earlier scholars maintain that this work belongs to the
Venetian setting, recognising the links with a fresco at the Holy
Apostles Church in this city, from the early 14th century, Bettini
1944: 28; Lazarev 1965: 20. The Umbrian influences, with late
linking, after several decades, to Maestro di San Francesco, have
been pointed out recently, together with the possible links with
Maestro di Gerona (active in the second half of the 13th century),
a representative of the so-called “other Bologna style” in the mini-
atures of which it is possible to recognise significant influences of
the contemporary Byzantine art, see Giorgi 2004: 48-51, no. 5.
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3aWHTEPECOBAHOT 33 CAaBPEMEHE BU3aHTH]CKE KOJIH-
KO W 3arajHe TEHJCHIIM]je, 0 OIIITEM MHIbCHY
cmemTena je y tpehy werBpruny XIII Beka — TO
Cy WICTE TOAMHE Kaja cy y YMOpHju, Toj yTUIIajeM
bpecke y Acusujy, HacTaine npse Bep3uje Teme. O
UKITyca Ha (acaau U3 UCTOT BPEMEHa Y U3BOPHOM
00nuky cauyBad je camo Ciupawnu cyo u3Haa yia-
3a, IParoreHo CBEJ0YaHCTBO O CTHITY HEKaIallmhHX
komrozuija. On Hectanor Ckudarsa ¢ Kpcitia 0CTao
je camo mpuka3 Ha ciunm ca [Ipoyecujom Yachoe
kpcitia Ha Tpey Ceeitioe Mapxa, xojy je 1496. ronu-
He, Ipe PEHOBUPAaa LPKBE, Hacaukao benruie be-
munu (Gentile Bellini, 1429-1507).35 3axBasbyjyhu
YMETHUKOBOM HAIJIAICHUM CMHCIY 3a JeTajbe U
peanuzam, perpoayKIrja okasyje aa je u3ryosbeHn
MO3auK TIOHaBJbAO CBE INIAaBHE MKOHOTpadcke Mo-
THUBE MPUCYTHE HAa MUJIEIIEBCKO] ppectm y Tpehoj
nenennju XIII Beka: ox monoxkaja XpucToBOT Tena
u Jocuda m3 Apumareje, on craBa Huxomuma u
npuka3a boropoauue n Marnanene. Jeauna pasiu-
Ka y OJHOCY Ha IO3HAaTe y30pe Orlie/ia ce y MojaBu
LEHTYpUOHA, N30JI0BAaHOT HA JIECHOM JIEJIy KOMIIO-
3unuje.30

OBoj Temu cy noceheHe u apyre ciuke 3
XIIT n ¢ mouetka XIV Beka Hactane y Benerty, y
kojuMma ce oceha mo3HaBame Bep3Hje cadyBaHE Y
MusenieBr, MOCpPEICTBOM Mo3aumka Ha basmnm-
nu Ceetor Mapka. Enementn ca cpricke ¢pecke,
y3 jake poMaHWYKe KOHOTallMje, MPeno3Hajy ce Ha
’KMBOITUCY HA JIECHO] MOJOBHHU YHYTPAIIbHE CTpa-
He (pacane y npksu Cetor beneankra y [Tagosu,3’
n3 nocnenme ase Aenenuje XIII Bexa, n Ha qunTH-
Xy Koju je oko 1290-1296. ronune u3BenaeH no Ha-
pyuounu AHnpeja Yrapckor, cana y Mcropujckom
my3ejy y bepny.3® Ha nupextHuje mosajmuie u3
MUJICIIIEBCKE HKOHOTpaduje HAYIHHUIIH CYy yKa3alu
Y Ha CJIMIIU cajia y MejICTOH My3ejy — YMETHUYKO]
raniepuju bentnud y rpaguhy Mejacton y Ken-
Ty.3® Manux nuMeH3uja, Moxa Jieo Behe nenune,
OBO JIEJI0 HEMO3HATOT Mopekia Beh mpumucano To-
CKaHCKOM MajcTopy Ommckom UYmmalyy, maHac ce
noBse3yje ca Benerom, 1 To ca aHOHUIMHUM MajCTO-
POM Koju je oko mpBe aeneHuje X1V Beka ociamkao

35 Guerzi 2007: 141, fig. 12.

36 Demus 1984: 195-196, moce6HO ce GaBHO MOjaBOM U 3HA-
YeHEM LIEHTYpHOHA.

37 Guerzi 2007: 141, fig. 15; Bossetto 2011: 72, fig. 21, ca
oubmuorpadujom.

38 Nagatsuka 1979: 59, type XVII-505; Guerzi 2007: 141,
fig. 14.

39 Guerzi 2007: 138, 140, fig. 1.
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ica of Saint Mark, the mosaics of which were created
successively, over a long period of time, thanks to the
workshops that followed different artistic traditions
and expressions, this scene, placed in the first lunette
on the south side of the upper row, dedicated to the
Christological episodes, was given a prestigious posi-
tion within the programme of the west facade decora-
tion.34 According to the generally accepted opinion,
the creation of the mosaic, by a master equally inter-
ested in the contemporary Byzantine traditions and
in the Western ones, is dated back to the third quarter
of the 13t century — these are the same years when,
under the influence of the fresco in Assisi, the first
versions of the theme were created in Umbria. Out
of the cycle on the facade from the same time pe-
riod, only the Last Judgment above the entrance has
been preserved in its original form, thus constituting
a valuable testimony about the style of the former
compositions. Out of the disappeared Descent from
the Cross, the only depiction left is on a painting with
the Procession in St. Mark's Square, created in 1496,
before the renovation of the church, by Gentile Bel-
lini (1429-1507).35 Thanks to the artist’s outstanding
sense for details and realism, the reproduction shows
that the lost mosaic repeated all of the main icono-
graphic motifs present in the fresco at MileSeva in the
third decade of the 13t century: the position of the
body of Christ and Joseph of Arimathea, the posture
of Nicodemus and the depiction of the Mother of God
and Magdalene. The only difference in relation to the
well-known models is the appearance of a centurion,
isolated on the right side of the composition.3¢

Other paintings from the 13th century and the be-
ginning of the 14th century created in Veneto were also
dedicated to this theme and they reflect the knowledge
of the version preserved at MileSeva, through the mo-
saic from the Basilica of Saint Mark. The elements
from the Serbian fresco, along with some strong Ro-
manesque connotations, can be recognised in a wall
painting on the right half of the interior side of the fa-
cade at the Church of Saint Benedict in Padua,37 from
the last two decades of the 13th century, and on a dip-
tych that was created around 1290-1296 at the orders
of Andrew II of Hungary, now kept at the Bern Histor-

34 Nagatsuka 1979: 59, type XVII-502; Demus 1984: 194—
196, 210; Demus 1984a: pl. 343; Zuliani 1986: 174; Guerzi 2007:
141, note 40.

35 Guerzi 2007: 141, fig. 12.

36 Demus 1984: 195196, studied in particular the phenom-
enon and the meaning of the centurion.

37 Guerzi 2007: 141, fig. 15; Bossetto 2011: 72, fig. 21, with
bibliography.
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¢dpecke y kanenu Jloto Epemurcke npkse y Ila-
JIOBH, YHUIITEHE Yy OomMOaproBamy TokoM [[pyror
CBETCKOT para, 1o k0joj je u Ha3zBaH (Maestro della
cappella Dotto, aktuBan n3mehy 1270. u 1318).40
[To3HaBawe BU3aHTHjCKOT MPOTOTHIA, TMPUCYTHOT
y MurnemeBu, eBuAeHTHO je: Marpanena je mo-
THyTa HaJ OMYIITEHOM XpPHCTOBOM pPYKOM, H3a
we je omrehena ¢urypa nodoxHe xene. boropo-
JIUIIa CTOjH Ha CTOJIMIM U ciymiTa riaBy ka Cuny;
Jocud m3 Apumareje, wcmpen Kpcra, MOIyHHUpe
YKOCO TOJIOKEHO TeJ0, Beh AeIMMUYHO OTKOBAaHO;
HuxonuMm yknama KIMHOBE ca CTOIaja; ca JIeCcHe
cTpaHe, JoBaH ce Harume Jia Mojbyou Ipyry pykKy
Cnacuresby, a U3a Wbera je xeHcka ¢purypa. Mehy
BEHEIIMjaHCKUM BEp3HjaMa OBa je, W TIOPE MaJuX
JUMEH3M]ja, HajBepHHUja MOJEINY, ca Kora MOHaBJba
MOJIOKaj U CTaB QuUrypa.

3a pa3ymeBame IyTeBa kojuMa cy kpajem XII
u nouetkoM XIII Beka y Mtanujy Moru a CTUTHY
BHU3aHTHJCKH MoJenu, y3 moryhe mocpenoBame
BU3aHTUjcke Makenonuje u Hemamuhke Cpouje,
nkoHorpadwuja npeacrase Cxudarba ¢ Kpciia pe-
CTaBJba 3HAYajaH MpUMED.

Kako mTo cy mokasanau UCTpakKuBauu KOjH Cy
MOCBETWIN MaXKEy OBOj TEMH, y CPEIHUIIBUM Je-
JIOBMMAa ATIEHMHCKOT MOJYOCTpPBa — MOCEOHO Y YM-
opuju u y Tockann — ocehanm cy ce yrumnaju Bu-
3aHTHjCKEe MKOHOTpadCcKe pefakiiuje MOoCBeJoYeHe
y Munemesu. Hayununu cy cariacHu Jia je TakBOM
HIMPEHY MOIJIO JIONPUHETH MPEY3UMAE OBE ,,MO-
JiepHe* MHTepIpeTaluje YyBeHe uKoHorpaduje o
CTpaHe HOBUX LIPKBEHHX PEOBa, TOCEOHO (hpame-
Bana.*! Ha to ynyhyje unmeHuna 1a ce Mozen mpe-
MaJIeoJIONIKOT TTOpeKIIa T0jaBro Hajipe Ha (ppeciu
Majctopa Cseror ®pame, W3BEEHO] HajBEPOBAT-
nyje mesnecetux roquHa XIII Bexa y J{omoj 1pkBu
basunnke Csetor @pame y Acusujy, Haj3HAUYAj-
HUjeM (pameBaukoM LEHTPY. Y HOBHjOj JUTEpa-
Typu nocsehenoj nukiycy XpHCTOBUX CTpajama
Yy KOHTEKCTY YMETHHUKHX OCTBapewma y AcH3ujy,
y3 yTHUIIaje CaBPEMEHE 3anaJiHe YMETHUYKE KYJITY-
pe uaeHTu(UKOBaHE CY U MHOBATHBHE CYTeCTH]E
nopekioM u3 Buzanruje, koje cy Morie a CTUTHY
MOCPEACTBOM OaKaHCKUX 3eMajba U JaapaHCKOT
npuMopja, Kao mpupoaHor mocta usmehy Hcro-
ka ¥ 3anaga. C TUM y Be3Hu, HHUjE CIY4YajHO ILITO
ce cepHja cliMKa Ha KojuMa Ce TojaBJbyje Tpera-

40 33 arpuGyumjy B. Boskovits 1990: 130-137, 219.

41 Ha Besy Teme Ckudara ¢ kpcitia ¢a hpameBaaKiM peioM
ykasyje Nagatsuka 1979: 60.
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ical Museum.3® Scholars have also pointed out some
more direct borrowings from Mileseva iconography
in a painting kept now at Maidstone Museum — the
Bentlif Art Gallery in a small town of Maidstone in
Kent.3? Of small dimensions, perhaps a part of a larger
ensemble, this work of unknown origin already attrib-
uted to a Tuscan master close to Cimabue is nowadays
linked to Veneto, more specifically to an anonymous
master who around the first decade of the 14th century
painted frescoes at the Dotto Chapel of the Church
of the Eremitani in Padua, destroyed in the WWII
bombardment, which rendered him the name — the
Master of the Dotto Chapel (Maestro della cappella
Dotto, active between 1270 and 1318).40 There is evi-
dent knowledge of the Byzantine prototype, present
in MileSeva: Magdalene is bending over the lax hand
of Christ, with a damaged figure of a pious woman
behind her. The Mother of God is standing on a stool
and is bending her head towards her Son; Joseph of
Arimathea, in front of the cross, is supporting the ob-
liquely laid body, already partially detached; Nicode-
mus is removing the nails from the feet; on the right-
hand side, John is bending to kiss the other hand of
the Saviour and behind him there is a female figure.
Despite its small dimensions, among the Venetian ver-
sions this one is most similar to the model, by repeat-
ing the positions and postures of the figures.

In order to understand the ways in which Byz-
antine models could reach Italy at the end of the 12th
and the beginning of the 13th century, with a pos-
sible intermediary role of the Byzantine Macedonia
and the Nemanides Serbia, the iconography of the
depiction of the Descent from the Cross constitutes
a significant example.

As it has been shown by the scholars who have
studied this theme, the central parts of the Apennine
Peninsula — especially Umbria and Tuscany — felt
the influence of the Byzantine iconographic redac-
tion found in MileSeva. The scholars agree that such
influence may have been contributed to by the taking
over of this “modern” interpretation of the famous
iconography by new ecclesiastical orders, especially
the Franciscans.#! This is pointed to by the fact that
a model of pre-Palaiologan origin appeared first on
a fresco by the Master of Saint Francis, created most
likely during the 1260s in the Lower Church of the

38 Nagatsuka 1979: 59, type XVII-505; Guerzi 2007: 141,
fig. 14.

39 Guerzi 2007: 138, 140, fig. 1.
40 For the attribution, see Boskovits 1990: 130137, 219.

41 The link between the Descent fiom the Cross theme and
the Franciscan order is pointed out by Nagatsuka 1979: 60.
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neosionka Bep3uja Cxudamwa ¢ Kpciia Be3yje 3a
YMOpujy u TockaHy, 4ja je yMETHOCT Omia mof
JUpEeKTHUM yTulajem basunuke y Acusmjy, Mmaj-
Ke-1[pKBe (ppameBaukor pefa, OJaKie Ccy 3paduin
YTUIAjU Ka IPYTUM UTAIHjaHCKUM TEPUTOpHjaMa
U IIKOJIaMa.

[Topen tora, Tpeba Harmacatu jaa je Ha CIU-
KapCcKUM LenuHama ca Bep3ujoM Ckudara ¢ Kp-
cilia HACTAJIOM TI0 y30py Ha MMJICIIEBY U HEHUM
yMOpPHJCKUM TpaHCKpHUIIIMjaMa YeCTO IpHKa3aHa
JOIII je/THAa TeMa YBPCTO MoBe3aHa ca (ppameBauKuM
penom. To je cuena Cenauerwe Xpucitiose ooehe.*?
Kommo3zumja ca oBoM nkoHOTpadujoM HaclIMKaHa
je mehy ¢peckama Majcropa Ceror @pame y
Jlom0j 1ipkBHU Y AcU3HUjy43 1 Ha J0Cay U3BEIEHOM
on crpane Majcropa 3 ®Daprera.*4 Mako mKoHO-
rpaduja Cerauerva Xpciioge odehe HHje TUPEKTHO
npey3era U3 BH3aHTHjCKE YMETHOCTH, IITO je OHO
cinydaj ca TeMoM Crudarba ¢ Kpciid, ACTpakuBa-
Y Cy EBEHO MOPEKJIO MOBE3aJH ca CIeHaMa pas-
BUJEHUM Yy NPaBOCJIABHO] Tpaauuuju, u 1o Ilpu-
upeme kpciia u Ilervarva na xkpcid, TIPUCYyTHUM Y
UTAIMjaHCKUM peJlaKlidjaMa HMCTOYHHUX MOJENa,
MPETe)KHO Ha AenuMa (pameBadkor IMopekia.+d
VYmpaBo ce 300r nojaBe Teme [lerwarba Ha Kpcild, y3
Crudarwa Xpucitiose ooefie, cMarpa 1a je u jocaie
3 banuja Apnenre 60Mo HaMemEH HEKOj (pambe-
Baukoj LpkBU.46 C npyre crpaHe, mojaBa KOMIIO-
sunje Cenauerwe Xpuciuose ooelie, nopen Cku-
dame ¢ Kpciia, Ha JeTHOM O] Jiea Koje je HACIIH-
kao Majcrop u3 daenue y Pomamu, ceeoun aa ce
CHAXHH YTHUIQ] (hpameBauKUX MOJeNa MPOIIUPHO
u BaH 1neHTpanne Mrammje.4’ Kako norBphyjy Ha-
BEJICHU NPUMEPH, BEp3uje MPEnaneoOUIKe KO-
Horpaduje Ckuoamwa ¢ Kpciia Hanaze ce u 'y Be-
HETY, TJIe je OBa KOMITO3WIMja Oujia MpuKa3aHa Ha
HajBaYKHUjE€M BEHELIMjJaHCKOM CIIOMEHUKY — basu-
mui Ceetor Mapka. OTBOpEHO je MUTame Kako ce
TeMa IMojaBWiIa y rpaay Ha JaryHu. Moxaa je mpe-

42 33 oBe TeMe y KOHTEKCTY (hpameBauke MACOIOTHjE B.
Derbes 1996: 138—145, 149-153. Takole, 3a Cerauere Xpuciiio-
6e ooehe B. lamuxo, ITajuh 2019: 38—40, ca ocHOBHOM JHTEpa-
TYPOM.

43 Derbes 1996: 138-139, fig. 82, 141, 149.

44 Derbes 1996: 140, fig. 3.

45 O yrunajy HaBemeHHX cleHa Ha (QOPMHPAEE HKOHOIPA-
oduje Cenauerwa Xpuciiose ooehie B. Derbes 1996: 142-149. 3a
temy [lerwarsa na xkpciu B. Derbes 1995: 110-131; Derbes 1996:
145-157; Majuh, Jamuxo 2020: 190-202, ca ogabpanom 6ubiu-
orpadujom.

46 [ajuh, Tamuko 2020: 190-196, 201-202.

47 Derbes 1996: 141; lamuxo, ITajuh 2019: 37-40.
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Basilica of Saint Francis in Assisi, the most impor-
tant Franciscan centre. The newer literature dedicat-
ed to the Passion of Christ cycle in the context of the
artistic creations in Assisi, along with the influence
of the contemporary western artistic culture, have
also identified some innovative suggestions originat-
ing in Byzantium that may have come here through
the Balkan lands and the Adriatic littoral, as a natural
bridge between the East and the West. In connection
with this, it is no coincidence that a series of paint-
ings that show the pre-Palaiologan version of the
Descent from the Cross is linked to Umbria and Tus-
cany, the art of which was under the direct influence
of the Basilica in Assisi, the mother-church of the
Franciscan order, from which the influences radiated
towards the other Italian territories and art schools.
In addition, it needs to be emphasised that the
painting ensembles with a version of the Descent from
the Cross created after the MileSeva’s model and its
Umbrian transcriptions often depicted yet another
theme strongly linked to the Franciscan order. It is
the scene of the Disrobing of Christ.42 A composition
with this iconography was painted among the frescoes
executed by the Master of Saint Francis in the Lower
Church in Assisi*3 and on a dossal executed by the
Master of Farneto.#* Although the iconography of the
Disrobing of Christ was not directly taken over from
the Byzantine art, as was the case with the Descent
from the Cross, the scholars have linked its origin to
the scenes developed within the Orthodox tradition,
the Preparation of the Cross and the Ascent of the
Cross, present in the Italian redactions of the Eastern
models, primarily in the works of Franciscan origin.4>
It is precisely because of the appearance of the Ascent
of the Cross, along with the Disrobing of Christ, that
it is believed that the dossal from Badia Ardenga was
dedicated to a Franciscan church.#¢ On the other hand,
the appearance of the Disrobing of Christ composi-
tion, alongside the Descent from the Cross, in one of
the works done by the Master of Faenza in Romagna,
testifies to the fact that the powerful influence of the

42 For these themes within the context of the Franciscan ide-
ology, see Derbes 1996: 138-145, 149-153. Also, for the Disrobing
of Christ, see Jlamuxo, [1ajuh 2019: 38—40, with basic literature.

43 Derbes 1996: 138-139, figs. 82, 141, 149.

44 Derbes 1996: 140, fig. 3.

45 About the impact of the given scenes on the forming of
the iconography of the Disrobing of Christ, see Derbes 1996: 142—
149. For the theme of the Ascent of the Cross, see Derbes 1995:
110-131; Derbes 1996: 145-157; Iajuh, JJamuxo 2020: 190-202,
with selected bibliography.

46 ITajuh, Jamuxo 2020: 190-196, 201-202.
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y3eTa JTUPEKTHO U3 BU3AHTHUJCKUX LIEHTapa, BEKO-
BHMa JJUPEKTHO MOBe3aHuX ca Benernujom, nim no-
cpeacrtBom bankana, ykibydyjyhu u cpricke 3emJbe,
ca kojuma je CepeHrcHMa Ofip)kaBajia CHa)KHE Be3e
TokoM XIII Bexa. He Moxe ce y MOTIYHOCTH HC-
KJbYYUTH HU J1a je IeHa M0jaBa MOCIeaua Kpy-
Kema Mojiesia KOjU Cy Y cpearoj ranuju mupuin
(bpameBIM Kao pe3yliTaT 3ajeTHIYKOT MOIITOBAKkA
CaBpPEMEHHUX MPOTOTHIIOBA TNPEY3eTUX W3 BU3AH-
THjCKE YMETHOCTH.

W mopen MHOrMX HEMO3HAHUIIA, MOXE Ce
3aKJbYYUTH JIa j€ MPHUXBaTamky U HIHPCHY BH3aH-
THjCKOT IIPENaJIeoIONIKOT MO/IEa 3HauajHo, aKo He
U TIPECYIHO, JOMPHHEO (PambeBavYKu pel, YUjU CY
NPUTNIAIHUI OWIM aKTUBHU Ha 00e obane Jaxpan-
CKOT MOpa — Kao IITO je TO Cly4aj U ca APYTHM Te-
Mama u3 1uKiyca Xpucropor CTpagama U camor
Paciieha Xpucitiosoe,*8 y KOHTEKCTY OHOBPEMEHHUX
MOJMTUYKKUX M JPYIITBCHUX MPHUIKKA, TC [ € [IH-
peme OBUX yTHIaja OWiIa TOCIeANIIa He camo JH-
pekTHuX onHoca uaMely Mcroka m 3anana, Beh u
CTpyjama YMETHUYKUX U7Eja U TOACTHUIIAja YHYTap
camMor ATMNEHHHCKOT TIONYOCTpPBa, Y 3aj€IHUYKO]
npepaad Mojena 4Mja jé MHOBAaTHBHA (yHKIIHWja
Mpero3HaTa.

*

HcTpakuBame CHpOBEICHO y paxy (UHAHCH-
paino je MUHHCTapCTBO MPOCBETE, HAYKE U TEXHO-
nomkor pa3Boja Permybmuke Cpouje (Yrosop o pe-
anu3anuju u puHaHCHpa®ky HayYHOUCTPAKUBAUKOT
pama HUO y 2022. ronquaun Opoj 451-03-68/2022-
14/200198).

48 33 yrory (pamesaukor pexa y HKOHOrpahcKoM yoomu-
yaBamy Jorahaja Koju cy ce oxurpanu npe Paciehia Xpucitiosoe
MOJ] BU3AaHTHjCKUM yTurajeM B. Derbes 1996. YV nctom cmucity 3a
cueny Paciieha Xpucitiosoe B. Joubert, Caillet 2018: 1-22.
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Franciscan models spread also outside central Italy.4”
As corroborated by the given examples, the versions
of the pre-Palaiologan iconography of the Descent
from the Cross may also be found in Veneto where this
composition was depicted at the most important Vene-
tian monument — the Basilica of Saint Mark. It remains
an open question how this theme appeared in the city
in the lagoon. Perhaps it was taken over directly from
the Byzantine centres, or through the Balkans, includ-
ing also the Serbian lands, with which La Serenissima
maintained strong links during the 13th century. It can-
not be fully discarded either that its appearance was a
consequence of the circulation of the models that were
spread throughout central Italy by the Franciscans as a
result of the common veneration of contemporary pro-
totypes taken over from the Byzantine art.

Despite the many unknowns, it may be concluded
that the acceptance and the spreading of the Byzantine
pre-Palaiologan model was significantly, if not even
decisively, contributed to by the Franciscan order the
members of which were active on both coasts of the
Adriatic Sea — as was the case with the other themes
from the Passion of Christ cycle including the Cruci-
fixion of Christ,*3 in the context of the ongoing politi-
cal and social circumstances. Additionally, the spread-
ing of these influences was a consequence not only
of the direct links between the East and the West, but
also of the dissemination of artistic ideas and inspira-
tion within the Apennine Peninsula itself, in a general
re-working of the model whose innovative function
was recognised and appreciated.

k

The research presented in the paper was fi-
nanced by the Ministry of Education, Science and
Technological Development of the Republic of Ser-
bia (Agreement on the implementation and financ-
ing of the scientific and research work of the SRO in
2022, no. 451-03-68/2022-14/200198).

47 Derbes 1996: 141; Hamuxo, [ajuh 2019: 37-40.

48 About the role of the Franciscan order in the iconographic
shaping of the events that took place before the Crucifixion of Christ
under the Byzantine influence, see Derbes 1996. In the same terms,
about the Crucifixion of Christ, see Joubert, Caillet 2018: 1-22.
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