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Model - Image Relation

in Christian Art and Its Research.
Some Remarks on Treatises on
Painting, Model Books

and Hermeneiai Zographikes

Emmanuel Moutafov’

Abstract: This essay is dedicated to some methodological, terminological and geo-
cultural problems related to the model — image interactions in Byzantine, Western
and Premodern art on the Balkans, commenting some differences in Russian tra-
dition as well. The author supports the supposition of Robin Cormack that the Or-
thodox icon painters before 15" century have memorized the images by constantly
drawing and copying them, while the memorized models were a testimony about
the process of training the visual memory. In conclusion the author states that on
the Balkans religious images of known and of acquired canonical status monuments
were used as models. Unlike the Russian tradition, model books in the full sense of
the term did not exist, but there were preparatory sketches or collections of images
that were used for ideas or sometimes for icon templates.

Key words: treatises on painting, hermeneiai zographikes, technology of mural paint-
ing, model books

In recent scholarship, the interest in the model-image relation in
medieval Orthodox art has been raised. This is a multidimensional

1 Dr Emmanuel Moutafov is Associate Professor in Byzantine and Premodern Art at the Fine Arts De-
partment, and since 2014, Director of the Institute of Art Studies of the Bulgarian Academy of Sciences.
He works in the fields of Greek Medieval and Post-Medieval Epigraphy, Palaeography, Palaeologan Art,
Iconography, and Painter’s Manuals.



theoretical problem? a considerable part of which is the research of
the late medieval literary tradition associated with the treatises on
painting® which for convenience sake have been called hermeneiai*,
the Post-Byzantine sample” collections and the treatises of Western
artists on painting. Thus, a whole series of studies from Byzantine
collections with models of various kinds and different purposes, spe-
cial codices with painting or graphic patterns, lists of liturgical icons,
illustrated calendars, etc.” were presented to the world. Recently, in
English-language and Russian-language scholarship, the term model
books or ,,exemplary books” appeared, a term that was not that ac-
curate due to the lack of parallel ideas for the book in Byzantium and
later periods®. The preparatory sketches are mentioned by the Cretan
artists as tecevidouata, okidouata, as well as dvOiBoAa’. On the
other hand, in Byzantium the word hermeneia was used as interpreta-
tion of the Bible while such works can be found also as “instruction”,
“typikon”, “treatise”, “saga”, etc.® In Greek historiography, the name
elovoyoa@ukol 6dnyol (iconographic guidebooks)’ was used, which
undermines the significance of such manuscripts that were worthy
handbooks for the late Byzantine artists, and completely excluded
the presence of technological guidelines in them.

Surely certain scrolls with models have been used in the workshops
of Byzantine artists during the 12"-15" centuries'®, which may have
been accompanied by written manuals, containing technological
guidance. Proof of this is the recently published short text on the
painting technique of 1350, which shows that the technological in-
structions for artists appeared in manuscripts of other content and
in no way was this a formed tradition nor treatises, as was the case
in the West. When studying the earlier tradition, i.e. the artistic prac-

2 See, for example Vikan 1989: 47-59; Cutler 1998: 57-67, for some theoretical dimensions of the
problem image-copy.

3 Mango 1972; Evseeva 1998: 11-25; Vassilaki 1995; Moutafov 2001a: 37-42; Parpulov et al. 2001:
201-216, etc.

4 Tthink that the term Treatises on painting is the most precise. See Moutafov 2001: 41.
5 Lowden 1988; Dagron 1991: 49-56; Buchthal 1979; Kitzinger 1975: 99-109.

6 Kazhdan 1973.

7 Chatzidakis 1970: 350.

8 On the terminological problem: Moutafov 2001: 12-17.

9 Chatzidakis 1976: 54-56; Vassilaki 1995.

10 Chatzidakis 1976: 54-56.

11 Vassilaki 1995: 2001.



Old Testament Trinity, preparatory sketch (anthivolon) of a Samokov’ painter, 19" century,
National Gallery - Sofia

tices on the Balkans up to the 15" century, most authoritative to me
seems the supposition of Robin Cormack that the icon painters have
memorized the images by constantly drawing and copying them,
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while the memorized models were a testimony about the process of
training the visual memory. However, due to the lack of sufficient
source information there is no proof of the existence of a well-set sys-
tem for the creation and use of books with models in Byzantium'.

In my opinion, most of the existing evidence of the practice of using
different types of models by Byzantine artists are too indirect, they
only take place under atypical conditions in contact areas of different
cultures, in the periods of decline, and are interpreted by risky trans-
ference either of Western models of the Renaissance artistic process
or by looking at phenomena known from the late Byzantine era of
the older tradition. I believe that in the Byzantine capital milieu (Con-
stantinople and Thessaloniki), another form of artistic perception of
the model-image relationship, besides the religious one, brought up
by the constant interaction of the Orthodox Christians with the sa-
cred images, hardly existed. This to some extent makes iconographic
manuals useless in the center of Byzantine culture because another
perception of the world would not have been tolerated and perhaps
was not necessary in the theocratic empire at least until the end of
the 15™ century. The monuments themselves were the models, and
the master selected which church or icon to imitate. This does not
mean that no preparatory sketches existed — on the contrary, these
have probably always been used. It is also quite obvious that art-
ists on the Balkans and during the Middle Ages were able to draw
also from nature, but in religious painting they have fully adhered
to standard practices due to the nature of the commission and the
taste of the believers. If some written material can be found that re-
minds us of the Post-Byzantine hermeneiai of the first half of the 18™
century, it appeared in the contact areas of other artistic perceptions
of the world, but it certainly had a demonstrable liturgical purpose
or simply played the role of preparatory sketches for the painters
to fill and sanctify the vast spaces in the Byzantine temples, whose
iconographic program was mostly determined by the inner ideo-
logical and aesthetic development of the Church. Literary works on
painting, such as the Western treatises emerged only at the end of the
15" century when the necessity for writing down some rules — tech-
nological and iconographical, became necessary and this was certain-
ly a symptom of a crisis. Thus, the sources of Dionysius of Fourna’s

12 Cormack 2007: 11-29; Kuyumdzhieva 2018: 13.



Resurrection, copy of a Western image, first half of the 19" century, National Gallery — Sofia

hermeneia appeared, and the actual distribution of these manuscripts
only occurred in the first half of the 18" century when many influenc-
es penetrated Balkan religious art and it was important to defend the
tradition, laid down during the Middle Ages by the mythical figure
of Manuel Panselinos. Until that time knowledge was passed on from
teacher to pupil, in some way they were “trade mark” secrets of each
atelier, and the good examples acted as models to imitate and to en-
rich. My previous work, for example, with Chora Church of Constan-
tinople proves this. I am certain that the genealogies of Christ and the
Virgin from the inner narthex of Chora served as a model for the ver-
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bal description of the scenes in Dionysius of Fourna' later compila-
tion. And this is quite possible because a German visitor of Istanbul,
Stephan Gerlach, described Kariye Camii in 1568, informing that the
mosaics and frescoes remained still visible of that time'*. This means
that it was quite possible that even in the 16™ century a description of
the particular scene would be made and that it had been written in a
1670-style iconographic handbook of priest Daniel’s painter’s manu-
al type. In recent years, some publications of manuscripts with her-
meneiai by G. Kakavas and K. Vapheiades appeared, but they do not
take into account the compilation character of such types of works. It
is important to remember that both the Jerusalem manuscripts and
the compilation of Dionysius are transcripts of older works that have
apparently been used in the Balkans since the 15" century.

The working method of the Byzantine painters probably reminded
of the technique used in Mount Athos even in 1839, when Adolphe
Napoleon Didron visited contemporary Greece. In the Esphigmenou
Monastery, he observed the work on a wall by the Karyes' painter
Joasaph and noted: ,... yet the master painter sketched his pictures as from
memory or inspiration. It is clear that on the Balkans the artists did
not use large pattern templates to transfer images on a wall, as this
was done in the West and partly on the island of Crete. Rather, the
mural technique used was as follows:

According to Didron’s description, one apprentice spread first the
mortar on the wall. The mortar was applied in parts so that on it
could be painted with a sharp object;

The master, according to the hermeneiai, found the center of the scene
with two or three pivot points in the iconic field;

Then he drew the main outlines of the images, starting from the eye
as a unit of measure (one nose is equal to two eyes, etc.), and after the
outline of the head the body was painted in which the head is applied
7 or 8.5 times. By working with a pair of compasses, it was very easy
to make from a small preparatory sketch, for an icon for example, a
larger image, such as 1:5 or 1:10. This is the reason for the great simi-
larities between smaller images and monumental frescoes;

13 Dionysius 1909: 73-76.
14 Ousterhout 2002: 16.
15 Belting 1994: 17-19.



The first student filled the contours traced by the master in the scene,
which he had no time to complete;

All the other parts of the human body were drawn based on the di-
mensions of the eye, while the secondary figures were drawn accord-
ing to the rules of the hierarchic perspective, of the isocephaly and
isosomy;

For the straight lines, separating scenes or for showing the architec-
tural landscape from the background, ropes stained with charcoal or
submerged in pigment were used;

A young student gilded the nimbuses, painted the inscriptions, made
the ornaments; the two others, if any like in Esphigmenou, grounded
and mixed the colors.

Didron’s insight, inspired by his accidental encounter with a liv-
ing tradition of what would come to be called alla prima execution
of monumental paintings, was repeated a century later through a
purely deductive process from the historical evidence of early Ital-
ian painting, by German art historian Robert Oertel. In a drastically
revisionary essay published in 1940, Oertel came to an exactly par-
allel conclusion, transforming our understanding of the amount and
kind of preparation that lay behind the great mural decorations of
the Trecento'. In the West, too, the fresco was executed directly on
the wall, the sinopia serving not as an exploratory sketch but merely
as a guide, like the design first laid down by the master painter at
Mount Athos. Oertel questioned the fundamental role traditionally
ascribed to the western artist’s “model book”, the visual equivalent
of the Post-Byzantine painter’s manual — actually a late compilation
and codification of previously unwritten tradition — that “explained”
for Didron the wondrous, unpremeditated process he had witnessed
on the Holy Mountain.

In conclusion one could state that on the Balkans images of known
and of acquired canonical status monuments were used as models
for religious images. Unlike the Russian tradition, model books in the
full sense of the term did not exist, but there were preparatory sketch-
es or collections of images that were used for ideas or sometimes for
icon templates. On the other hand, treatises on painting of the Re-

16 Oertel 1940: 217 ff.
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Gospel scenes, ff. 133v-134r, Album Cod. 834, first half of the 19" century, National Gallery —
Sofia

naissance type never emerged on the Balkans. Some translations of
Leonardo’s writings on oil painting could be found, but by the end
of the 19™ century they have not been put into practice. The need
for such a recording of the iconographic and technological tradition
only appeared in the 15" century and it was a sign of decline. Good
masters always worked without any special preparatory work, but
keeping with tradition they did not experience any difficulties. It is
exactly the good artists in the East who have drawn from nature, but
the canon did not allow them to reflect the reality in ecclesiastical art,
which remained conservative and conventional. At the same time,
some of the masters have collected or reprinted Western engravings,
but few have used them in their real practice. In this regard, written
painting manuals appeared primarily in bilingual environments, i.e.
in the periphery. That is why it is no coincidence that most hermeneiai
are preserved in Bulgaria. In Russia such compilations could not be
observed since Orthodox art has not been subject to hardships. There
,image handbooks” (anmessre noganannkm) could be found which
were not used by other Orthodox nations possibly due to the lack of
an extensive narrative part.

This conference is an attempt to bring terminological clarity to the
model-image problem in Orthodox art; to clarify the copying and



Gospel scenes, ff. 133v-134r, Album Cod. 834, first half of the 19" century, National Gallery —
Sofia

imitation techniques used. That is why the prominent experts on
model books, sketches and working practices were invited, as well as
colleagues dealing with borrowings and influences in iconography.
Representatives of various art history schools and cultures were also
brought together to exchange ideas, to align their tools and to ad-
vance knowledge.

The articles in this volume were presented at the International Art
Readings 2019 — Old Art Module, organized by the Institute of Art
Studies in Sofia between 5 and 7 April 2019. The Conference was at-
tended by fifty participants from Bulgaria, Greece, Serbia, Russia, the
United Kingdom, Albania, Romania and the USA. Just the half of the
participants submitted their papers and were subjected to a rigorous
peer-reviewing process, which allowed a careful and judicious final
selection for the publication in the Annual. Editors wish to express
their deepest gratitude to the anonymous reviewers that provided
prompt and thoughtful feedback, and to the contributors for their
willingness to work closely with us in order to secure a high level of
academic excellence in showcasing the most recent developments in
the field of model-image studies.
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Bpb3kara Mmogea — m3o0OpaxeHue
B XPUCTUSTHCKOTO M3KYCTBO ¥ HEMTHOTO IIpOYyYBaHe.
Hskom GeaeXKku BbpXy CbUMHEHMTA 3a

KMBOIINCTAa, KHUINUTe C 06pa3um n epMMHUNTE

Emariyer Mymagos

LD

Ta3u craTus e mocseTeHa Ha HAKOUM MeTOAOAOTUMYHY, TEPMUHOAOTUYHN U
TeOKYATYPHM NpoOAeMM, CBBbP3aHM C B3aMMOAENCTBIATa MEXAY MOAeA
1 n3oOpakeHNe BB BU3AHTUIICKOTO, 3allaZHOTO U MPeiMOAEPHOTO U3-
KycTBO Ha baakaHuTe, oTkposBaliku pasAuMKUTe B pyckaTa TpajuIus Ha-
npuMep. ABTOPBT IOAKPEILs TYK IIpearioaoxkeHneTo Ha Pooun Kopmak,
ye IIpaBoCAaBHUTE XyAOKHUITM ITpeau XV Bek ca 3artaMeTs1BaAu oOpasuTe
ype3 TAXHOTO HeNpeKbCHATO BB3IPOU3BeXKJaHMe U KOIMpaHe, a 3arla-
MeTeHUTe MPOTOTUIIN C TAXHOTO perpoayliipaHe ca OMAM CBUAETEACTBO
3a ChIIIeCTBYBaHeTO Ha Ipolieca II0 TpeHMpaHe Ha BU3yaaHaTa IamMer. B
sakaouenne, E. Myrados T8bpau, ye Ha baakaHuTe peAUTNO3HUTE U30-
OpaskeHIsI OT U3BECTHU U A0Ka3aHO KaHOHUYHM ITaMETHUIIU Ca U3IIO0A3-
BaH! KaToO MOJAeAM 3a APYTU LIBPKOBHM yKpacu. 3a pa3AMKa OT pyckaTa
TpaAUIINsI KHUTUTe ¢ 00pa3Iiu B ITbAHUA UM 00eM U C KOHKPETHOTO UM
NpeJHa3HaueHMe He ca CBIeCTByBaAM, HO BUHAIY € IMaAo ITOATOTBUTeA-
HU CKMITU AV CBUTBIIY C PUCYHKM/KOMPKHY, U3II0A3BaHU 3a UAeU UAU 3a
roToBU MoJeAn Ha nzobpaxxenns. C apyru aymu, npeau XIV B. epmuHum
OT TUIIA Ha MO3HATUTe HU AHEC He ca OMAM HeoDXoAMMU Ha OaAKaHCKIUTE
xyAoxxHuin. Te ce mosiBsABaT B Mepuo Ha Kpu3a U ca KOAKOTO CUMIITOM
Ha yIaAbK Ha ITbPKOBHOTO M3KYyCTBO, TOAKOBa I OMUT Ja ce Iojpa’kasa Ha
3allagHuUTe TpaKTaTH 3a SKMBOIINCTA.



The Copying of Images:
Roman Art Cases from Bulgaria

Marina Koleva'

Abstract: The paper draws attention to some mythological representations in Ro-
man sculpture and mosaics from the territory of present day Bulgaria. The dis-
cussion is focused on the depictions of the myth of the Dionysus’s discovery of
Ariadne on Naxos and also on the Abduction of Ganymedes. Based on the repro-
duction of the similar figures and scenes of above mentioned myths the issue of
replication and distribution of iconographies in Roman art will be discussed. The
inquiry into the availability and use of pattern-books in the local provinces will be
raised.

Key words: Roman sculpture, Roman mosaics, mythology, Roman Thrace

The discussion in present paper is focused on some mythological
representations in the monuments of Roman sculpture from the ter-
ritory of present day Bulgaria. The reproduction of the same figures
and scenes will be traced in the art of Roman mosaics from the same
region. Based on those the issue of replication and distribution of
iconographies of popular scenes in Roman Imperial art will be re-
garded.

But before attending to the monuments, a few words on the manner
in which mythological subjects are depicted in Greek and Roman
art. When depicting myths the artists make use of visual formu-

1 Dr Marina Koleva is an Associate Professor at the Institute of Art Studies, Bulgarian Academy of
Sciences; working in the field of Roman art, Roman sculpture from Moesia Inferior and Thrace.
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lae which enable the informed viewer to identify the myth. Usually
they cease a moment familiar to the observer’. Romans refer freely
to the Greek myths reinterpreting them within the framework of
their own culture® and the Greek mythological narrative is exten-
sively incorporated in the Roman private art*.

Shared images

Here will be discussed a votive relief found at the village of Kraynit-
si, District Dupnitsa (Fig. 1), at the territory of the Roman town Pau-
talia. It presents the myth of Dionysus’s discovery of Ariadne on
Naxos.

Images of Ariadne are common find on ancient artefacts — vases,
mural paintings, sarcophagi and gemstones. She is portrayed with
Theseus, in the episode with the Minotaur at the Labyrinth; in her
abandonment on Naxos by the hero; in her discovery by Dionysus;
as well as after her marriage to the god, as his wife®.

The moment of the myth in which Dionysus discovers her on the
island is illustrated on the abovementioned sculptural work. The
artefact is a rectangular marble plate, culminating in an open-work
statuary group. Only the lower part of the work survives (31 to 29
cm), presenting a multi-figure composition. At the centre of it is a
resting woman, her back to the viewer, but with up-turned head,
offering full profile. She is presented sleeping, one hand under the
head, the other — on top of the head. The figure is semi-nude, the
himation thrown over the hands, falling by the body and covering
just the legs. She is surrounded by three Eros figures — one leaning
on her legs, the second sleeping on the pillow by her head, and the
third also asleep, but near her knees. Four more figures are ren-
dered behind this group. The first one is of a bearded Silenus hold-
ing tympanum, preparing to strike it. The second image is of a nude
satyr with a raised left hand. Behind the two are depicted two more
figures, one is of a nude satyr, the other of a maenad playing on a

2 Woodford 2003: 11, 15, 60-61.

3 Woodford 2003: 62.

4 Barringer 2008: 210.

5 Bernard, Daszewski 1986: 1050-1070.



Fig. 1. Ariadne, Kraynitsi, District Dupnitsa (photo Marina Koleva)

flute. On top of the relief stood a three-figure open-work. The cen-
tral figure preserved only as high as the ankles, was likely 30-35 cm
high and depicted Dionysus. Left of him is a partially preserved
image, likely of a satyr. To the right survives a small part of a figure,
part of a cloven hoof and a rock. A figure of Pan, 18 cm high, from
the same provenance as the relief, is believed to have originally be-
longed to it®.

The dedicator of the Ariadne monument is named Diogénis, son of
Moukianos, a priest (IGBulg. IV, 2210).The priest was a Hellenized
Thracian with Greek personal name and Thracian name of the fa-
ther’.

6 Venedikov 1955: 195-198, figs. 1-2.
7 Venedikov 1955: 195-196; Gerov 1961: 316, 361, No. 157.
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Fig. 2. Ariadne, villa *Armira’, District Ivaylovgrad (after Miadenova 1965: fig. 13)

The sculptural monument is dated on the base of the style of the im-
ages and the paleography of the inscription, in the end of 2" c. AD®.

During the Hellenistic and Roman ages, the subject of the abandon-
ment and discovery of Ariadne on Naxos exercises compelling at-
traction on people’s imagination, resulting in the development of
the image of a sleeping semi-nude young woman. It is often en-
countered in Pompeian mural paintings, mosaics, and also in sculp-
ture — reliefs, especially sarcophagi reliefs, but also in sculpture in
the round”’.

In one very popular iconography, Ariadne is depicted asleep, facing

8 Venedikov 1955: 200-201.
9 Bernard, Daszewski 1986: 1067-1069.



the onlooker, her left hand propping her head, the right one rested
upon the head™. Thus she is featured in sculpture in the round",
and especially often in sarcophagi reliefs'?, but also in mural paint-
ings and mosaics®.

The iconography of the discussed work is of a different type: here
Ariadne is asleep, but with a back to the viewer. The type is attested
in several murals from Pompeii. Semi-nude, she rests on her right
hand, her face typically invisible. In these paintings, the iconogra-
phy of Ariadne is similar, but Dionysus is shown in a diverse stance
and with differently rendered attire. In each artwork, Dionysus’
companions and Eros, are pictured in various configurations'.

A similar image of Ariadne accompanied by three figures of sleep-
ing Eros, quite similar to our monument, is presented on a gem-
stone in Copenhagen'®.

It is noteworthy to stress that unlike the other examples of Ari-
adne shown with her back to the observer where her face is hid-
den, on the relief from Bulgaria the face is rendered in profile and
visible. The relief is carved well, executed in different planes, with
the figures overlapping each other. It conveys the dynamics of the
movement of the members of the retinue. Nevertheless, one is left
with the impression of an amalgam of patterns — one for the resting
woman, another for the maenad, yet others for the satyrs — and all
these combined within a single scene.

I would like to discuss also another example from the territory of
Bulgaria, applying the same iconography of Ariadne. This is one of
mosaics of the located near Ivaylovgrad villa "Armira’ (Fig. 2). The
mentioned mosaic is found in room #10 of the villa and is dated in
the time of Hadrian (before 130 AD)'®. It features a similar but sim-
plified composition of just two figures — of the sleeping Ariadne and
of Eros; Dionysus’ thyrsus, placed by the sleeping figure, evokes the

10 Bernard, Daszewski 1986: 1068-1069.

11 Bernard, Daszewski 1986: 1062, No. 118, 122.

12 Bernard, Daszewski 1986: 1063-1064, No. 131, 135, 136 143, 145; Gasparri 1986: 554-555, No. 186, 192.
13 Bernard, Daszewski 1986: 1062-1063, No. 126, 130.

14 Bernard, Daszewski 1986: 1060, 1062, No. 97, 124, 128; Gasparri 1986: 554, No. 180, 181.

15 Bernard, Daszewski 1986: 1064, No. 149.

16 Popova 2005: 168-170.
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god. An image of Dionysus, but in a different iconography, is found
in another pane of the mosaics, one not immediately adjacent to
Ariadne. The Ariadne-adjacent panes characters include some Eros
images, which perhaps could also be associated with the sleeping
Ariadne scene'’. Her iconographic type is identical to the one of the
discussed above sculptural work. This is an example of replication
of one model in both mosaics and sculpture.

Another such pair could be mentioned in connection with the above.
The sculptural component of it was found in Serdica, in the province
of Thrace. It recounts the myth of the Abduction of Ganymedes by
Zeus' (Fig. 3). The sculpture is 40 cm high, and was made of lime-
stone. Ganymedes is shown as a young boy, facing the onlooker,
standing, nude, with only a mantle over the shoulders and a Phry-
gian cap. Ganymedes is static, while the eagle is imposing and ren-
dered in motion. The bird is depicted behind the boy, providing him
a background. The group is dated in the beginning of 3 c. AD.".

Representations of the myth of the abduction of Ganymedes are
rare among Bulgarian finds. But classical art provides a range Ga-
nymedes’ depictions, some showing him abducted by Zeus. The
monument discussed presently belongs to the largest group of Ga-
nymedes portrayals, these where he is accompanied by an eagle.
The scenes vary: in some the eagle approaches the boy; in others it
seizes him; while in a third variation the eagle already carries the
boy in the air®.

The sculpture group from Serdica presents an iconographical
scheme, quite common for the Roman Imperial period. Ganymedes
is shown as a young nude boy, with mantle over the shoulders and
a Phrygian cap®. The very moment of abduction and the moment
exactly following, are presented on several sculpture and mosaic
monuments, and the scenes are comparable to that of the group
from Serdica®.

17 Mladenova 1965: 23; Popova-Moroz 1987: 43.

18 Filov 1910: 223; Filov 1912: 270, obr. 1.

19 Manzova 1978: 70-71.

20 Sichtermann 1988: 162-166.

21 Sichtermann 1988: 155, 161, 163, No. 4, 109-110, 120-122, 124, 129-131, 133, 180, 188, 190.
22 Sichtermann 1988: 162-163, 164-166, No. 173, 178, 180, 183, 188, 211, 226, 250, 251.



Fig. 3. The Abduction of Ganymedes, Serdica (after Manzova 1978: 71)

There is one very similar representation from Bulgaria, but real-
ized in the medium of the mosaics. This is one of the mosaics in the
"House of Antiope’ at Marcianopolis. Alongside the other mytho-
logical scenes, there is one of the Abduction of Ganymedes® (Fig. 4).
The resemblance with the group from Serdica is truly remarkable in
terms of the general composition, but also in terms of each figure,
such as the Ganymedes standing with raised right hand. Also com-
parable is the image of the eagle, depicted behind him as a back-
ground. These similarities could point to replication of an identical
model for the scene. In the first instance it is copied in sculpture in
the round, in the second — in mosaics.

23 Minchev 2002: 250, fig. 6; Angelov 2011: 10.
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The replication of images

These monuments could be used as a point of departure in study-
ing the mechanism of reproduction and distribution of iconograph-
ic schemes, in this particular instance for depicting myths in the
provincial Roman art.

Presumably, in the manufacture of Roman copies of Greek orig-
inals, as well as in the production of sarcophagi, were employed
pattern-books, aiding duplication of motives. These books likely
featured drawings of scenes and individual figures, and also scales
for fixing the proportions. Sculptors were schooled in the repertoire
of figures and combined them in a variety of scenes, slightly mo-
difying them when needed?. It is assumed that such pattern-books
were also employed in the creation of mural paintings and mosa-
ics, especially when replicating figural composition. The patterns
were replicated rather freely, adding or removing figures, changing
scenes and colour schemes. But it is difficult to explain the close
similarity between the figural scenes preserved in the mosaics and
mural paintings from the different regions of the Roman Empire
without some form of use of patterns. Evidence supporting the use
of such patterns is also available from written sources. Their exact
form is unclear, since no one survived, but perhaps these were bun-
dled in annotated drawing scrolls. A proof of this is found on a fu-
nerary relief from Sens, France, depicting a master painter, holding
a scroll, likely with patterns®. Such scrolls would explain the occur-
rence of similar motives in mosaics, mural painting and sculpture?®.

Close replication of identical figures and scenes in mosaics and
sculpture as seen from the mentioned examples from Bulgaria could
raise an inquiry into the availability and use of such pattern-books,
especially in the local provinces. They could also explain the intro-
duction and circulation of known throughout the Empire iconogra-
phies of popular mythological scenes.

Mythological representations in Roman sculptural monuments
from the territory of present day Bulgaria (in Roman times parts of

24 Birk 2012: 22, 25; Moltesen 2002: 16, 23.

25 Ling 1998: 13-14; Ling, Ling 2000: 57; Ling 2000b: 97-98, fig. 54; Ling 2000a: 211, 213; Henderson
2000: 228.

26 Birk 2012: 22.



Fig. 4. The Abduction of Ganymedes, Marcianopolis (after Angelov 2011: 10)

the provinces Moesia Inferior, Thrace and Macedonia) are quite nu-
merous, rendering myths linked to different deities, like Apollo, Ar-
temis, Dionysus, Zeus and Heracles. The subjects, the compositions,
and the iconographies created during the Classical or the Hellenis-
tic age (some also during the Roman) were adopted by the Romans
and circulated within the borders of the Empire. They arrived in our
provinces already shaped, completed with artisans and designs®.

The monuments with identical mythological scenes, in discussed

27 Koleva (in print).
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cases in sculpture and mosaics, indicate that these particular ico-
nographies were adopted and fully incorporated in the visual lan-
guage of the Roman provincial art of Roman Thrace. We see iden-
tical schemes, compositions and figures, found in different sites,
indicating which iconographies were popular, produced, preferred,
and in the end — understood by the members of the provincial so-
ciety.

These are basic, very widely attested mythological representations
not just for Roman art in general, but also for the art in Roman
Thrace in particular. It is a matter of replication of identical models
throughout the entire Empire; applied often, these were recogniza-
ble and a shared feature of Roman art.
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Konmpane Ha nm3o0pakeHns:
OpuMepu OT PUMCKOTO U3KYCTBO OT bbarapusa

Mapuna Koaresa
.
CANSL

B nacrosmara ctatusa e o0bpHATO BHUMaHNe Ha HAKOAKO ITaMeTHMKA Ha CKyATITY-
paTa 1 Mo3ariKaTa ¢ M300pa>keHs Ha MITOBe OT pMMCKaTa eIloXa, HaMepeH! Ha

TepuTopusita Ha brarapus.

Borusausar peaed or c. Kpaitanmy, Aynaumiko (®Pur. 1), mokassa MuUTa 3a Ha-
MupaHeTo Ha ApuagHa ot JAuoHnuc u HeroBus Tuac Ha o. Hakcoc. Ha nmaouara e
Ipe/CTaBeHa MHOTO(UTYPHa KOMIIO3UITNS, HO €4HO OT M300pa’keHNsATa e O0eKT
Ha 0coOeHO BHMMaHIIe B HaCTOSIIS TeKCT. ToBa e pasIioao>keHaTa B IleHTbpa Qu-
rypa Ha ApnajHa, IpeAcTaBeHa KaTo JAeTHala >KeHa, ¢ Tpb0 KbM 3puteas. [Toa006-
HU n3o0pakeHus Ha ApuajHa ce cpemiaT U B APyTU JacTi Ha MMIIepUsTa, KaTo

HaIllpuMep B HJIKOAKO CTEHOIINCa OT TTomrteri.

Tyk 11e crromeHa o11le eAMH IaMeTHUK OT HaIllUTe 3eMU, KOWTO CIIoAeAs Ta3! VKO-
Horpadus Ha Apmagna. Tosa e eAHa OT MO3aliKMTe OT HaMMpaaTa ce 40 VIpaii-
A0Brpag suaa ,, Apmupa”. Ha eano ot nanara s nomerrenue 10 ce Bu>Kaa TOYHO Cb-
IIUAT KaTo Ha CKYAITYPHIS IIaMeTHUK MKoHorpadcku tun Ha ApuagHa (®ur. 2).

KbM criomenarara Bedye ABOJiKa M300pakeHUs MOXe Ja ce g4o0aBu ollle eJHa.
CKyANITYpHUAT TaMeTHUK e oTKpuT B CepanKa 1 rpeAcTass MuTa 3a OTBANIaHe-
To Ha ['anumeg ot 3esc (Pwur. 3). Ot brarapus npousxoxaa e4HO MHOTO CXOAHO
nsoOpa’keHne, HO B Mo3aiika. ToBa e Mo3arika oT ,Kbiara Ha AnTona” B Map-
uuanonoa (@wr. 4). Ilpuankara ¢ HamaTa rpylia € HayCTYHa 3Ha4yMTeAHa I10 OT-
HOIIIeHVe Ha KOMIIO3UIIUATa KaTo I15110, OCBeH TOBa Ha oTJeannTe Gpurypu. B Tesn

cay4dan ce Ha6AIO,Z|,aBa KomMpaHe Ha eAH 1 ChIIN Cl)I/II'ypI/I " Irpynm B Mo3amKa u
B CKyAIITypa.

PasraesxganmuTe ImaMeTHMITY MOTaT Ja ce U3I0A3BaT KaTo OTIIpaBHa TOYKa IO OT-
HOIIIeHNe Ha PeIIpOAYIIMPaHeTO U Pa3IIpOCTpaHABaHeTO Ha MKOHOTPaCKI CXeM,

B CAy4Yasl 3a IIpeACTaBsIHe Ha MITOBE, B PMMCKOTO M3KYCTBO B ITPOBMHIJUIITE.

ITpu n3paboTBaHeTO Ha PUMCKM CKYAIITYPHU ITaMETHUIIY Ce IIpeAIioAara U3I0A3-
BaHETO Ha CBUTBIM ¢ 0Opasiy, 3a Aa ce yaecHM KornupaneTo. CMsiTa ce ChIIo TaKa,
e I0400HM CBUTHIN ca 611am B yrioTpeba 1 IIpH Ch3JaBaHeTO Ha CTEHOIIVICH Y MO-

3aiiK1, 0CODEHO IO ce OTHACA A0 KOMMpaHeTo Ha purypaaHu Kommosuiun. Tog-



HO C [T0A3BaHeTO Ha NOJ00HNU CBUTBHLM C 00pas3Iiit MOXKe Aa ce OOSICHAT CXOAHUTE

KaTo MKOHOTpadusl M300pa>keHysI U CIIeHN B CKYAITypa, MO3aiKI 11 CTEHOTIVICIA.

bausKoTO KomImpaHe Ha e4HM U ChIny PUIYPHU U CLIEHU B pUMCKaTa CKYAIITypa 1
MO3aliKi OT bpArapust 11o3soAsBa Aa ce IIOCTaBy BBIIPOCHT 3a HAAMINETO U TI0A3-
BaHeTO Ha I0A00HN CBUTHLU ¢ 00pasiu B mposuHOuNTe Jdoana Musnst n Tpakst.
Karo mo To3n HaumH MOXe Ja ce OOsSCHM IMPOHMKBAHETO M IMPKyAMpPaHeTO Ha

M3BECTHN B Ijs11aTa MMIIEPIT I/IKOHOI‘pa(l)I/H/I Ha IIOITy ASIPHU MUTOAOIMYHN CII€HI.






Hsaxoako rpaputm
OT 3anaaHara ¢pacaga Ha ITbpKBaTa
»CB. Aumurbp” Haa bodorieso

Mear buaspcku?

AbcTpaxT: B cratnaATa ca mpeacTaBeHN HAKOM rpadpUTH, AaTUPAHU B Pa3AMIHO Bpe-
me, oT XVI go XVIII Bexk, ot 3anmajHarta (pacasa Ha OuBIIaTa MaHaCTUPCKa ITbPKBa
»CB. Aumutsp” Hag c. Boboreso. Tosa e buao Hy6AMqu MSICTO, B KO€TO HaAIIU-
CHTe ca CAy>KeAM Aa OIOBeCcTsABaT U 3alla3BaT CIIOMeHa 3a BaKHM CHOUTHS OT >KU-
BOTa Ha XPUCTUIHCKaTa ODIIHOCT B TOBa IpoIrbTsaBamio ceanmie. Cunram, de Te3u
HabAI0AeHNUs HU AaBaT eAHa HOBa IlepCIIeKTHUBa 3a Bh3IIplUeMaHe I pa3OupaHe Ha

HaJIUCHUTe Ha TpapUTUTe KaTO MCTOPMYECKY U3BOP.

Karouosm aymm: Hagncu, OcMaHcKa nMnepus, 0aH

1. Tema 1Ha u3caeaBaHeTo

Tasu craTis e 40 TOAsIMa CTeIIeH 11104, Ha CAY9alTHOCTTa, KOATO IPU
MeH A0liJe, OT e4Ha CTpaHa, C IIOCeIleHIeTo B OMBIIIaTa MaHACTHUPCKa
spksa ,Cs. Aumutsp” Hag rp. boboreso c rpyma enTycnasupanuy,
AIOOOIUTHU ¥ ThPCEIN PYMBHCKM KOAeTy, KOMTO Me MOTUBUpaxa
Aa ce B3pa B rpapUTHTe Ha 3allagHarta pacaja Ha Xpama, a OT ApyTa,
OT OTKOAEIIHIS MU MHTepecC KbM ITyOANYHNTE MHCTUTYLINY, KOWTO
Me Hakapa Ja cb3pa (OCHOBaTeAHO AU He) ClIOMeHaBaHe Ha ,,0aH” B
eAVH oT Haamycute. KbM Tasy MHCTUTYLINS MIMaM OTJaBHA MHTepeC,
HO He Td e TeMa Ha HacTOAIIOTO m3cleABaHe. Hamuparure ce Ha

1 Ivan Biliarsky, Dr. Sci., is a mediaevalist, Professor at the Institute of Historical Studies, Bulgarian
Academy of Sciences and Professor of Legal History in the University of National and World Economy.
His main research interests are in the domain of the history of public institutions, law, political doctrines,
manuscripts and text edition.



3anagHaTa pacada (a 1 He caMo TaM) rpapuTH Morart Aa 4agaT MHOTO
MHTepecHa 1 ChbIllecTBeHa MHPOpMaLus 3a PeAUTMO3HMS, O0IIecT-
BEeHIIsI, KYATYPHIS VM CTOTIIAHCKIIS SKMBOT Ha PeTMOHa IIpe3 IIbPBUTe
BEKOBe Ha OCMaHCKOTO BAaAMYECTBO; 3a e>KeAHEeBIEeTO, MBKUTE, pajo-
CTUTe U CKbpOUTe Ha HaceAeHNeTO; 3a OTHOIIEHIATa MeXKAy OCMaH-
CKaTa BAaCT ¥ MECTHNTe OOIeCTBeHM CTPYKTYPHU; 3a MOOMAHOCTTa
Ha xoparta OT ertoxaTa 1 MHOro Apyru. Ille ce onmram aa HanmIa H-
KO/KO AyMI IIO Te3! TeMH, ala OMX 1cKal IIpeABapUTeAHO Aa 3asiBs,
Je HUTO MMaM IIpeTeHINsATa Aa U3depIBaM N3cAeABaHeTo UM, A0pU
U B CTPMKTHO A0KAaAHO OTHOIIIEHIIe, HUTO Aa M34YepIlsi TEKCTOBETe Ha
rpadputuTe ot wppksara ,,Cs. Aumutsp” Hag bobomeso. CraTusra
MU I10-CKOPO 1leAu 4a OObpHe BHIMaHIe KbM U3CAeABaHeTO Ha TO3!
BayKeH, MaKap 1 ITOHsKOra IIpeHeOparsaH, 3BOp.

IIpean aa mpoabaka KbM caMuUTe TEKCTOBe, OMX MCKaA U3PUYHO Aa
orOeaexa daxTa, ye 1rbpksara ,C. AuMuTHp” € BCHIIHOCT MHOTO
A006pe msyden rmameTtHuk’. Cpes MHOTOTO ITyOAMKaIMy Haii-3HAuM-
Ma e kaurara Ha P. Pycesa u Xp. Cranesa, cBbp3aHa ¢ II.10CTHO IT1yO-
AVIKYBaHe VM MHTepIIpeTalus Ha ITaMeTHUKa®. B Hest cTaBa Ayma 1 3a
rpadgutute, ciomeHatu ot P. Pycepa, kosTO e aBTOp Ha Ta3| 4acT OT
KHUTaTa U KOSITO 3asIBsBa, 4e Te3V HaAIVCY He BAMU3aT B Kpbra Ha Hell-
HITe U3cAejoBaTeACKy nHTepecn®. BepuiHocT TpsAOBa Aa pusHasi, Je
Te3U AyMIU MU JajoXa U KypaXka 4a ce 3aXBaHa C TOBa 13CAeABaHe.

2. Texcrose Ha HAKOM Hagnucu-rpadputu ot boboireso
I'pyna nagmmcm A

Bbupxy mpocTpaHcTBOTO Ha cijeHara ['ocronmpueMcTBOTO Ha
ABpaam

Haarmmc Ne Al (Pwur. 1)

I'padpursT ce Hamupa Ha 3arnagHara pacada OT I0>KHaTa CTpaHa IO
OTHOIIIEHNe Ha BXOAHaTa BpaTa Ha IJbpKBaTa. VIsmnucaH (M3cTbpraH)
e B paMKMITe Ha cljeHaTa I'ocronmpueMcTBOTO Ha ABpaaM B ceBepHara
9yacT Ha KOMITO3UIINATA, 3a/ CeAAINNs aHre, 3a/ CTOAa Ha aHIeAa.

2 Kepov 1935: 170-171; Kepov 1936: 1-288; Suboti¢ 1980; Suboti¢ 1998: 125-126; Mincheva 2010: 140-
141; Kiel 1985: 109-111, 336-337; Kiel 2002: 83-84, 260-261.

3 Staneva, Rousseva 2010.
4 Staneva, Rousseva 2010: 128.
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IToa TO3M TeKCT MMa MHOXECTBO OTAeAHM UAU TpyIu OyKBU, Apac-
KaHULIN U ABe (MAm Tpu) Yosemnku purypu. V asete raejat HaAsBO
(Ha ceBep), a aKko IIpMeMeM, UYe MMa U TpeTa, TO Ts Ileia Halped,
KBM cTosmusA npes ¢gacagara. Eanata purypa e gocra no-roasma,
pblieTe ca BAUTHATY Harope 1 e od1e4eHa ¢ IIMPOKa gpexa, AbAra A0
AU MaaKo 1104, KoaeHeTe. ITaaTsT e opopmen kaTo ,, pubeHa Koct”.
Jpexara Ha ApyraTa purypa e mo-Kbca, HO CbC CBIINS MAM CXOAeH
opHaMeHT. byksuTe He MpeACTaBsAT HAKAKBB CMIUCHA MAU a3 He IO
pasnosHasaM. Ha aBe mecra ce 3abeaszsa cpueranmue PN man PH,
KoeTo Ou Morao Aa ca undpu (ancao 150 nan 108). EanaTa rpymna
e IIpe/ Kpakara Ha IIO-ToAsiMaTta (purypa, a Apyrara B Haii-A40AHM
Kpaill Ha rpynara. BroOie Mmoxxe aa ce kaxe, ye Ha 3artagHara pacaa
Ha IIbpKBaTa MIMa MHTepecHN YoBellkn nzoopaxenns (Pur. 11), Ha
HSKOM OT KOUTO IIle Ce CIIpa Ha ChOTBETHOTO MSICTO.

CaMmaT roperiuTipaH Hagmuc He e 400pe yeTuM. He 61X MOrba cbe
CUTYPHOCT Aa TBbPAS, Ue I'bPBUSAT ped, KOITO e TBbpAe 3/e 3alla3eH,
IIpUHaAAeX! KbM CBIINA TEKCT, 3ae4HO C A0AHNUTe. AKO IIpeAa0Ke-
HOTO 4eTeHe e BAPHO, TpapUTHT € M3IMCAH OT HIKON CBEeIeHMK U
HIU cpoOlllaBa 3a KOHUMHaTa Ha 11onl boraan Ha 9 siHyapu 1656 r. Be-
POSATHO CTaBa AyMa 3a CBeIllleHIKa, KOMTO € MPOAbAXKNAA CAy>KeHNe-
TO Ha nounHaaus. CBeleHOCAYKUTeAAT e 0114 Bogad AN eAVH OT
BOJaulTe Ha MecTHaTa ODIITHOCT U 3arybaTa Ha TakoBa AuIie e Omaa
ApaMaTi4HO cbOuTHe. Bb3MOXKHO e cBeJeHMs 3a TAX 4a MIMa U B OC-
MaHcKuTe peructpu. HecbMHueHo, 3ary0aTa e Omaa BaxkeH (axT B KI-
BOTa Ha OOIIIHOCTTa, KOWTO CI e 3acAy>kaBal Aa Obje MpeJcTaBeH Ha
1y0A1aHO MsACTO. bt TpsAOBaao ga ce orOeaexu, ye HAAIUCHT e O1A
HallpaBeH OT CBeIlleHNK J TOBa My IIp1JaBa XapakTep, ako He opu-
II1a/€H, TO TIOHe TaKbB, KOMTO M3KAIOUBA BCAKAKDLB BIJ HEPeAHOCT
1Au caydaiiHo geiictsue. HampoTus, ctaBa gyma 3a oTOeAs3BaHe Ha
CchrOUTIE, KOeTO Aa ce ChoOIIM Ha ODIITHOCTTA U Aa OCTaHe B IIaMeTTa
11, KaKTO U Ha CTeHaTa 40 BXOJa Ha ITbpKBarTa.

Haarmc Ne A2 (Dwur. 2)

HaanmcsT e nsnucan B paMKuTe Ha crieHaTa ['ocTonpueMcTBOTO Ha
ABpaaMm, B ceBepHaTa 4acT Ha KOMIIO3UIIMTa, TOUYHO 3a4 ¢purypara
Ha ITpaoTelia ABpaaM, KaToO € U3I10A3BaH TbMHIUAT (POH.
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OTOTpeIIHN 05X TyK

duaur B roau-

Ha 7253 (= 1745 r.) mpuaox

wo oo [poou? Jmeau

«. o .. 0x [ox0Huarue 3a Munaro cevpuitero épeme 1 A. ed. u.]
B Ma[HacTupa] B bo-

Dorreso mmpe3 mecer]

asrycr, 1™

B A€TO

7253 (=1745 2.)
... [ecocnoone?]

HaamucsT cpob111aBa 3a HoceIeHneTo (MAM IPUCTUTaHeTO U YCTaHO-
BsiBaHeTO) Ha 1 asryct 1745 . B MaHacTupa Hag bobGorepo Ha HAKOII
cyt Pyan, KOMTO BEPOATHO e opbhyald MOANUTBA MAM Ce € MOANA 3a
CIIaceHNeTo Ha AyIINTe Ha POAUTeANTe CU B CBATOTO MscTo. He 3Ha-
eM KakbB e 01a Puani — Toi1 ce e 00sB1A caMO KaTo , MHOTOIpeIll-
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au”. CKAOHEH ChbM Aa CMsTaM, 4e € Bb3MOXKHO Aa € 0114 CBeIleHUK:
0114 e TpaMOTeH, caMIAT TEPMUH , MHOTOTPeIlIHN“ HaBeXKAa Ha Ta3!
MICBA, a ¥ PAKTBT, 4e CI e TI03B0ANA (1AM MY e 61110 II03BOAEHO) 4a
oTOeAe>X MPUCTUTAHETO ci ¢ rpadpuUT Ha 3amadHaTa (acasa Ha Xpa-
Ma, HacouBa KbM TOBa. /pyro 3a Hero He 3HaeM, HO MoOraT Ja ObaaT
ThPCEHN CBUAETeACTBa M B OCMaHCKNTe PerucTpu. 3a HacTOSIIOTO
m3cae/BaHe e BaXKHO Ja ce 0TOeAeK1, ye OTHOBO CTaBa AyMa 3a OTOe-
AsA3BaHe Ha BakeH (PaKT Ha MyOAMIHO MCTO, 3a Aa ObAe 3allOMHEH
B obmHocTTa. He O1x 1ckaa ga mpoIycHa 4a CIIOMEHa, e 1104, TO3U
HaAIINC, HO, U3TAeXKAa, Oe3 Bpb3Ka C Hero Ha KaHTa Ha AdeKopalusTa
Ha/ BparaTa MMa HeroAs MO YOBeIIKO M300pakeHue, IpeACTaBsIIIo
BBOPBXKEH C IUT U Med MbX (Pwur. 2).

I'pyna magnncu B
B ciyenara Beseaenne boropoanyno B xpama
Haarmc Ne B1 (®Dur. 3)

HaammcsT e macrbprad BLpXy ThbMeH (OH OT ceBepHaTa CTpaHa Ha
BXOAHaTa BpaTa. Pasnoaoxen e 3a4 rppOa Ha IbpBOCBeIlleHUKaA B
cuenara Breegenne boropoauuno B Xpama. CrpyBa Mu ce, 4e OCHO-
BaTa e CIlelliaAHO IOATOTBeHa 3a TO3M HaAINC C IO-TbMeH (OH U
uMaMe I paMKa, ouepTaHa ¢ Os14a AMHUAL.

T AA €& 3NA KOMA MPNCAAN

A e oo SWM [MAK coBLLN??? ]. . NeMA W BANA

REALBALLIKA. BB AETO {zrégz\ [uan A 7] (7161/42= AD 1653%/6/)
Eb AA IO npocTn b Lfg

B. AA [0 119oCTN

c.w HkeNo . RN

t Aa ce stae xoea npucadu

.................... ycobuiu (nouuna?) .. .. HeHa oT GaHa

5 ITocaeanara nudpa OT 9ICAOTO Ha ToAnHaTa 01 MOTAa Aa ce IpodeTe 1 Kato A, (=4), Koeto 6u
IIPOMEHIA0 AATHPaHeTO Ha Haamuca B 1656 I., HO TOBa YeTeHe MU e CTPYBa I10-MaAKO BEPOSITHO



®ur. 3. Hagrmue Ne B (ot Breegenne boropoanuno)

BeaObxxakm . B roaunHata 7161

bor aa ro npoctn
Hapcrso (?) Hebecno.

Axo puemeM Ipeaa0KeHOTO JeTeHe I Je cTaBa AyMa 3a ,0aH Bea-
OBKAKN", TO pas3olaraMe C AaHHU 3a OOIIeCTBEHU CTPYKTYpH, Ila-
3€I1V CIIOMEeHa 3a CPeAHOBEKOBHITE MHCTUTYIMI. VIMaiiku ipeABuA
LISIA0CTHATa cuTyanus B boOo1eBo, To ToBa 01 61140 HOBO CBUAE-
TE/ACTBO 3a Bb3AUTAaHETO Ha CEAMINETO, HO CBIO M 3a CbIecTByBa-
HEeTO Ha MpeXka OT KOHTaKTH, AOCTUIAIlA A0 IIeHThpa Ha CaHAXKaKa
- Kiocrenana (man Beadwxa). Ha uncrurynusara Ha 6aHosete 1 Ha
CITOMEHa 3a Hesl IIpe3 OCMaHCKIS ITePIOJ, TIOCBeTIX 0COOeHa CTaTus
U 3aTOBa TYK He IIje ce 3aHIMaBaM C TO3M BBIIPOC’.

6 VckaM ga mskaxka mpusHateaHocTTa < KbM Kasumup ITonkoHCTaHTUHOB, KOMTO Tperaeja
Jotorpadumre Ha Hagmca ¥ B OOLIM AMHUM M3Ka3a CbrAacle C TOBa YeTeHe Ha TeKCTa, KOeTo
npejaaram TyK.

7 Biliarsky 1992: 89-94; Biliarsky 2019: 167-190.
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bux nckaa ga o6bpHa BHMMaHMe 3a eaHa 3a0eaexka Ha VBanka ['ep-
roBa, KOsTO Oe HallpaBeHa IIO BpeMe Ha M3HacsIHeTO Ha AOKJAaja Ha
MeXKayHapogHaTa KoHpepeHIus VIskyctsosegckn dereHus 2019 —
Mogya ,,Crapo u3KycTso”, mpealecTsall Ta3u cratis. bes a4a Hacto-
ABa Ha HEeTo, T IIPeAA0XY, 4e MOXe Ja ce OOMMCAM U APYTO YeTeHe
Ha HAAIICA KATO ,,.. ..NéNA W EANIA REABBALLIKA™. IIpu ToBa MoAOXeHMe
pasroaarame c rocAegHuTe yeTupu OyKBU OT MUMETO Ha IIOYMHAAN,
KOIITO IIPOM3X0KJaa oT ,0aHsATa Ha Beabbxa”. He Mmu e nssecto
KOAKO e 6mao nomnyaspHo mpe3 XVII Bek ToBa MeCTHO HaIMeHOBa-
Hue (BeaObxaxkaTta OaH:), HO IIpe4A0KeHOTO 3a 0OChXKJaHe OT VIB.
I'eprosa uetene 61 Morao ga nma ocHosaHus. Tyk IIle criomeHa ABe
OT TAX — €4HOTO, CBbP3aHO C U3IIMCBAHETO, APYTOTO OT IpaMaTiyeH
XapakTep — 0e3 Aa U3KAI0YBaM Ja € Bb3MOXKHO Aa ce HaMepAT OIlle.
ITvpsoTO, gymMara ,0aHa” e cOABbCKaHa B Kpasl Ha paMKaTa, KOATO
orpaxkJa HaAINca U IOCAeAHaTa IAacHa OykBa e M3KpMBEHa, 3a Ja
ce cboOpasu ¢ ToBa. Taka pa3CTOSIHIETO e CKbCeHO, a MeXAy OyKBU-
Te N 11 A c nosede proOpaskeHne OMXMe MOrAu Aa Cb3peM U ,IIbp-
BaTa” yacT oT mM3nmcsaHeTo Ha gudTonra k. Taka 6u ce moayunao
yeteHe ,bans Beabamka”. IIpouee npu obcbXgaHeTo Ha J0KAaja
MM TaKbB apITyMeHT He Oe M3TBKHAT (KaKTO M cAeABalllis), A0KOA-
KOTO TO Oe KpaTKO I caMO II0ACKa3a Bb3MOXKHO Apyro ueTeHe. ITo
MOe MHeHIe TOBa YeTeHe e 40CTa HesCHO, ala TO He MOXKe a4 priori Aa
Obae n3KaI04eHO. BropoTo e cBbp3aHo ¢ rpamaTiyeckaTa KOHCTPYK-
1Ml Ha u3peyeHneTto. Ako npuemeM, ye ,Beabamxka” e mpuaara-
TeAHO KbM ,0aH”, TO Te Ou TpsAOBaa0 Aa ca cbraacysann. Popmara
,0aHa” 61 MoOraa 4a e B poguTeAeH UAU BbB BUHUTEAEH I1aeX, ako
He IIpueMeM, Je e HiIKaksa paHHa ¢popMa Ha uaeHyBaHe. IIpu ToBa
IoAOXKeHIe BIK4aMe, ye (aKo He CTaBa AyMa 3a 4AeH) gBeTe AyMU
He ca CbhrAacyBaHI, Thil KaTo B ITageskHa popma Te Ouxa 6uan , bana
Beabamkaro”. Tosa e apryMeHT cpellly YeTeHeTO, KOeTO IipeaJaram,
HO BBB BCMUKM CAydal IIpeAriodara OTChCTBMe Ha MageskHu (PpopMI,
AOpH 1 Aa cTaBa AyMma 3a ,bans Ha Beadbxa”. [Tagexxnara cucrema
B TeKCTa, 4OKOAKOTO s Ma, € TBbpAe pa3koleDaHa U He MOXeEM Ja
ce ocaaHsAMe Ha Hes. ToBa ce ABbAXXKM Ha MCTOpUYECK! IIPUYMHY, a
U Ha Bb3MO>KHa Ma/JO0IPpaMOTHOCT Ha Imcava. B To3u cmucoba u mo-
COUEHMAT apIyMeHT He e 3a IpeHeOpersaHe, HO I He MOXKeM Bb3 OC-
HOBa Ha Hero Ja TpaAlM CAOXKHM KOHCTpyKUMH. B 3akaioueHne 6ux
Ka3az, ye yeteHeto , bans Beabbxaka” (B CMUCHA Ha TOIIOHUM) He €
HEBb3MOXKHO, KaKTO U IIpeAA0>KeHOTO OT MeH ,ban BeaObxaxku” (B
CMICBHA Ha MHCTUTYLMOHHO HauMeHosaHue). [Ipu ToBa chcrosiHne



Ha Ha/lllca HIKOe YyeTeHe He Ou MOrao ga 0bae abCcOAIOTHO CUTYPHO
I B HEMaAKO cAydal cTaBa BBIIPOC 3a U300p.

Haammc Ne B2 (Pur. 4)

B apxmurexkrypHata KOHCTPYKIMs, IIpMAMIHA Ha KaMmOaHapus, Haj,
rAaBaTa Ha ITbpBOCBeIlleHIKa B clleHaTa Bobsegenme boropoauano
B XpaMa IMa ABa (1AM TI0Bede) Haamuca. byksute ca pa3noaoskeHn
Me>KAy MoAAbprKalnTe KOAOHM Ha KaMOaHapusATa, Ha KOSITO ca M30-
Opasenn ase kambanu. [locouennte roaunu ca ot XVIII sex.

IToa mo-BasiBO (1O-ceBepHO) pasIloAoKeHaTa KamMOaHa HaJ IaaBaTa
Ha ITbPBOCBeIlleHMKa IMa TpUpeAeH I'PbLKU HaAIlNC, TOPHUAT pej,
CbABpP>Ka TPyAHOUETUMI® MeHa, a AOAHUTe ABa — AaTu:

IMévog Paving Awumépig Potipig
1775 ampiirx 21
1792

SIBHO e, ue Ha 21 antpua 1775 1. gBaMa repiy UAKM e AMHOPOHM, 30B51-
mu ce BeposATHO SAHoc Pananc u Cotupuc Aumbepuc (sic! I'kvvog
Paving, Avumépng Lwtong)’, 3a KOUTO MOXKEM Aa IIPEeATIOA0XKIM,
ge ca 61141 XOpa ¢ I1010>KeHne, ca O1Au B MaHacTupa Hag, boborreso
U ca OCTaBMAM TO3M Haammc. Toil, Oe3 cbMHeHMe, e CBIAETeACTBO 3a
cB00OJa Ha IIPUABIVKBaHe U1 KOHTaKTU Ha ba/kaHMTe o4 ocMaHCKa
BAaCT.

Haarmmc Ne B3 (®@ur. 5)

IToa mo-BasicHO (IIO-IOKHO) pasloAoKeHaTa KaM0OaHa, Ha/ IJaBara
Ha IIbPBOCBeIIleHNKa, IMa TPYAHOUeTUMM OYKBIL:

AA e

A CE ZNA 8

8 baaroaaps Ha koaerara mpodecop Kupna ITapanksaHoB 3a 0KazaHaTa IIOMOIT] ITPU pasumTaHe-
TO Ha HaAIIICA.

9 Potjoic cbe curypHOCT e Lwtrol, a AluméQs e paMmANsa U ce M3IUCBa IIPaBUAHO KaTo
Avuréonc.
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@Dur. 4. Haare No B2
(ot BrBeaenne boropoamano)

@ur. 5. Haamime No B3
(ot BBeaenne boropoanano)
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Pazunrtam camo ,aa ce 3Hae”. Mucast, ge Teau asa rpadura (Ne B2 u
No B3) He ca cBbp3aHM HIOMEXAY CH.

Haamc Ne B4 (Dur. 6 1 7)

Ornoso B crienata Brsegenne boropoanuno B xpamMa HaMmupame Hs-
KOAKO rpadpuTa, MicaHu Ha AOAHaTa JacT Ha (purypara Ha cB. AHHa,
BBbPXY I104aTa I X HAOKOAO:

1774 (ToBa e BepOATHO TroAMHa, U3IMCaHa C apaObcku 1 pu)
Busxaar ce n Ae HapucysaHu OopueTa Hag nudpara 4.

Ilo-Harope Hammpame M WMMe, U3INMCAHO C AATUHCKU OYKBU:
STANOITCHO

IToa roguHata nMma Ase (MAM Tpu) YoBeIIK (MBKKM) purypu (Pur.
6). EaHaTta ABp>KM OpBXKIUe, KOeTO He ce BIKJa A00pe, U CbC CUTYP-
HOCT App>ku mut. Ha mura n Ha reppaute Ha purypara mMa Muso-
OpakeH1e, KOeTo He Mora Ja uaentuduunpam. Jpyrara ¢urypa e
pasnoao>keHa 3a/, ’bpBaTa, 0OJAeueHa e C IIMpOKa Apexa U BbpPBU
KbM ITbpBaTa. Moske OM MMa 1 TpeTy YOBeK HaJ BTOPUSL.

I'pyna nagmmen C

Bj)pxy OpHaMe€HTa Ha/ BXOAHaTa BpaTa Ha ITbpKBaTa.

Haarmc Ne C1 (®wr. 8)

I'padpurhbT € M3cThpran BbpXy OpHaMeHTa Haj BXOAHaTa BpaTa Ha
xpama. Hamupawme n garara 29 syapu 1737 r. IlncausT e m3noassaa
rpbpuKy udpy, HO rognHaTa e oT PoxkaecTBo XpUCTOBO, OT HaIINs
cbBpeMeHeH KaaeHaap. HaanmcwT e nsrorsen B yetupu peja:

ZAB nyo\foAﬁ PPELINU pABD

Agcennin .. .. .. Crimed

e

adiaz

CERS
re K<

[ 47



Dur. 6.

Haarmic Ne B4
(ot BoBeaenue
Boropoanyano)

Dur. 7.

Haarmic Ne B4
(ot BpBeaenne
Boropoaunano)

®ur. 8.
Haarmic Ne C1
(oT opHameHTa
Ha/, BXOAHaTa
Bpara)




Tyx npucrurnax (as) rpenHusT pad
Apcennii .. .. .. CumeoH

1737

anyapu 29

B To3u Hagmmc pasnoaaraMe ¢ ABe MMeHa 1 ¢ gaTta. OT TekcTa MOXKeM
Aa pas0OepeM caMmo, 4e ,IpelIHuAT pab” ApceHnit e IpUCTUTHAA B
MaHacTupa Ha 29 snyapu 1737 1. 1 TOBa € MMaJA0 OTHOIIEHNe KbM
HaAKoI cut CuMeoH. BeposiTHO e 1 ABaMaTa 4a ca IIpUHaAAeKaAu KbM
KAMpa U ca OMAM CBBbP3aHU ChC CBeTaTa 00uTeA (MoXKe OM MOHacH).

Haamic Ne C2 (Pur. 9)

IToa mpeaAX0AHMS HaaIllC, OTHOBO BBPXY OpHaMeHTa Haj BXOAHAaTa
BpaTa Ha ITbpKBaTa, Ma 1 APYT AaTupaH IpaduT, IIICaH B € AVH Pea:

BB ABTW ,«iffnﬂsﬁ [an?]pn AA[N] K& [M?can @ AoTNn[LA?]
B 2et10 7182 (=1674 cA. P. Xp.) anpua (?) 21 aen Vicait (?)ot AynHniia

JanHnTte 0THOBO ca ockbaHu. CtaBa HU sIcCHO camo, ye Vicait or Ayn-
HIIIA € HanpaBua Hemo Ha 21 anpua 1674 r. BepoaTHo e mocetna
MaHactupa. He 3Haem koit e 614 Vcaii, HO umMeTo My e O1OAelicKo
U HeTUITMYHO 3a CBETCKU AnIia. ToBa HaBeXKAa Ha MUCHATA, 4e e Ona
MOHax I TOBa € MOHAIIIeCKOTO My MMe.

Haarmc Ne C3 (@ur. 10)

To3nu HaammC CBINO e M3CThbpraH BBPXy OpHaMeHTa Ha/ BXOAHATa
BpaTa Ha XpaMa OT 3allagHaTa CTeHa, HO I0-BASACHO (B IIO-IOXKHA I10-
coka) ot Haamuc No C2:

Th e TIAAE M?. M?AZI:.

TA I_IOI_IAPI/I Z NOZATA

MAU M.. ;(Z?) AANB

Tosa .. .. .. magHa [Mpaszosut?] mpas

U TIOTIapU A035Ta

Mait M(ecerr) 4tu (18u?) der (?77?)
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@ur. 9.
Haarmc

No C2 (ot
OpHaMeHTa
Haj,
BXOAHaTa
BpaTa)

@ur. 10.
Haarmc

No C3 (ot
OpHaMeHTa
Haz
BXOAHATa
BpaTa)

ITocaanmeTo Ha CLOOIIIEHMETO e JICHO: B HeTUIINIHO BpeMe — 4™ (1au
1*") mai1 — e magHaa roasM Mpas M e rnomnapua aos3Ata. B ceame,
CTOITAHCTBOTO Ha KOETO € MPSKO 3aBUCUMO OT Pa3BUTHETO Ha AO-
3apCTBOTO U BUHOIIPOM3BOACTBOTO, TaKOBa ChOUTHIE M3TAeXKAa KaTo
OeACTBUE U1 MOXKeE Aa MMa TEKKU II0CAeACTBIs 3a HaceaeHueTo. Haa-
HJCHT OYEBUAHO He choOIIIaBa ChbOUTUETO, a I1a3) CIIOMeHa 3a Hero B
IaMeTTa 3a 3A0LIaCTUITa, CIIOAETeAN MECTHIUTE AI0J€e.

3. HpOCTpaHCTBeH, UCTOPMYECKN I cCOIMaA€H KOHTEKCT Ha HaAIIVICUTEe

I1lyOamkyBaHMUTe HaAIMCH Ca M3CThPTaHM Ha 3allajHaTa M3IJCcaHa
¢dacaga Ha wppksara ,Cs. AuMuTsp”, unmrto ppecku Mmorat Ja ObaaT



AaTupaHU cliope/ KTUTOPCKISI HaAINC OT BTOpaTa 10A0BMHA Ha XV
Bek. [Ipes XIX Bek oOaue OTKbM 3allagHaTa CTpaHa Ha XpaMa e mpuba-
BeH HapTeKc, KOJTO yBeAlrdaBa IIPOCTPAHCTBOTO I TakKa OMBIIIATA 3a-
nagHa ¢pacaja ce okaszBa BbTpe B caMaTa Crpaja, o nokpus. Koraro
oOaue HaAmucuTe ca OyAy usnmcany, pacajara He e Ouaa ITOKpUTa
I e BaXKHO Ja 0TOeAeXX!M, ye ToBa e O1A0 BXOAHOTO IIPOCTPaHCTBO
U eAHa OT Hall-yOAMYHO 3abeAe>XXMMUTe JacT! Ha KyATOBaTa Crpa-
Aa. I'padputuTe ca nnesean cpob11aBaHe Ha BasKHM CHOUTHSA B XKMBOTa
Ha MeCTHITe XOpa U 3alla3BaHeTo Ha IlaMeTTa 3a Tsax. Hagmucure ca
M3rOTBEHN KaTO ODIIeCTBeHO 3abeaeX1MO ChOoOIIeHe C 11eA TO 4a e
aocTeitHO. Mucas, ue Haanme No Bl e mammcad Ha crierimaaHo 1oAa-
TOTBEHO 3a TOBa IIPOCTPaHCTBO, IIOCTaBeHO B paMKa OT Os14a AMHUA.

Hacrosmmusr rpag, a Torasa cea1o boOoreso, ce pasnoaara Ha Opera
Ha CTpyMa, cpea GoraTa 40AMHa, KOSTO € OCUTypsiBala IIpe3 BeKo-
BeTe 04aro4eHCTBMeTO Ha MecTHOTO HaceaeHmne. Caes OCMaHCKOTO
3aBAajsBaHe PallOHBT IIONIajda B paMKuTe Ha KiocreHamackus cau-
AXak, KoeTo e (aKkTop 3a 3alla3BaHeTO Ha Ipocrepurera my'. Pas-
ro/araMe ChC CBeJ€HILsI, 4e CeA0TO € AaAeHO BbB BAadeHue (miilk) Ha
npuHIeca oT OcMaHOBIS pog — VIcMuxaH cyaTaH, Ablueps Ha BAaje-
Te, HasosaBaH Hiidavendigar (,,0Taasen Ha bor”). Maxmnea Kua, Ha
ocHOBa Ha paboTa c pernctsp Ha KiocreHagmackms canaxaxk ot 1573,
YCTaHOBsBa, Ye CTaBa AyMa 3a Ablieps Ha cyataH Ceaum I, kosaTo e
O14a BAMATEAHO AUIle B MIMIIEpUsTa U CBIIPyTa Ha BEAUKNS Be3UP
Cokoaay Mexmeg nama (man Mexmeg Cokoaosmy). JOKyMeHTBT HI
IpeAcTaBsl Ipeo01ajaBaliio XpUCTILTHCKO CeANIIe, KOeTO Ce € pajBa-
A0 Ha TOAeMM JaHbYHU IIPUBUAETUN ¥ MMYHUTET Cpellly HaMeca Ha
OCMaHCKaTa agMMHMCTpalusa'?. B Tekcta HaMupame n3pas Ha U3KAIO-
9ITeAHO BBb3TOP>KEHO OTHOIIIEHMe KbM IIpMHIlecaTa 1 6u TpsA0Baio
Aa ce oTOeaeXn, ye chAbprKalliaTa ce TaM IToxsaaa 3a VMcmuxan Cya-
TaH e 3abesexxnureaHa®. Tst ymupa mect roguHu cae yOuiicTBOTO Ha
CBIIpyTa CU U e IorpebaHa A0 IJapcTBeHMs cu Oalna.

Ocobennar cratyT Ha boboreBo e ocHOBaTa Ha CTOIAHCKMS MY U
BepPCKI XPUCTUSAHCKN ITpocreputeT. Perncrspst oT 1573 1. chobIIIa-

10 Kiel 1985: 109-111; Kiel 2002: 83-84.

11 Kiel 1985: 109; Kiel 2002: 83 (document TKGM, Ankara, Kuyudu Kadime, Ne90, f. 421r-422v).
Stojanovski, ed. 1995: 109-119.

12 Stojanovski, ed. 1995: 109-110.
13 Stojanovski, ed. 1995: 109, 115-116.
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®ur. 11. Yosemxko
(vau aHTpOIIOMOPQHO)
n300pakeHne

Ba 3a CpPaBHUTEAHO roAsaMo HaceaeHne oT 330 40MaKMHCTBa U HUCKO
obaarane ot 19 082 akuera'. [1o-KbCHO ceA0TO cTaBa Bakbd U 3aras-
Ba npusuaernute cu 40 XIX Bex, Kkorato ca IOTBbpAeHM ¢ pepMaHN
Ha cyatad Maxmyg I ot 24 mapt 1821 1. 1 Ha cyaTan AGaya A3u3 ot
1861 r."> BChITHOCT TOBa € KOHTEKCTBT, B KOWTO TpsIOBa Aa M3ydaBaMe
xpama Ha ,,Cs. Aumutpp” Hag bobormeso.

14 Stojanovski, ed. 1995: 115; Kepov 1935: 129; Kiel 1985: 110; Kiel 2002: 83.
15 Ihchiev 1910: 112, 194, 196, 200, 203; Floreva 1978: 15-16.



6. 3akaroueHne

IleaTta Ha HacTosIIaTa cTaTus Oe 4a IIpeAAO0KM Ha YuTaTeAs HAKOA-
KO TeKCTa Ha HaAmmcu rpadutu ot mbpksara ,Cs. Aumutbp” Hag
boGomeso. ToBa e eaun TBbpae yecTo mpeHeOpersaH TUII U3BOPH,
OT KOUTO ODaue MOXKeM Ja MOoAy4uM MHTepecHa mHpopmanysa. Ot
IpeJCcTaBeHUTe B U3CAeABaHeTO TeKCTOBe MOXKeM Ja CU HallpaBUM
HSIKOAKO 13BOJa:

1. CraBa Ayma 3a HaaImCK € ITyOAMYeH XapaKkTep, IMCaHU ca Ha ITyO-
AVYHO MJICTO C I1e4 4a ChOOIIIT 3a HAKaKBO ChOUTIE U Hall-Beue Aa
3aI1a3sT IIaMeTTa 3a Hero.

2. I'padutute cBUAETEACTBAT 3a CTOIIAHCTBOTO, OOIIIeCTBEHITe OTHO-
IIeHIs], eXKeAHeBHIS KMBOT M MaHTaAlMTeTa Ha HaceA€HMEeTO Ha ce-
20TO 1 Ha pernoHa. CBuAeTeACTBaT U 3a HETOBMS IIPOCIIEPUTET 04,
OCMaHCKa BAacT.

3. Haanmcure cBugeteAcTsat 1 3a KOMyHMKalIMITe U ITOABVMXKHOCTTa
Ha XopaTa oT enioxaTta Ha Pax Ottomanica, KoraTo MMa OTHOCUTEAHO
CIIOKOJICTBME, U TIOpaA! ITbTYBaHIATa MOXe Ja ce Ch3Aade COAMAHA
perMoHaaHa OOITHOCT.

Haxkpas nckaM OTHOBO J4a rogueprasl, 4e ¢ TOBa CM U3CAeJBaHe He
CbM IMaA IpeTeHIUATa Aa V3UepILs LleAus MaTepual OT rpadpuTuTe
Ha 3amagHaTa ¢acaga Ha xpama Ha ,,Cs. Aumutep” 20 bobomeso, a
camo Aa oObpHa BHIMMaHME U 110 Bb3MOXKHOCT Aa IIpeAu3BUKaM UH-
Tepec 3a HeTOBOTO IO-CeTHEeITHO Mn3caeaBaHe. JKeaaHnero Mu e 1 ga
IIOKa’ka yacTuiia OT e>XKeJHeBIeTO IIpe3 eAHa ITo3a0paBeHa erroxa Ha
HalpeAbK U CIIOKOJCTBHE.

Codms, 7 10am 2019 1.
Cs. Beanxompuenuria Heaeast
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Some Graffiti
from the Western Facade
of Saint Demetrius Church in Boboshevo

[van Biliarsky

The article proposes a publication of some graffiti, dated in various times from
16% to 18" centuries, from the Western facade of the former monastery church
of St Demetrius above Boboshevo. It was a prosperous village under Ottoman
power due to its special régime and the protection of the Sultan’s daughter. The
church of St Demetrius is a former monastery temple, built on the hills above
the village and with a ctitor’s inscription from the second part of 15" century.

The article is centred on the graffiti from the Western fagade of the church.
Inscriptions group A are from the composition of the Hospitality of Abraham;
inscriptions group B are from the composition of the Presentation of the Vir-
gin in the Temple; Inscription group C are from the decorations above the
entrance door of the church.

1. Inscription #A1 announces the death of the priest Bogdan in 1656.

2. Inscription #A2 announces the visit (or arrival) in the monastery of a certain
Philip (probably priest) on August 1%, 1745.

3. Inscription #B1 announces the death of a certain ban from Velbazhd in
1653/6/.

4. Inscription #B2 is a Greek inscription containing names and two dates: April
21, 1774 and the year 1792.

5. Inscription #B3 is a much damaged inscription: the only readable words are
“to be known”.

6. Inscription #B4 contains the name STANOICHO, the year 1774 and two or
three human figures.

7. Inscription #C1 announces the arrival (or visit) of a certain Arsenius on Jan-
uary 29, 1737, mentioning also the name of a certain Symeon.

8. Inscription #C2 announces of a certain Isaiah from Dupnitsa on April 21,
1674.

9. Inscription #C3 announces a severe coldness on May 4 (or 1st) that damaged
the vines.

The Western facade of the church and the space of the entrance door was a quite
public place and the inscriptions served to announce and to keep the memo-
ry about important events of the life of the Christian community of this then
prosperous village. With this article the author does not aim to exhaust all the
graffiti inscriptions from the Western fagade of St Demetrius’ church but only to
attract attention to this type of source.



MoT1uBbT ,,cTpO€EX Ha ITbpKBa 3a 40 axvr”

Weatikca I'epzosa’

AOcTpakT. B Obarapckara KHIDKHIHA, n3AajeHa caed OcBoOOXKAeHMeTO OT OCMaH-
CKa BAACT, MOTaT Ja Ce HaMepsAT HAKOW YCTOIYIMBU MOTHBU B pa3Ka3UTe 3a CTPOEXKN
Ha ITBPKBU OT IPeAUIIHUA TIepU0J, Cpej KOUTO € U TO3MU 3a CTPOeX, IPOABAKINA
40 arm. Hapeg ¢ ToBa OOMKHOBEHO Ce pa3Ka3Ba 3a TaeH UAM U3BBPIIEH IIpe3 HOIITa
CTpOEX U OIuUTHU 3a 3abAyAa Ha BAactuTe. Ilo400H HapaTUBU MOTAT Aa Ce OTKPUAT

U B MB3TOYHMIIN OT cCaMOTO Bp3pakaane.

Kaouosu AYMMU: Bb3CTaHOBsIBaHE, PEMOHT, (l)epMaH, HapaTuBU, TOIIOCH

Criopea aetormcenia Ha TpsBHa 1on Mosuo npes 1798 r. gaaanm u
KbpA’Kaauu HallagHaAu ceAoTo, Ibpksarta ,CB. ApxaHrean” Omaa
oItaZeHa KaTo 1elr], HO He mmagHaaa’ (Pwur. 1). [To-HaTaThITHATA ChHA-
6a Ha XpaMa e paskaszaHa ot Vsan Caaserikos mpe3 1897 r.> Criopeg,
Hero cTapaTa TpeBHeHCKa IIbpKBa CTaHaJa TsCHA 3a yBeAMJeHOTO Ha-
ceJeHNe, a U 3all09HaJa Aa ce MPOITyKBa cAe/ NpeTbpIIeHNs TIoXap.
Permman aa 51 Bb3cTaHOBAT, O6e3 Aa uckat ¢pepman. [Ipes 1813 1. sarpa-
AULAM ABOPA C BUCOK AyBap 1 HaTpynaau matepuaan. IIpes 1819 1. ¢
AEHOHOIIIeH TPy4 Ha I1A0TO HaceAeHMe ITbpKBaTa O111a IIOCTpOeHa 3a
40 aeHOHOIINSI MHOTO IIO-TOA5IMa, HO OTHOBO BKOIIaHa B 3eM:ATa, IIpU
TOBa 0e3 Ja pa3BalsiT cTapara, KOSTO ocTaHala BbTpe. Korato 40BBp-
IIIIAV HOBaTa, cTapaTa 6uaa crbopena’. Typrure 8 ThpHOBO Hayunan

1 Dsc Ivanka Gergova is a Professor at the Institute of Art Studies, Bulgarian Academy of Sciences, Corre-
sponding Member of BAS, working in the field of Bulgarian and Balkan Orthodox art — 15" -19" centuries.

2 Pisahme 1984: 292.
3 Slaveykov 1897: 551-552.

4 CpIumsaT CIOXeT ce pa3kasBa 3a Bb300HOBABaHETO Ha ITbpkBaTa ,ApX. Muxana” B rp. Cms2080
nipes 1869 r. Buox Ivanov 2001: 39.



58
4

N

@ur. 2. [Ispxsa ,Cs. Hukoaa”, Eaena (pororpadus Vsan Banes)



3a CTpOeKa U IoMCKaAM Aa BUAAT ¢pepMaHa. [TppBeHInTe HapeAnan
BBTpe B XpaMa Ja ce 3araldT ChYKU U IIIyMa, 3a Ja ce OIyIIaT CTe-
Hute. Taka ce n3bernasa raob6ara, KoATo Im odaksada. TpugeceTuHa
TOAVIHU ITO-KBCHO TpeBHeHeITbT b. JacKkaa0B ChINIO OMICBa UCTOPIATA
Ha BB30OHOBSBAHETO, KaTO IIpeMaxBa V3BBHPEAHO CTpaHHATa I10A-
poOHOCT Ha ,,00A19aHe” Ha cTapaTa ITbpKBa C HOBa I10-TOAsIMa OOBUB-
Ka 1 cae tosa crOapsHeto 1. Criopes Hero 3a 40 AHU cTapaTa LIbpKBa
61.1a ch0OpeHa, Iocae IIOCTpoeHa HoBaTa, Ha ChlllaTa AbAOO4YIHA, ChC
3allasBaHe Ha 3allaJHNUA 3114 Ha cTapus xpaM. Hararpk ce mosTapst
eNM304BT C I3MaMara Ha IIpaTeHNTe OT BAacTTa pa3caeBariir’.

ITpes 1800 r. KbpAKaAMIICKM OpAM OINOXKapuau 1bpksara ,Cs. Hu-
koaa” B rp. Eaena (Pwur. 2). MectHOTO IpejaHne Kasba, ye pe3 1804 r.
I'bpKBaTa O1maa u3anrHata oTHOBO 3a 40 AHM Oe3 IOAy4YeHO paspe-
mreHne. Korato ThbpHOBCKIAT BOeBOAA Haydld, ye eAeHJYaHM CTPOsT
HEe3aKOHHO ITbPKBa, U3IIpaTiA AOBepeHN Aulia Aa mposepsrt. [Tpean
IpaTeHUIIUTe 4a IIPUCTUTHAT, eAeHYaH! M3Ma3aal ITbpKBaTa OTBBT-
pe 1 OTBBH C Bap, IIpMMeceHa C BbIANINA, 3a Aa U3rAeXKAa IOCTPOI-
Kara OIyllleHa 1 cTapa. Y0eauan xopaTa Ha BoeBOJaTa, 4ye ITOIIPaBsAT
Oeranku xamOap, a He CTPOSIT IIbpPKBa’.

Metoau CrosHos myOaukysa mpes 1941 1. aereHga 3a cTpoeka Ha
I'bpKBaTa ,, ¥Ycnenne boropoauano” B I[Impaon (@wur. 3). 3a crpoexa
61110 TIOAy4€HO pa3pellieHle, HO U CPOK Aa ce IIOCTpou ITbpKsata 3a 40
Ann. Ilo cpBeT Ha TypcKuTe BAacTy TOBa TPsI0BaAo Aa CTaHe HOIIeM, 3a
Aa He ce Apa3HJ MECTHOTO MIOCIOAMaHCKO HaceAeHue. [1o tasu mpuan-
Ha ITbPBO M3AUTHAAM BUCOK AyBap, 3a Aa He ce BIKAa KaKBo ce paboTu
BBTpe’. VIHTepecHo, ye ro-cTapara BepCysl Ha MECTHOTO IIpeAaHIie To-
BOPM 3a CpOK OT 18 AHM, , KaKTO 61140 mircaHo BB pepMana 1%,

B 6auskoto a0 IInpaon c. Mupkoso (Pwur. 4) iyppkBaTta 61141a IOCTPO-
€Ha IO ChUIUA MOAea — MsACTOTO 0110 orpajeHo, paboTeao ce Ipes3
HOIITa, ITbpKBaTa O11a nsgurHara 3a 40 gum’.

5 Daskalov 1925: 22, 23.

6 Pop Georgiev 1904: 86.

7 Stoyanov 1941: 143.

8 B popkomucHara asrobuorpadus Ha caumseHckus mutp. Cepadum, pogen B Ilupaom, Buk
Ivanov 2001: 141. CrInaTa Bepcusi e ryO0auKysaHa B: Dimitrov 1894: 55.

9 170 godini 2004; 180 godini 2014. B mo-cTapuTte M3TOYHUIN 3a UCTOPHATA Ha ITbpKBaTa HAMA
no00Hu AaHuu. Bux Tsenova 2011: 85.



MoTusbT 3a rpagexk Ha ITbpKBa HOIITHO BpeMe, CKPUIIIOM OT Typ-
1I1Te, e paskazaH oT Hukoaait XaitiToB B ucTOpUsTa Ha pOAHOTO My
ceao fBposo. Taka My 00sicHMAM cTapu Xxopa (akxTa, 4e B rpajgexa
Ha ITbpKBaTa HsAMa IupoHu B rpegute’’. Criope MecTHaTa BepCus
HOIIIeM CKpPUTO e cTpoeHa 1 IrbpKsaTa ,, CB. AtaHacuit” B XapMaHAU
(1834)"". Huxoaa CraHes paska3sa, ye Kuandapiy croean 0e3 IrbpK-
Ba. ITo eaHO Bpeme ce HagyMaAau 1 TaifHO, IIPEeAVIMHO HOIITHO BpeMe,
CbI'paanAy e4HO HICKO AbPBEHO 34aHue, IToBede B 3eMsTa, OTKOAKO-
TO Ha BuAeA0. EAVH geH Te ce yroBopmAu ¢ TypCKUTe BAaCTH, KOUTO
paspemman BAajMKaTa Aa OCBeTU AbpBeHaTa Oapaka 3a ITbpKBpa'’.
Ckpuiiom mpes HoITa Omuaa cerpageHa Oe3 paspellleHue U ITbPK-
BaTa ,,Apx. Muxana” B ETpornoae, kaTo nipeABapuTeAHO ABOPBT 014
3arpaZeH C BICOK 314", BUCOKMAT AyBap, CKpuBalll CTpoexKa, ce Mosl-
BsiBa B MICTOpUATa Ha ITbpksara , Cs. Hegeasn” B [110BauB, niicana ot
csem. 1Ip. Xpucros mpes 1957 r.'* Crapu eHopmammu paskassaau, 4e
IpeAu IIOAHOBABAHETO Ha XpaMa TOl O1a orpageH ¢ 5-MeTpOBU CTe-
Hu (®ur. 5). Korato maiicropure cTUrHaau A0 KyIioAa 1 TOM ce I1o-
Kaszaal Hag AyBapa, OT ChbCeAHUTE TYPCKM KBIIU 3allOYHaAM Aa CTpe-
24t 110 TaxX. OrpagHMAT 3114 Ha ITbpKBaTa OT TOBa BpeMe e 3aIla3eH.

IIpumepuTte MoraT 4a ce yseAndar, HO TOBa eABa AU € HeOOXOAMIMO.
Te ca gocta cxo4HH, a HAKOU U ITOAO3PUTEAHO €AHOTUIIHMU, KaTO Ha-
IpuMep TpeBHeHCKaTa U eAeHCKaTa AeTeHAa, KaKTo M M1pAoIcKaTa
U MUPKOBCKaTa. B roseueTo caydau crasa AyMa 3a CTPOeX MAU Bb3-
CTaHOBsIBaHe/pasIINpsiBaHe Ha XpUCTUAHCKU XpaM 0e3 paspeleHne
OT BAaCTUTe I YCIIeIIHM OIUTU 3a TsAXHaTa 3abaysa. BapuaHTsT e
IIpU TI0Ay4eHo opUIIMaaHO paspellieHne ja Obje ITOCTaBeHO yCAO-
BlIe 3a KpaTbK CPOK Ha CTpoe>ka — TOAKOBa KpaThK, Ue Clla3BaHeToO My
usraexkaa Kato noAsur man 4yao. Tyk ce namecsat 40-te agH1, eauH
OT TOIIOCHTE Ha pasraeKJaHuTe padkasy, KOMTO CUTYPHO e u30paH
3apagu caKpaAHOTO 3HayeHMe Ha 4ncA0To. OcoOeHO moKa3aTeAHa e
npomsHaTa Ha 18-gHeBHI: CPOK B IIO-CTapuTe U3TouHNIM ¢ 40-aHe-
BeH B ITyOaukanusaTa Ha Metoau CTOsHOB 3a nMpAoIicKaTa ITbpKBa.
Makap aa msraexaa, ye crasa gyMa 3a TOIIOCU, KOUTO OOMKHOBEHO

10 Haytov 1958: 68.

11 Sakarski 1935: 38.

12 Stanev 1993: 205.

13 Tatsov 1937: 21, 22; Petkov 2011: 31, 32.
14 Pop Hristov 1957: 9.
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®ur. 5. ITspxsa ,Cs. Hegean”, [1aosaus ($ororpadus Vsanka I'eprosa)

Ce OTXBBPAAT OT y‘lGHI/ITGlS, Hay4YHaTa KOPEKTHOCT M31ICKBa BCEKIM OT
CIIOME€HaTIUTe HapaTUBU Aa C€ aHaA3Mpa OT4€4HO, 3a Aa Ce 113CaedBa
ncropmndeckata M A0CTOBEPHOCT.

TpeBHenersT 1011 Vosuo, CbBpeMeHHMK Ha Bb3CTaHOBSIBAaHETO Ha
bpksara ,CB. ApxaHrean”, He clioMeHaBa 3a TaeH Irpagex. Toii 3a-
I1ICBa CaMo, Yye OCHOBITE Ha ITbpKBaTa ca 3axBaHaTy Ha 1 cenreMBpu
1819 r., wbpkBata O1aa IOAHOBEHa 1 HallpaBeHa I10-T0AsIMa, a Ha 8
HOeMBp ChIlJaTa ToguHa Ouaa , TpoHsAcaHa”'. Bepcusirta 3a Bb3cTa-
HOBsBaHe 3a 40 AHM SBHO He € TOYHa, MaKap 4e 4Ba Mecella ChIIO ca
MaAbK CpOK. BebIHOCT M3raexxaa, ye 3a Toba BpeMe ca U3BLPIIeHN
caMO HAKOM IPOMEHN B apXUTeKTypaTa Ha cTapaTa ITbpKBa, KaKTO
npearioaara Mapueaa Croiikosa'. dackaa Togop Iupaoncku, csu-
AeTe/ Ha CTpoeXKa Ha CeralllHNs NUPAOIICKU XpaM He JdaBa HUMKaKBU
1IoApOOHOCTH 3a Hero'®, a egBa Au OM I IIPOITyCHAA, BCBIITHOCT TOM
aKklleHTHpa BbpXy cBo0OJaTa, 4aJeHa OT BAacTUTe 10 TOBa BpeMe 3a
cTpoexxa Ha Ibpksu. KoHcranTH MopaBeHOB paskasba I1OApPOOHO

15 Kuyumdzhiev 2011: 10.

16 Pisahme 1984: 292.

17 Stoykova 2018a: 516.

18 Manolova-Nikolova 2017: 6.



3a BBb3CTAHOBsBAHETO Ha I10BAMBCKaTa IIbpkBa , Cs. Heaean”, xarto
HsIMa I HaMeK 3a TPYAHOCTY MAM TypcKa chIipoTuBa. Herrlo rmoseue,
TOJ M3PUYHO ITNUIIIe, 4e eHopusATa O1aa Obarapcka, 6e3 g4a criomeHa-
Ba 3a XXUTeAU TypIU, Taka ye MOTUBBT CbC CTpeAsINTe OT KbIIUTe
CI IO ITbPKBaTa TypLM TpsIOBa 4a € M3MMICAEH OT UUTHPaHNs I10-TO-
pe aBTOp.

CpoxsbT 40 gHI 3a CTpoeXX Ha ITbPKBa ce I0sBsABa B pa3dAudeH KOH-
TEeKCT: B @HI OT II0COYEeHUTE IIPUMePU CTPOEKbT IIPOABAXKIA TOA-
KOBa BpeMe, KOeTO M3raex/a I10-CKOpo cAydaliHO, HO B APYTH ce Ka3-
Ba, 4ye CPOKBT € yCAOBMe, IOCTaBeHO OT BaacTtute. IIponeaypure B
OcmaHckaTa MMIepus 0 CTpOeX U Bb3CTaHOBSABaHe Ha ITbPKBU Ca
TBbPAE CAOXKHM U OOIIO B3€TO ca 400pe mpoydeHu®, HO cpes u3-
JCKBaHI:ATa He HaMIpaMe Ja ce II0COYBa CPOK 3a cTpoexxa. Tpsosa
Aa ce oTOeAeXM, ye MOTUBBT 3a IpeAllocTaBeHaTa MpoAbAXKUTeA-
HOCT Ha I'paJeXKHITe pabOTH ce e II0sIBIA Ollle IIpe3 Brapakaanero.
Koncrantun MopapeHOB nuiIiie 3a MUTPOIIOAUTCKaTa IIbpksa ,,CB.
Mapuna” 8 I1aosans: , ipean 150 roannm Gelrle IpaBeHa, HO 3aIJOTO
Torasa msaese ¢pepMaHbT 3a 40 AHU Aa ce CBBPINN, He Oellle 34paBa.
Ts1 Ha 1853 ce pasBaay 1 HAaHOBO ce HaIpaBy ',

Bb3MOXHO A1 e HAKOS OT crioMeHaTuTe ITbpKsu — B Eaena, Tpss-
Ha nau Iupaom, aa ce nocrpon nam s300HOBK 3a 40 geHOHOI A ?
EzenckaTa rppkBa e eJHOKOpaOHa, HO € roAeMn pazMepu — 25,67 Ha
9,43 M 1 BrCOYMHa BbB BhTpelIHocTTa 5,58 M, 3acBo4eHa € MacBHO
1 e AocTa BKomaHa B TepeHa. Crenute 11 ca gebean 1 M?2. JApyrure
IIbPKBU ca TpuKopaOHu. TpesHeHckaTa e Abara c arcugata 31,95 M,
IIMPOKa € 0K040 14 M, BCOKa HaJ 6 M BbB BBTPEIIIHOCTTa, MaCUBHO
3acBOJ€eHa, C MaCUBHM KaMeHHM KOAOHM, C IIPUTBOP, CBIO AbAOOKO
B 3emsTa”. [Iupgorickara wbpksa e gbara 19 M, mupoka e 12 M, Bu-
counHara 11 e 7 M**. VI T4 KaTO TpeBHEHCKaTa e roAsiMa 1 TpuKkopabHa.
Tesu oOmMpHN XpamMoBe He OMxa Moram Aa ce usAurHat 3a 40 AHu
AOpMU C AeHOHOIIIHA pabOoTa Ha II51.10TO MeCTHO HaceaeHme. VI3pect-

19 Moravenov 1984: 155, 156.

20 Vasileva 1979: 36-41; Todorova 1997: 60-62; Gradeva 1994; Gradeva 2006; Gradeva 2008; Gradeva
2012; Shivarov 2018.

21 Moravenov 1984: 139.

22 Kuyumdzhiev 2018: 101.

23 Stoykova 2018a: 516.

24 Pasmepurte ca cHetu ot Maiis 3axapuesa.
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HIUTe CBeJeHIs 3a BpeMeTo, HeoOXOAMMO 3a M3ANUTaHe Ha I10400Ha
TpuKopabHa ITbpKBa Ipe3 Bn3pakaaneTo, rosopAT 3a rpy0 cTpoex
B Te4eHIe Ha OKO10 6 Mecella U AOBBPIINTEAHN PabOTH, KOUTO IIPO-
ABAYKaBaT 4ecTo C roagnHmu?.

MoTuBbT 3a cpoka, B KOITO ITbpKBaTa Tpsi0Ba ga ce IIOCTPOM MAM
Bb30OHOBM, € CaMO YacT OT Pa3BUTHU: CIOXKeT, B KOITO ce pa3urpasaT
BapMaHTH Ha M3AU3aHe OT TpyAHaTa CUTyalllsl C OChIIleCTBsBaHe Ha
He/JeraleH cTpoex. /lereHauTe, 3a4erHaAy B OCHOBaTa Ha LIUTHPa-
HITe HapaTUBJ, MOXKe OM CbAbp>KaT M YaCTUIIM UCTUHA. 3a TAX ChILIO
MoraT Ja ce HaMepsT MOJAeAl OT IIpeA0cBo00XKAeHcKaTa ertoxa. Ien-
HO TI0400HO CBMAETeACTBO 3a TPYAHMUTE OOCTOATEACTBa, IIPU KOUTO
ca CTpOeH! U IOAHOBSIBaHN HAKOU ITBPKBY, € A€TOIVCHUAT HaAIINC
oT 1bpkBarta Ha c. Tyaen, I'ogeuxo ot 1845 r. (®wur. 6): ,Ja ce 3Hae
KOTaTO e Hallpe/ IIpaBeHa Tas ITbpKBa KOraTo o0Jajaxa TypluTe
boarapms b aeto rocnogne 1400 Toras ce HarpaBy IIpKBa 3a 7 AHIL.
T'oseaap s npasna. Ilocae aoiige speme Ha 1812 Toras mogHOBYU MKO-
Hu yopbaaxu Pano or Tygen. [Ipasua ru e cKpuiioM Ha KoIlapu
Ta He e HUKO 3HasAA... [Ia goiige Bpeme 1843 Ta moAHOBU ITbpKBaTa
Ha Pano cun maricrop Credan coc maiicrop bpanko. Koraro aurna-
Xa I1aBa IIMpoOTYaHe Ha TypLUTe TOorapa M3Ae3Haxa U KbpAKaAum Ta
IpaBexa ITbpKBaTa 40 00e a OT 0Deg Oeraxa Ta ce Kpuexa OT Kbp-
AXaaun...”* B To3an creHommceH paskas ce cMecBaT aHaXpPOHN3MI,
AereHJapHU U peaanu MotuBu. I'oBeaapsar, mocrpoua mpes 1400 r.
I'bpKBaTa 3a ceAeM JHH, TpsOBa 4a e HallpaBMA HeIo II0A00HO Ha
Koam0a. 3allo MaiicTopuTe ca padOTIAM 110 IOAHOBSBaHETO Ha Xpa-
Ma 40 00eg, a caeq00es ce KpueAay, ocTaBa ChIIIO 3aragbuHo. SIcHo e
HaMepeHIeTO Ha HaAIllca Ja ce IoAdepTadT TPyAHUTEe YCAOBMS 3a
CTpoeXka U yKpacaTa, Taka Uye U3BbPIIIeHOTO Ja IIpUANda Ha TIOABUT.

OcmaHcKkaTa uMIepus MMa CTPOTo oIpejeleHM 3aKOHU IO OTHO-
IIIeHIe Ha XPUCTUSAHCKUTe xpamose. I103B041€HO e Bb3cTaHOBsIBaHe
Ha XpaMoBe, KOeTO CTaBa C IIpeABapMUTeAHM CAOXKHM IIPOIeAypH,
uscaeaBaHmn noapooHo ot Pocurna I'pagesa n Hsikom Apyru ocMa-
Huctu”. ITbpBO XpUCTUSAHUTE OTIPaBAT MOAOa 4O BAACTUTE, I1OCAE

25 Bux Harrpumep aertonuca Ha JKengo Buues ot Kores, B K0¥iTO IT0APOGHO € OIVICaH IIPOIIeChT
Ha ITOCTpOsIBaHe Ha HOBaTa KOTAEeHCKa I'bpKaa 11pe3 1834 r., KoiiTo npoAbaxua 6 Mecena: Pisahme
1984: 311-312. Illect Mecela e MPOABAXKIAO U OOHOBsIBAHETO Ha IYbpKBaTa Ha baromesckus Ma-
Hactup: Pisahme 1984: 319-320.

26 Aladzhov, Nikolov 1989: 68-74; Stoykova 2018b: 604-606.

27 Bux Gea. 20.



Ha MJCTO Ce M3IIpallla KOMICH:, KOATO IIPOydBa ITbpKBaTa, Hy>XKAa-
ella ce OT PeMOHT, aKo e HeOOXOAVMMO Ce yA0CTOBepsIBa, Ye TOBa Ha-
IICTUHA e XpaM, I10cJe ce KOHCTaTpa Hy>KJaTa OT Bb3CTaHOBUTEAHI
paboru, cHemar ce pasmepure. J0KAaAbT Ha KOMICHATA Ce M3ITpalia
B Cy/ATaHCKaTa KaHIleJapys U TaM Ce 3/aBa pa3pelleHneTo. 3a BCId-
KU Te3M CTBIIKU eHOpMAIIINTe I1AaljaT TaKCU U IOAKYIIN U OOMKHO-
BEHO TEXHM IIpeCTaBUTeAN YaKaT PeIIeHNeTO B CTOANIIATa C MeceIn
nau roagunn. [Tocae cTporo ce caeay OT BAacTUTe 4aAM Ce UBITbAHSBA
CTPMKTHO TOBa, KOETO € pa3pelleHo BB pepMaHa. Brs pepmannure,
KOWUTO Ca TBbPAe CXOAHU KaTO ChAbP>KaHIeE, Ce II0COYBAT TOUHUTE
pasMepu — MIMPOYMHA U ABAXKIHA, IO-PsAAKO BUCOYMHA Ha CTapILL
XpaM, KOUTO IIpY peMOHTa He OuBa Aa ce HaABUIIAT AOPU C IPBCT,
IIOHSKOTA TpajekeH Martepuaa, Opoit Bpatu u mposopin®. Koncra-
TUPaHUTe HapyIIeHNs ce CaHKIIVIOHMPAT CTPOTO — Hepa3peIIeH T
cTpoex ce cbbapsi, eHopusATa ce TA100s1Ba (TeTeBeHIU HallpuMep ca
r2100eHM 62 KeCui 3a TOBa, Ue HallpaBUAM IIPUTBOP Ha MaHaCTUPCKa-
Ta CU ITbpKBa Oe3 paspelrieHne”, 3a CMsHaTa Ha HAKOAKO KepPeMUAN
Ha naosAnsckara ,, CB. Mapuna” raobara 6maa 8000 rpomma™). B ce-
AUIIaTa CbC CMECEHO HaceAeHlIe ChIeCTBYBAaHETO Ha XPUCTVLTHCKIUTE
XpaMoBe e 61110 CHITPOBOAEHO C HECUTYPHOCT, a XPUCTVLSTHIUTE Ca JKI-
BeeAl B IIOCTOsIHeH cTpax. OOMKHOBEHO XpaMoBeTe ca OMAM CKPUTI
3a/ BUCOKM 31/A0Be, 3a Aa He ApasHiT ,IpaBoBepHuTe”. YecTo Te ca
O1An BKOIIaBaHU B TepeHa, KOETO Ce IIPeACTaBsi OOMKHOBEHO KaTo
yCAOBUE, IIOCTABSHO OT BAACTUTE, UAM CIOCOD 3a 3aMacKMpaHe Ha
XpaMa U € eAUH OT Hall-pa3IpOoCTpaHeHUTe BapMaHTH (ChIIeCTBYBaT
pasKasu U 3a ITbPKBM, U3IIAA0 3aTpPyIlaHM ChC 3eMeH Hacum)™. Vma
ceanmia Kato TpssHa u Eaena, B KoUTO He e MMaA0 MIOCIOAMaHCKI
MaXaAu ¥ XpUCTISTHIUTE ca >KUBeeAM ITO0-CIIOKOIHO. Bpipekn ToBa 1
TaM e yIIpa’kKHsBaH KOHTPO/ OT CTpaHa Ha BAacTTa. BripoueM motu-
BBT 3a HOII[EeH CTPOEX € A0CTa CTPaHeH KaKTO II0 OTHOIIIEHNe Ha Ce-
ANIIa ¢ MIOCI0OAMaHCKO HaceAeHIIe, Taka U B 4icTo Obarapckure. Ha-
KPaTKO — 01110 e HeBb3MOJKHO Ja Ce YKpIie HeleTaleH roAsSM CTPOoeK,
HITO Ja Ce 3aMacKMpa ITbpKBa KaTo IIOCTPOIIKa ChC CTOIIAHCKO ITpe-
HasHaveHNe. B HiIKOM peaKM caydau ce e IO3BOAsIBAA ¥ CTPOEX Ha

28 Stoilov 1922; Kenderova 2004; Gergova 2016: 167-172; Krasteva 2017; Shivarov 2018 u ap.
29 Pisahme 1984: 133.

30 Moravenov 1984: 140.

31 BwrpocsT e nogpoOHO pasraesaH sbs: Vasileva 1979: 36-41.



®ur. 6. Haamc or wspxsara ,Cs. Huxoaa”, Tyaen (pororpadust Vsan Banes)

I'bPKBA TaM, KbAETO He e 1Maao TakbB? YecTo ce paszkassa 3a CTpo-
eX Ha IIbpKBI Oe3 ¢pepMaH, ChC CIIeI[aAHO pa3peleHre Ha HIKO
TYPCKI YIIPABHUK nay roaemerr. [Tpy BCMUKY cAydan Ha pasiinpsi-

32 Ilpes 1760 r. sxureaute Ha c. Buaboa (an. rp. AyHasiy, BuanHCcKo) HOAYINA paspelieHne
Aa C1 TIOCTPOSIT Ha Abp>KaBHa 3eMsI ITbPKBa, KaKBaTo Ipean Hamaaw. Buok Gergova, Genova, Vanev,
Zaharieva 2017: 97.

33 Zahariev 1973: 62; Dimitrov 1894: 55-57; Ganchev 1929: 57.



BaHe Ha ITbPKBJ IAY CTPOeXX Ha HOBU TpsOBa Aa ce AOITyCHe JaBaHe 1
B3eMaHe Ha cepnosHnu Oakmmnmn. Konaukara Ha wbpksara B CTpyra
CBUJETeACTBa, 4e MaKap >KUTeAUTe Ja MoAyduau gepmaH, OXpUA-
ckuAT KariMakaMuyH B3ea 1000 rpomia ,4ap”, mamara B IlIkogpa cpe-
11y MHOTro nnapu n3aaa oropyarus, 5000 rpoiia MecTHUTe XPUCTUSHNI
Aaan, 3a Ja 1oAydaT paspelleHne Ja ce Cb0opu crapara Iybpksa®. B
KOHAMKaTa Ha KOIIpMBIIEHCKaTa ITbpKBa ca OIMCaHM IIpeJBapuTea-
HI IAalllaHusA Ha pa3sAMYHM TYPCKM YMHOBHUIIM B pasMep, IpeBu-
IIIaBall] e4Ha TPeTa OT CTOMHOCTTa Ha CaMIs CTPOEX™.

ntupannTte B HaYaA10TO HapaTUBY MOTAT JAa Ce OIIpeAeAAT KaTo CBO-
eoOpa3eH cAe10CBO00XKAEHCKN (POAKAOP, YMUTO KOPeHM, U3TAeXKAa,
ca rtoHe B XIX Bek. Tps10Ba 4a ce moguepTae, ye He II0IIajaMe Ha pas-
Kas3y Ha OYeBMAIY Ha OIVICBaHNUTe ChOUTHUSI, MaKap IIOHAKOTa MOXKe
O1 g4a MMa OTrAacu OT KMBaTa IpaKTyKa. TOIockT ,,CTpoeK Ha ITbPK-
Ba 3a 40 AHM" IIpOHMKBA A€TaAHO ¥ OXOTHO B II€YaTHU U3AaHN, a B
HaIlll AHU MMa OcoOeHa aKTyaAHOCT, KaTO AOpM TOBa ce IpeacTaBs
KaTo CTaHAapTHa Ipolleaypa. B Hero ce oueprasa equH OT acriekTuTe
Ha MacoBaTa IIpeAcTaBa 3a , TYPCKOTO UT0”, 3a TYpCKIsI BePCKU THET
U 3a n300peTaTeAHOCTTa Ha YyTHeTeHNs ObATapyH, BUHATH I1eJe el
B TpaTa Ha HaAXUTPsIHe C BAacTTa.

/lereHANTe, BaXKHM 3a pa3OMpaHe Ha HAPOAOIICUMXOAOTUATA, OTBAPST
MHO>XECTBO BCe Ollle HepeIlleH) BBIIPOCH IIpeJ ObArapckaTa Hayka.
Hanpumep — sa ce u3caegsar KOMIIAEKCHO MpoOLieAgypuTe U IpakK-
TUKNTE I10 CTpOeKa Ha XpaMoBe Iipe3 Bu3pakaaneTo — nepuog, 40-
Hecb/ MHOTO IIpOMeHH B Ta3u 004acT — 3a 4a ce I10AydaT TBbpAU
OpMEeHTUPM, pa3rpaHMdaBallly BbOOPa3eHo OT AeMCTBUTeAHO.

34 Snegarov 1964: 53-56.
35 Muhova 2017: 25; Muhova 2018: 82.
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Building a Church Within 40 Days Motif

Ivanka Gergova

A number of common motifs occur in accounts of construction and renovation of
churches within the Bulgarian lands in the National Revival period. One of them is
about building a church within 40 days. The sacral meaning of this figure suggests a
deliberate mythologisation of the real act of construction. The article analyses sever-
al such occurrences, arriving at the conclusion that these have never been eyewitness
accounts and the churches under consideration could not have been built within the
time specified.

A number of other topoi relating to the legends of renovation of churches are also
outlined: building secretly in the nighttime; successful attempts to deceive the au-
thorities; sinking the church in the earth and enclosing it with high walls. Similar
records are referred to that have been composed even before the Liberation.
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God’s Punishment

for King David’s Census

in the Religious Art of the Balkans:
Texts, Images and Contexts

Margarita Kuyumdzhieva'

Abstract: The study deals with the visualization of the Old Testament episode of 2
Samuel 24 in Orthodox art in the Balkans. This is a scene that is extremely rare in
the art from the Byzantine and Post-Byzantine period, appearing initially in man-
uscripts dating from the Middle Ages. Its depiction became more frequent in the
period between 17" and the beginning of 18" c., when it was present as a plot on
icons and in murals, mainly as part of the cycles of the Holy Archangels, or as part of
a vita cycle of King David. Some possible factors for the actualization of this subject
in art are explored. The Thesauros of Damaskinos Stouditis and its spread in the Bal-
kans is considered as the most important among them, especially for the inclusion
of the scene in the cycles of the Archangels. Probable influence of certain texts from
the apocryphal literature for the appearing of this composition among the scenes of
David’s vita cycle in murals is pointed out as well. In addition, some specific features
of the historical conditions during the period are highlighted that shed light on the
historical context of the creation of some of these images in the Balkans.

Key words: enumeration, plague, Archangels cycle, Orthodox art, Thesauros of Dam-

askinos Stouditis

In the Second Book of Samuel, chapter 24, and in the First Book of
Chronicles, chapter 21, an interesting episode in the life of King Da-

1 Margarita Kuyumdzhieva, PhD, is an art historian, Associate Professor at the Institute of Art Studies,

Bulgarian Academy of Sciences and a lecturer in the National Academy of Arts, working in the fields of

Orthodox art from the Pre-Modern Era, Old Testament themes, Trinity imagery, icon painters’ ateliers and
on the interactions between Wallachia and Bulgarian lands through the centuries.



vid is recounted®. During the last period of his reign as king of the
Israelites, David decided to take a census of the people; he repented
during the numbering, but still, this was deemed as grievous contra-
vention of the will of God, so the Prophet Gad was sent by God to
David to announce the coming retribution. God offers the king his
choice of punishment: war, famine, or plague. David chose what he
considered the least of the three evils, plague, and in the impending
disaster the angel of Yahweh stroke down 70 000 of the king’s people.

The Scriptures are not particularly clear as to why David’s census
constituted a sin, and there are many pages of Biblical studies devot-
ed to the resolving of this question®. Scholars who study Old Testa-
ment texts and the range of topics in connection have given different
interpretations that attempt to explain why David’s census resulted
in the death of thousands of Israelites’. A common answer to that
question is that David’s sin was pride, in accordance with the inter-
pretation of his behaviour as of relying on the military ability of his
own armed forces, rather than of having faith in the power of God".
A second shared opinion is that counting heads in the ancient Near
East was something dangerous, a taboo, yet, this explanation has few
supporters, because census lists from the ancient Near East do not
corroborate the notion that this was anything other than an adminis-
trative task, and that there was a direct link between plague or other
divine wrath and the conduction of such enumerations®. A third in-
terpretation is based on Titus Flavius Josephus, according to whom
David forgot the divine laws commanded to Moses, who was told
that if the multitude were numbered, they should pay half a shek-
el to God for every head’. All of these possible explanations of the

2 Here the English translations of the Bible texts are quoted, in the Orthodox tradition the Second
Book of Samuel is the Second Book of Kings (BaoiAewwv B', 2 ITapcrsa) and the 1 Chronicles is
IaoaMetmopevov A' (1 ITapaaniomeHoH).

3 The situation is complicated even from the point of view of the Biblical texts, because there is a
significant difference in 2 Samuel 24:1 and 1 Chronicles 21:1 - in the first one God moved David
to the decision to conduct the census, in the second one it was the Satan who incited the king,
which opens additional field for discussions in the Old Testament studies but is outside the scope
of the present article.

4 For the historiography on this subject see for example Hurovitz 2011: 163; Greenwood 2010: 467-
477; Evans 2013: 65-80.

5 Greenwood 2010: 468 with a survey of the earlier literature.

6 For the general concept of these hypothesis which was long ago rejected see Greenwood 2010:
469-470.

7 Antiquities 1800: 535-539. This understanding is connected to the prescription described in
Exodus 30:11-15 when the Lord spoke to Moses, saying, that when a head count of the Israelites



Icon of the Assembly of the Archangels with compositions of Archangels’ deeds and mira-
cles, Pantokrator Monastery on Mount Athos, 17" century (photo according Icons 1998)

question why David was punished for the enumeration of his people
reflect our knowledge of the ancient near East societies with its an-
thropological, sociological or political perspectives.

is taken, then everyone who is numbered shall give a coin as a contribution to the Lord, so that
there will be no plague among them when numbering them, see Greenwood 2010: 470.
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None of these interpretations seems to be extant in the New Testa-
ment tradition and the writings of the Church Fathers that constitute
the core of the Eastern Orthodox Christianity. At least this is the con-
clusion at this stage of the research, although it might be a prema-
ture statement as it is hardly possible to handle the vast volume of
data provided by the corpus of patristic texts. The rare mentions and
comments of this episode, known to me, take a different direction
with a slightly changed perspective: not from the point of view of
the relationship God-David, but of the relation between God and the
Israelites. Thus, according the interpretation of Theodoret of Cyrus
(Cyrrhus), God was angry not with David, but with Israelites, be-
cause during Absalom’s rebellion they betrayed their king, who was
chosen and anointed by God ®. That is why God punished Israelites
and the census was simply the occasion for this action. Another early
Christian Father — John Chrysostom, mentioned the smiting of 70 000
in his Homily on Romans 14:1-2, while speaking of being continually
in mind of the awful judgment-seat and believing in the future pun-
ishments, which are not mere threats and words, but a certainty, that
has been proven by God’s deeds of vengeance in the past’. There-
fore, in Chrysostom’s work this biblical episode is recounted as one
of the examples of the omnipotence of God and the conception that
God uses natural disasters to imply his will and to force people to re-
pentance is not something exceptional in the writings of the Church
Fathers. However, the attention given specifically to David’s census
in Eastern Orthodox tradition and theology in particular seems to be
minor. In addition, this Old Testament text was not read during the
liturgy, unlike some other excerpts from the Book of Kings which
were read as paroimeia during vespers.

Equally, itis a rare case to find a visualization of this biblical episode in
Orthodox art. The composition with the angel smiting 70 000 Israelites
at David’s census appeared during the Medieval period in illuminat-
ed manuscripts of different textual content. Its iconographic scheme
varies but all the elements included are stable: the figure of King Da-
vid praying, the angel or angels slaying a multitude of kneeled and/
or reposed people dressed in lay garments and the walls of a city, pre-
sumably Jerusalem. Among the examples are the miniatures from the

8 Theodoretus 1860: 660-665; for a Russian translation see ®eoaopurt Kupckuit 1905: 349-353.
9 Chrysostomus 1962: 633.
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Archangel Striking down 70 000 Israelites as part of the Archangels cycle
in the Archangels Chapel of the Hilandar Monastery on Mount Athos,
the murals dating from 1718 (photo according Gabeli¢ 2004)

Simonov Psalter, State Historical Museum, Russia, 14" ¢.'% and from
the manuscript with the Chronicle of Georgios Amartolos, known as
“Tver” Illuminated manuscript (PTB. ®. 173/, Ne 100) from the 14" c."
It appears also in the manuscript illumination during 16" and 17" c.,
for example in the illustrated Chronicle of Ivan the Terrible (/lumesort

10 Simonov Psalter, State Historical Museum, Russia, Chludov 3, fol. 259v, the dating of the
manuscript is under discussion, it covers the period between the end of the 13" to the last quarter
of the 14" c., see Preobrazhensky 2017 with sustainable arguments supporting the earlier hypoth-
esis for the dating within the second quarter of the 14" c. To my knowledge the miniature was
not commented specifically in the scholarship, apart from Amfilokhiy 1873: 21 who gives a short
description and a reading of the inscribed text. However, the iconography of this composition
makes its identification as the Angel Smiting 70 000 Israelites at David’s census most plausible.

11 The composition with the angel smiting 70 000 Israelites is on fol. 85, and is not discussed
specifically in the literature dedicated to this manuscript, see Vzdornov 1969; Anisimova 2004 with
the list of the earlier publications. The digital copy of the manuscript was available last year at
the website of The Holy Trinity — St. Sergius Lavra, in the manuscripts department of the library
(http://stsl.ru/ , last visited 28.10.2018), now this copy could be found on nonofficial websites.
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AETOINCHBIN CBOZ), created between 1568 and 1576'%, or in the Psal-
ter from Dragomirna Monastery (TD 6/1934, former 354-32), created
around 1616%. These cases are representative for the interrelation be-
tween certain text and image within a particular historical context,
and surely further investigation of these links could provide more in-
formation on the overall meaning of this composition.

All these manuscripts were not addressed to wider audience, they
were intended for and used by a limited group of people, however,
what interested me more was the situation with the dissemination of
this composition in mural paintings of the Orthodox churches and on
icons — other types of media that address a wider audience — where
the picture is to some extent different. Once again, this is a rare scene,
and the earliest extant examples date from the 17" c. Apparently,
painters who have worked for different monasteries on Mount Athos
were familiar with this subject. At the present stage of this research,
the earliest known to me item is the icon of the Assembly (Synaxis) of
the Archangels with compositions of the Archangels” deeds and mir-
acles from the Pantokrator Monastery on Mount Athos, dating from
17" c.*. Among other episodes, like the Repentance of King David,
the Angel Appearing to Balaam, then to Joshua and the Angel De-
stroying Saracens, it includes also the composition with the angel
striking down 70 000 Israelites, properly signified in Greek. The same
episode is visualized as a part of the Archangels’ cycles in the refec-
tory of the Docheiariou Monastery on Mount Athos, the paintings
date from 1700%, and in the Archangels Chapel of the Hilandar Mon-
astery on Mount Athos, the murals dating from 1718'. It seems that
this iconography has spread in other regions in the Balkans and here
one example will be pointed out: this is the icon of the Archangel Mi-
chael with compositions on the margins, originally belonging to the
Archaeological Museum, in Bulgaria, dating from the late 17"-early
18™ c.'” All these cases show the direct relation of this biblical epi-

12 Amosov 1998. For the digital copy of the 10 volumes’ edition see https://ruvera.ru/lib/bibli-
cal_history , last visited 20.07.2019.

13 The miniature is on fol. 145v, Costea 1994: 17-41, 28.

14 Icons 1998: 294-301, ill. 159-162, 184; Gabeli¢ 2004: 268-271; Koukiaris 2006: 70, 127.
15 Koukiaris 2006: 82.

16 Gabeli¢ 2004: 278-281; Koukiaris 2006: 84, 127.

17 Gabeli¢ 2004: 260-263, ill. 249 with the earlier literature, see also Koukiaris 2006: 73-74 with the
dating in 17* c.




sode to the cycles of illustrations of texts that refer to Archangels'.
The Archangels iconographic cycles are known since early medieval
time: earliest preserved examples date from 11* c.; and consist of Old
and New Testament episodes that differ in choice and number®. It
is important to underline that among the 100 and more Archangels’
cycles that are known today, dating from 11* to 18" c., only a few in-
corporate the episode with the angel striking down 70 000 Israelites,
and the majority were created in 17" and 18" ¢.%°

What could explain this relatively late dissemination of the compo-
sition? In light of its connection with the stories of the Archangels’
deeds and miracles, the logical proposition is to search for some
changes in the content or the distribution of the texts, dedicated to the
Archangels. Indeed, this episode is briefly mentioned by Theodore
Studites in his homily on the Synaxis*, but it is missing in both the
Narration of the Miracles and the Encomium for Archangel Michael
written by Pantaleon, the deacon and chartophylax of Hagia Sophia,
which could be considered as the main source on the deeds of the
Archangels during Byzantine time*. Pantaleon mentions the rebuk-
ing of David by prophet Nathan, and other episodes of angels killing
instantly a multitude of people, like the angel destroying Sennach-
erib’s army killing 185 000 Assyrians, which was also more often rep-
resented in Christian art of the different periods®. The episode with
the David’s census and the death of the 70 000 Israelites appears in
the Thesauros of Damaskinos Stouditis (©noavdg tov Aapaoknvov

18 See the survey of the main textual sources in Gabeli¢ 1991.
19 Koukiaris 1989, Gabeli¢ 1991.

20 According to Koukiaris 2006: 127, several Archangels’ icons from 15" and 16" c. include an
iconographic variation of the same episode: the famous icon from the Cathedral of the Arch-
angel Michael, Kremlin, Moscow (end of the 14" — beginning of the 15" c.), the icon from the
Trinity-Sergius Monastery, Sergiev Posad, Russia (1562-1566) and an icon of the Assembly of
the Archangels from the Ostrouhov collection, today in the Tretyakov gallery, Moscow (end of
the 16" — beginning of the 17 ¢.). His opinion neglects the identification of the composition in
question on these icons as the Prophesy of Ezekiel for the destruction of Jerusalem, introduced
by Tihomirova 1970: 12-13 (on the Kremlin icon) and shared by Gabeli¢ 2004: 134-137, 200-202 (on
the Kremlin and Sergiev Posad icons), an identification which is accepted in Russian scholarship
and followed in the present text as well.

21 Theodore 1860: col. 736a.

22 As far as I am informed there is no critical edition of the Greek texts, which are extant in
many manuscripts. For the Latin translation of the Greek text of the Encomium, see Pantaleon
1863: col. 1259-1289, for the Latin translation of the Narration of the Miracles see Pantaleon 1865:
col. 573-592, for the Slavonic translation of a more complete version of the Greek text see Velikie
1897: 243-282.

23 2 Kings 19:35, see Gabeli¢ 2004 with more than 20 examples in different media: icons, murals, etc.
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TOL VTIOdLAKOVOUL Kal LTovditov tov Ocooadovikéwc), a compen-
dium of sermons edited in 1568 that became very popular on the
Balkans afterwards. Numerous handwritten copies of this work and
subsequent printed editions spread among Christians on the Balkans
during 17 and 18" c.; the Slavonic translations of it were known as
,damaskines”, but some of Damaskinos’ sermons were also included
in miscellanies with mixed contend, which were characteristic for the
literature of this period*. Most probably exactly the appearance of
the census and plague episode in Damaskinos homily on Archan-
gel Michael triggered the visualization of this biblical account in the
Archangels cycles from 17" and 18" c. It is supposed that Damaskinos
used a wide range of scriptural, patristic, historical and apocryphal
texts to compose his sermons, among them apocrypha connected to
David, where this episode is recounted also. Damaskinos work, on
the other hand is believed to have influenced the Painter’s Manual of
Dionysius of Fourna written in the 30s of the 18" c., where the epi-
sode is mentioned too.

A separate and rare case is the composition of the Archangel striking
down 70 000 Israelites which is part of the King David’s cycle in the
gallery of Nativity of Christ Church in Arbanassi village in Bulgaria.
The cycle represents the Birth of David, Prophet Samuel Anointing Da-
vid, the Rebukes of the Prophet Nathan, the Repentance of David, Archan-
gel Michael Striking down 70 000 Israelites and the Transfer of the Ark of
the Covenant to Jerusalem®. Murals in the gallery date from 1643-1649.
The scene with the Archangel Michael is properly signified which
ensures the identification as a visualization of the punishment of God
after David’s census. However, its iconography shows certain inde-
pendence from the other compositions of the same subject, differing
in details, for example the figure of the king is absent®. It should
be pointed out that this cycle doesn’t show dependence on the text
of Damaskinos, but more probably to those apocrypha of King Da-
vid’s life that derive from the biblical text and could be found in the
Historical Palaea and in many manuscripts with different content in
the Medieval and late Medieval period up until 18" c. The sequence

24 Miltenova 2004: 729-740, Radoslavova 2017: 511-527.
25 Prashkov 1979, Kuyumdzhieva 2008.

26 It is also not identical with the Prophesy of Ezekiel for the destruction of Jerusalem, which
has relatively close composition but where the group of the people is everytime prostrated on the
ground, as here the people are depicted standing upright.



Archangel Striking down 70 000 Israelites as part of the David’s cycle in the
gallery of the Nativity of Christ Church in Arbanassi village in Bulgaria

of David’s scenes in Arbanassi is interesting, and more precisely the
combination of the episodes with the Prophet Nathan’s rebuke of
king David’s sin with Bathsheba and the death of 70 000 Israelites,
depicted here in a single register. Identical direct chronological con-
nection between these two episodes can be found only in one of the
apocryphal texts, dedicated to the story of King David known under
the title A Legend of David and Bathsheba”. In this text David is pun-
ished for his sin with Bathsheba not only with the death of his son (2
Kings 12, 14-18), but also with the death of 70 000 of his people. This
apocryphon is found relatively rare in the Orthodox literature and
can appear in different types of manuscripts, sometimes coincided

27 Yatsimirskiy 1921: 192-193; Skazania 1999 available on-line on http://lib.pushkinskijdom.ru/De-
fault.aspx?tabid=4919 last visited 25.07.2019.
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with other apocrypha dedicated to King David. It is unrealistic to
search for a direct link between this Legend and the cycle of David in
the Arbanassi church, because it is impossible to verify it, however,
while thinking of the available textual sources for the choice of Da-
vidic scenes selected there, the existence of these apocrypha could
not be neglected.

A curious addition to the historical circumstances of the period of the
creation of Arbanassi frescoes could be added here, again in connec-
tion to the question of the census. This is a marginal note in the Me-
naion for July, written by a known Bulgarian man of letters, Daniel
from Etropole, the manuscript is kept today in the Church Historical
Museum in Sofia® and I will give a brief translation of its content: ,,... in
the year 1643, wrote I, the very sinful Daniel hieromonk... in the days
of the Turkish sultan Ibrahim and the Grand Vizier Mustafa. In this
year an enumerator went out to count the entire Turkish state, some-
thing that had happened in the days of Caesar Augustus too, and it
was a great disturbance among the people, which a human being
cannot retell, but only the God above...”

It is a well-known fact that Ottomans attributed great importance to
keeping population records through tax surveys which recorded the
taxable population. There are tax registers (tahrir defters) dating from
the period between the 15" and 17" c., where the heads of house-
holds, both Muslim and non-Muslim, were recorded and because the
Poll-tax (cizye) imposed on non-Muslims was an important source
for the Ottoman treasury, the central administration paid attention
to update the registers, conducting such tax censuses periodically.
It seems they were met with great concerns by the Christian popu-
lation and the abovementioned source shows such an anxiety in an
eloquent manner, shedding some light on different aspects of the his-
torical context in the Balkans in which the images of the God’s pun-
ishment for David’s enumeration were created.

28 Hristova, Karadzhova, Uzunova 2004: 55, 159-160.
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boxxuero Haka3aHue 3a mpeOpoOsABaHETO Ha HApOJAa
oT nap Jasma B mpaBOCAaBHOTO M3KYyCTBO Ha
baakanure: TeKcTOBe, 0Opa3y ¥ KOHTEKCTH

Mapzapuma Kyromdxuesa

B nenThpa Ha M3caelBaHETO e BU3yaAU3UPAaHETO Ha CTapO3aBeTHUA eNNn304 OT
2 apcrsa 24 B mpaBocAaBHOTO M3KycTBO Ha baakanute. Tosa e cijeHa, KosATO
ce cpela U3KAIOUUTEAHO PAAKO U BbB BU3AHTUIICKOTO, M B ITOCTBM3aHTUIICKOTO
U3KYCTBO, TIOSBABAIKY Ce IIbPBOHAYaAHO B ONIpejeAeHN 110 XKaHpP UAIOCTPUPaAHN
ppKomucu mpe3 Pannoro cpeanosexosue. HeitHoTo n3obpassaBane 3auecTsBa B
nepuoga XVII — navaaoro na XVIII B., KoraTo Ts1 IPUChCTBA KaTO CIOXKeT BbPXY
UMKOHM U B CTEHOIIMCHUTE IIPOTpPaMM, IAaBHO KaTO YacT OT ApXaHIeACKMs M-
KDbA MAM KaTO YacT OT IMKDA 1O XuBoTa Ha 1jap dasug. [Ipocaeasasat ce HAKOM
BB3MOXKHIU (PAaKTOPU 3a peakTyaAu3upaHeTO Ha TO3!U CIOXKeT B M3KYCTBOTO, KaTo
pasmpocTpaHeHNeTO Ha TeKCToseTe oT cbopHmKa ,Crkposuiie” Ha JamMackiH
CryauT, Ha oIpejeseHU TeKCTOBe OT allOKpu¢HaTa KHUXHIHA, TIOCBeTeH! Ha
nap JaBng, KaKTO U HAKOV KOHKPETHM OCOOEHOCTY Ha MCTOPMYECKNUTE YCAOBUS
Ha baakanute B mepuoga, KOUTO XBbPAAT AOI'bAHUTEAHA CBETAMHA BbPXY KOH-

TeKCTa, B KOVTO ce HOsBSIBaT BU3yaamn3alinTe Ha TO3M oubaeiicku eIIms3oa.



Trois cahiers de modéles
des peintres roumains du XVIII® siecle

Constantin 1. Ciobanu!

Abstrait. Cet article porte sur le contenu de trois — connus aujourd’hui — cahiers de
modeéles roumains du XVIII® siécle. Le plus ancien — celui du peintre Stan de Rasi-
nari — date de 1734 et se trouve au musée d’art de Timisoara. Le second — le cahier
de Grigorie Popovici — fut complété entre 1768 et 1776. Aujourd’hui il est perdu,
mais aux années 30 du XXe siecle il était en possession du diacre Constantin San-
dulescu-Verna, qui donna sa breve description. Le troisieme de ces cahiers — réalisé
en majeure partie par Radu Zugravu — ce trouve a la Bibliotheque de I’Académie
Roumaine (mss. no. inv. 4602 et 5307) et contient de nombreuses copies d’apres des
anciennes gravures imprimées, d’apres quelques icones et d’apres les fresques des
églises Princiere et Episcopale de Curtea de Arges.

Mots-clés: Grigorie Popovici, herminie, iconographie, Radu Zugravu, Stan de
Résinari, siecle des Phanariotes, Valachie

Le XVIII* siecle fut pour les Terres Roumaines un siecle de renou-
veau dans le domaine de I'iconographie et du répertoire de la pein-
ture religieuse. Des nouvelles catégories — plus démocratiques — de
fondateurs d’églises (dont beaucoup appartenaient alors au tiers
état de la société) imposerent leurs gofits et leurs préférences a l'art
religieux du siecle dit «des Phanariotes»* Dans les conditions d'une
telle effervescence d’images a caractere laic et religieux, inspirées

1 Dr. Constantin I. Ciobanu est professeur agrégé et chef du Département d'art médiéval de I'Institut
d’Histoire de I’Art «G. Oprescu» de >Académie Roumaine; il s»est spécialisé dans les domaines de la
recherche de la peinture médiévale, de l>iconographie orthodoxe, de 1>épigraphie slave et de la paléo-
graphie.

2 Au sujet des traditions byzantines au siecle des Phanariotes voir: Mango 1984: 41-66.
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par diverses lectures — plus ou moins canoniques —, la préservation
de la tradition millénaire orthodoxe en matiere d’iconographie est
devenue un impératif d’actualité absolument nécessaire. Dans ce
contexte, le role des livres de peinture, des herminies (explicatives
ou illustrées), le role des cahiers de modeles utilisés par les artistes
a considérablement augmenté. La circulation intense de ce genre
de «littérature didactique» trouve son explication et sa raison d’étre
dans les recommandations faites aux peintres de s’inspirer et de
faire référence dans leurs nouvelles créations aux anciens modeles,
célebres et consacrés par la tradition. Guides pratiques et théoriques
pour les peintres d’icones et d’églises, ces ceuvres a caractere auxi-
liaire ont assuré le maintien des traditions iconographiques et sty-
listiques dans la voie de celle pratiquée a partir du XVI° siecle au
Mont Athos.

Grace aux recherches du professeur Vasile Grecu?, nous savons
aujourd’hui qu’au XVIII® siecle et dans la premiere moitié du XIX®
siecle sur le territoire de la Moldavie et de la Valachie ont été tra-
duites en roumain et ont circulé parmi les peintres plusieurs ver-
sions de la — célebre aujourd’hui, mais peu connue a 'époque — Her-
minie de Denys de Fourna et d’autres manuels grecs de peinture,
certains méme plus anciens, comme est le cas du Livre du prétre Da-
niel. I existe également une catégorie d’ceuvres pouvant étre assi-
milées non pas directement aux herminies (explicatives ou illustrées)
ou aux enluminures, mais plutot aux dessins artistiques. Il s’agit ici
des cahiers de modeles, dont le plus célebre (mais pas le seul!) est ce-
lui du peintre Radu, qui pourrait étre considéré comme une ceuvre
graphique d’interprétation, dont les originaux sont des peintures
murales ou des icones. Selon la chercheuse roumaine Teodora Voi-
nescu®, les cahiers de modeles des peintres médiévaux — par rapport
aux Herminies connus aujourd’hui — sont moins nombreux, car ce
type d’ceuvres était plus fréquemment sollicité, utilisé par l'artisa-
nat, endommagg et, par conséquent, en grande partie détruit encore
au XVIII® ou au XIX® siecle.

Le contenu des trois cahiers de modeles roumains connus aujourd’hui
— celui de Stan, celui de Grigorie et celui de Radu — met en évidence
les méthodes et les principes sur lesquels est fondée I'élaboration de

3 Grecu 1925, Grecu 1935 et Grecu 1936.
4 Voinescu 1978: 29.



Fig. 1. La Vierge a
I'Enfant, couronnée
par les anges

(Cahier de Stan, f. 2v)

ces «outils» de travail personnels, pour 1'usage propre des maitres
du crayon et du pinceau.

* %k X

Le plus ancien de ces cahiers est celui du peintre Stan de Réasina-
ri. Il se trouve aujourd’hui au musée d’art de Timisoara et — grace
a sa rareté — a une valeur documentaire exceptionnelle. Mais, par
rapport au Recueil de modeéles de Radu Zugravu, il contient moins
d’informations sur ses auteurs. De méme, les indications chronolo-
giques y sont assez rares. Ce cahier a été attribué grace a une note
autographe du «peintre Stan», datant de 7242 (1734 apres ].-C.),
écrite sur une copie de 'image de la Vierge a I'Enfant, couronnée par
les anges (f. 2v; fig. 1).
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Fig. 2. La Parabole du fils prodigue
(Cahier de Stan, f. 21r)

Fig. 3. Gravure du typographe Sandu: L'enterrement

"'.\‘:5-'3;.'5"”"”":;.’3’-.

de I'évéque grec-catholique Petru Pavel Aron dans

I'église de la cour épiscopale d’Alba Iulia
(Cahier de Stan f. 32r)

e

Dans sa forme actuelle, le Cahier de
Stan est composé des modeles et des
croquis dessinés a la plume avec de
I'encre noir ou au crayon noir sur les
pages recto et verso des feuilles. Des
rares interventions a la technique
du lavis (assez diluée pour obtenir
des différentes intensités tonales) ou
aux couleurs vert et ocre ravivent la
monotonie chromatique des pages.
Certains des dessins ont été laissés
sous forme de croquis au crayon
noir. Dorina Sabina Parvulescu —
l'auteur de la plus détaillé recherche
sur le Cahier de Stan>- suppose qu’a
partir d'une étape plus tardive (que
celle des modeles a la plume) est
un nombre relativement important
des croquis réalisées avec un crayon
brun-rouge — croquis — qui sont sty-
listiquement différents par rapport
aux dessins d’origine. Leur auteur
semble avoir utilisé les demi-pages
ou les pages laissées libres et ses
interventions avec le méme crayon
brun-rouge sont visibles a certains
endroits des dessins plus anciens,
réalisés a la plume. Sur certaines des
pages restées blanches et méme sur
quelques-unes couvertes de croquis
ont été collées des copies dapres
des modeles appartenant a d’autres
peintres ou des pages comportant
des gravures®.

A une date ultérieure, supposée se
situer dans les premieres décen-

5 Parvulescu 2008: 3-10 et le catalogue aux pages
11-24.

6 Parvulescu 2008: 4.



nies du XX siécle, ont été numérotés les pages — a I'encre rouge —
en commengant par la 1-ere et jusqu’a la 48-eme’. Les 11 dernieres
feuilles de papier ont été collées®. Elles contiennent des exercices de
calligraphie, des textes manuscrits en langue roumaine — écrits en ca-
racteres cyrilliques —, des modeles de lettres en latin et en hongrois,
quelques signatures de Georgius Hunyadi et de son fils — personnes
difficile a identifier — (f. 43v, f. 44v, f. 45v et f. 46v) et quelques indi-
cations chronologiques parmi lesquelles est lisible I'an 1751 (f. 43v).

A partir du contenu, le Cahier de Stan peut étre divisé en deux ca-
tégories: son ancienne partie d’origine, qui compose le cahier, et ses
ajouts, de différente nature’.

La partie la plus importante du cahier d’origine, méme si elle n’est
pas la plus volumineuse, contient des dessins a 'encre noire, exécu-
tés ala plume sur du papier a rayures en fibres naturelles, de format
205 x 165 mm™. Certaines pages ont des filigranes partiels.

Les dessins a la plume contiennent des épisodes du cycle christolo-
gique et de celui marial. Parmi les Grandes fétes on peut voir la Pré-
sentation du Christ (f. 27v), le Baptéme du Seigneur (f. 27t et f. 28v) et
1" Ascension au ciel (f. 19v). Dans la deuxieme image de Baptéme les
eaux du Jourdain bouillonnent de poissons et un détail apocryphe,
d’origine populaire,apparait: c’est la brique sur laquelle se dresse le
Christ, brique qui — selon la foi populaire — symbolise le chirographe
d’Adam'’. L’image de la Samaritaine a la fontaine (f. 14r) et I'illustra-
tion a la Parabole du fils prodigue "*(f. 21r et f. 22r; fig. 2) apparaissent
dans le cycle des Enseignements du Seigneur.

Le cycle marial est représenté par les deux fétes de la Vierge Marie,
sa naissance (f. 26r) et son assomption (f. 25v). On doit dire que les
themes ne sont pas classés dans leur ordre chronologique.

D’autres dessins illustrent des épisodes inspirés de la Vie et des Mi-
racles de Saint-Nicolas: un modele représentant une icone de Saint-Ni-

7 Parvulescu 2008: 4.

8 Parvulescu 2008: 4.

9 Parvulescu 2008: 5.

10 Parvulescu 2008: 5.

11 Podlipny 1970: 169.

12 Andreescu 2004: 158-159, fig. 25, 26; Voinescu 1978: 63, fig. 69.
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Fig. 4a. La Parabole du fils prodigue (Recueil de Radu, £. 11r, mss. 5307)
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Fig. 4b. La Parabole du fils prodigue (illustrations & I'Evangile d’enseignement publiée
au monastere de Govora en 1642)
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colas avec Jésus offrant I'Evangile et Marie offrant la Ceinture sacrée
(f. 31v), deux autres modeles montrant Les trois officiers en offrant des
dons a Saint-Nicolas (f. 15r) et La Dormition de Saint-Nicolas (f. 13r). On
doit ajouter ici que les modeles des icones de Saint Nicolas et de la
Vierge Marie a I’Enfant contiennent les lettres des titres et les initiales
des acronymes avec des indications au sujet de leurs couleurs. Ce
sont les seuls modeles de personnages dont les ombres sont mar-
quées par des lavis dégradés a 'encre noire®.

Les modeéles d’apotres (f. 19r, £. 20r, f. 20v, f. 21v, £. 23v et f. 24r),
d’évéques (f. 3r) ou de personnages de 1’Ancien Testament (prin-
cipalement, des prophetes — . 22v) occupent une place importante
dans le cahier. Certaines pages contiennent des draperies (f. 5r),
des motifs décoratifs (f. 5v, f. 8r, f. 35v et f. 36r) et zoomorphes (f.
12r)™. Les dessins qui composent cette premiere — plus ancienne et
plus importante — partie du cahier sont stylistiquement unitaires.
Comme on l'a indiqué précédemment, ils sont faits a I'encre noire,
suivant généralement les contours des croquis au crayon noir. Les
compositions sont limitées a l'essentiel et contiennent seulement
quelques éléments narratifs.

Les proportions des figures (c’est-a-dire les rapports entre les di-
mensions des tétes par rapport aux hauteurs des personnages) sont
d’un a sept et, rarement, d'un a huit". Reproduits en demi-profil, ces
personnages ont la typologie de ceux de la peinture Brancovanne
et post-Brancovanne. Les drapés des vétements sont reproduits en
lignes droites, brisées ou en ellipses.

La collection d’éléments décoratifs — apparaissant en tant que des-
sins indépendants ou motifs auxiliaires des modeles plus spéci-
fiques — indique la bonne connaissance par le dessinateur du patri-
moine artistique de la région: le décor végétal oriental, I'acanthe et
la palmette, la frise et le filet a losanges, les croix et les motifs floraux
stylisés appliquée sur les vétements, les motifs de «riviere» ou des
«vagues d’eau», sont tous reproduits'®.

13 Pérvulescu 2008: 5.
14 Parvulescu 2008: 6.
15 Parvulescu 2008: 5.
16 Pairvulescu 2008: 5.



Une autre source d’inspiration pour le peintre Stan fut la gravure
illustrée. Dans notre cas il s’agit de six gravures, gardées parmi les
feuilles du cahier. Ces gravures indiquent le role extrémement im-
portant que les nouvelles techniques de multiplication aient obte-
nus au XVIII® siecle: I'impératif de 'époque était de diffuser cette
sorte d’images spécifiques, non conventionnelles pour les environ-
nements orthodoxes. Il est possible qu’elles aient également été ré-
parties sous forme de dépliants. Ces gravures étaient collées par-
tiellement ou totalement sur les feuilles d’origine, recouvrant les
croquis ou les dessins, probablement, moins importants. En raison
de la taille différente de celle du cahier, les gravures ont été coupées
et amenées a sa taille, ce qui a entrainé la perte des signes d’identifi-
cation. Dans cette situation, elles ne peuvent étre estimées que sous
leur aspect iconographique et stylistique et datées, avec quelques
décennies de tolérance, d’apres 1760, car leur style est visiblement
marqué par les influences du rococo viennois".

La seule gravure d'un auteur d’origine transylvanienne est «L’en-
terrement de I'évéque grec-catholique Petru Pavel Aron dans 'église
de la cour épiscopale d’Alba Iulia» (f. 32r; fig. 3). L’événement im-
mortalisé par I'image a eu lieu en 1764. Réalisée selon la technique
de la xylogravure, I'ceuvre est signée par le typographe Sandu ou
Sandul, I'un des enseignants de l'impression typographique de
Transylvanie qui a vécu dans la seconde moitié¢ du XVIII® siecle’.
Sur le bord de la feuille suivante (f. 33r), tout autour de la gravure,
une mention postérieure a 'année 1764 (date du déces de I'éveéque
Aron et de I'émission de la gravure) a localisé I'iconostase de la par-
tie supérieure de I'image, en spécifiant I'auteur des icones et 'année
de réalisation de I'ceuvre: «Il s’agit ici de I'iconostase de I'évéché de
Blaj, peinte par le maitre Grigorie Ranite' en 17(36)».

* % X

17 Pérvulescu 2008: 7.
18 Tatai-Baltd 1995b: 75-83.
19 Au sujet du peintre Grigore Ranite voir Porumb 1998: 325-327.
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Fig. 5a. Pierre et Jean au tombeau vide, La route d’Emmaiis, La Céne d'Emmaiis, Et ils ont raconté
aux dix autres apodtres ce qui (s'était passé) sur le chemin (Recueil de Radu, f. 7r et v, mss. 5307)

Fig. 5b. Pierre et Jean au tombeau vide, La route d’Emmaitis et La Cene d'Emmatis
(fresques de I'Eglise Princiere de Curtea de Arges, XIVe siecle)
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Aujourd’hui nous ne possédons aucune information concernant le
sort du cahier de Grigorie Popovici, réalisé entre 1768 et 1776*. Un
certain temps ce cahier a été en possession du postelnic (sénéchal)
Gavriil Andronescu, descendant d’une ancienne famille de peintres
de Sibiciul-de-Jos de la vallée de Buzau; plus tard il a été hérité par
le peintre Ilie Andronescu, fils de Gavriil. On suppose que la femme
de ce Gavriil - nommeée Elena —, qu’il épousa en 1812, était la fille
de son professeur en matiere de l'art, un certain Nicolae, qui était
peut-étre un frere plus jeune ou un apprenti de l'auteur du cahier de
modeles.

Dans les années 30 du XX¢ siecle le cahier de Grigorie Popovici était
en possession du diacre Constantin Sandulescu-Verna, qui donna
sa bréve description dans le magazine «L’Eglise Orthodoxe Rou-
maine» (1937, no. 7-10). Sandulescu-Verna indiqua que les dimen-
sions du manuscrit sont de 30 x 21 cm et que le nombre de feuilles
est de 118%. Au total, les 240 croquis et motifs décoratifs du cahier
comprennent 46 scenes avec des compositions complexes, 125 vi-
sages ou figures de saints, 56 bordures et ornements et 13 études
(anatomique, de mouvement, de perspective, etc.)>. Contrairement
au Cahier de Stan ou au Recueil de modeles de Radu Zugravu, ici les
couleurs ne sont pas appliquées directement sur le papier, mais seu-
lement indiquées textuellement en lettres cyrilliques, comme dans
certains podlinnik-s russes: Oh — pour l'ocre, Um — pour 'ombre, Ki —
pour le cinabre, Ve — pour le vert, etc®. Certains dessins du cahier ont
été réalisés par Gavriil Andronescu et son fils Ilie, mais leurs traits
différent, méme a premiere vue, de ceux du maitre Grigorie*.

Selon les informations données par Sandulescu-Verna, les notes
du cahier révelent que le peintre Grigorie portait le nom complet
de «Grigorie Popovici » ou «Grigorie Papathodor» — grace au fait
qu’il était le fils du prétre Tudor, peintre du village de Frunzanes-
ti, pres de Bucarest®. Il a appris le métier de peintre non chez son
pere, qui travaillait a la fresque selon la coutume des peintres de

20 Sandulescu-Verna 1937c: 489-490.
21 Sandulescu-Verna 1937¢: 487 no. 4.
22 Siandulescu-Verna 1937c: 487 no. 4.
23 Sindulescu-Verna 1937c: 487 no. 4.
24 Sandulescu-Verna 1937¢: 487 no. 4.
25 Sandulescu-Verna 1937c: 488.
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I'’époque Brancovanne, mais chez un autre peintre, appelé ,, dascalul
Ioan” (,le professeur Ioan”)*, a propos duquel nous n‘avons pas
beaucoup d’informations. En 1766, Grigorie a accepté de devenir
apprenti pour six ans du peintre Ioan. A l'expiration des années
d’apprentissage, c’est-a-dire en 1772, il est devenu compagnon de
son ancien maitre et travailla chez celui-ci pour 40 florins et une
paire de ,tipeli” (fr.: ,bottes”) par an”. Pendant son séjour au mo-
nastere de Lépavina, Grigorie rempli son cahier avec des croquis et
des dessins, occupation qu’il avait commencé encore depuis 1768,
en tant qu'apprenti. Un seul dessin, datant de 1747, provient de son
«professeur» Ioan et prouve une rare maitrise®. Les autres — des
magnifiques miniatures a la plume, avec des ombres «perdues»
dans le noir, sont faits «par la main» de Grigorie, avec une finesse
inhabituelle et une certitude incontestable du savoir-faire. La ou il
était possible — par exemple des deux cotés des images des saints —
l'auteur a introduit des paysages avec des arbres, des forteresses ou
des bateaux, vus en utilisant les lois de la «perspectived’ Alberti»,
avec les «mysteres» de laquelle — comme on peut le voir dans ses
dessins — le jeune peintre était familier®.

Les anciennes formes byzantines des figures représentées s’entre-
lacent chez Grigorie avec les exigences du nouvel art d’origine occi-
dentale. L’artiste n’a pas non plus négligé '’étude du corps humain.
I1 a dans son cahier des croquis — évidemment d’apres des modeles
de maitres occidentaux — sur les proportions du corps de I'enfant a
différents ages et de 'homme adulte dans plusieurs positions, des
dessins selon les statues antiques, ainsi que des études sur le raccour-
ci, faites d’apres la nature®. Une page méme du cahier est recou-
verte de dessins des mains et des pieds dans différentes positions?.
L’auteur du cahier présente également des études sur la muscula-
ture et le mouvement, sur les ombres propres et tombantes des corps®
— connaissances qu’a cette époque la plupart des iconographes de
Valachie ou de Moldavie n’en avaient pas la moindre idée. Dans les

26 Sindulescu-Verna 1937c: 488.
27 Sindulescu-Verna 1937c: 488.
28 Sandulescu-Verna 1937c: 489.
29 Sandulescu-Verna 1937c: 489.
30 Sindulescu-Verna 1937c: 490.
31 Sandulescu-Verna 1937c: 490.
32 Sandulescu-Verna 1937c: 490.
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Fig. 6a. La parabole du riche aux greniers pleins (Recueil de Radu, f. 12v, mss. 5307)

Fig. 6b. La parabole du riche aux greniers pleins (fresques de 1'Eglise Princiére de Curtea de
Arges, XIV© siecle)

-
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ceuvres de Grigorie on peut voir qu’il n‘enseigne pas seulement la
copie d’apres des modeles, comme tant d’autres peintres, mais étu-
die avec soin et habileté d’apres ce qu’il a réellement vu et compris
dans la réalité, comme 1'ont fait tous les grands artistes de la Renais-
sance italienne®.

Pour la derniere fois, le nom de Grigorie se retrouve en 1800 sur
une icone conservée au monastere de Cernica, ou il signe «Grigorie
Frujinescu»*. C'est une grande perte quaujourd’hui ce cahier — qui
a circulé au XIX® siecle entre les mains des peintres de la vallée de
Buzau et qui comprenait tant de modeles iconographiques, tant de
notes roumaines (en alphabet cyrillique), grecques et méme serbes
ou allemandes — soit disparu et ne puisse plus étre examiné par les
chercheurs.

% % %

La Bibliotheque de I’Académie Roumaine, dans sa section de livres
rares, conserve le célebre Recueil de modeéles de Radu Zugravu (ma-
nuscrits nr. inv. 4602 et 5307)* qui, depuis plus d’un demi-siecle a
fait I'objet d’étude de plusieurs historiens de I'art. Ce recueil contient
de nombreuses copies d’apres des gravures imprimées des anciens
livres, d’apres des icOnes et d’apres des célebres fresques byzantines
et post-byzantines de Valachie. Son auteur principal est Radu Zu-
gravu, fils de Mihai Zugravu, — un peintre roumain du XVIII® siecle,
descendant d’une famille d’artistes autochtones®. Au troisieme
quart du XVIII® siecle, Radu Zugravu a participé a la soi-disant «res-
tauration» des célébres peintures murales byzantines du XIV® siecle
de I'Eglise Princiére de Curtea de Arges”. Puisque beaucoup de ces
fresques ont été modifiées au cours du temps et continuent d’exis-
ter jusqu’a présent sous une forme «corrompue» par plusieurs re-
touches, le recueil de Radu Zugravu offre un bon moyen de compa-
raison entre les modeles d’époque byzantine de ces pemtures et leur
actuel état de conservation. L'Eglise Episcopale de la méme ville
(érigée par le voivode Neagoe Basarab en 1512, et peinte par «la

33 Sandulescu-Verna 1937c: 490.

34 Sandulescu-Verna 1992: 116-136.

35 Voir I'édition facsimile Radu Zugravu 2018.
36 Voinescu 1978: 73.

37 Voinescu 1978: 75.



Fig. 7a.

La multiplication
des pains
(Recueil de Radu,
f. 102v, mss. 4602)

Flg 7b. La multiplication des pains (fresque de I’ Eghse Princiére de Curtea de Arges XIVe siecle)
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main» du maitre Dobromir a la décennie suivante, sous le regne de
I'un de ses successeurs, le prince Radu de Afumati®*) fut également
objet d’intérét pour l'auteur du recueil de modéles®. Les fresques de
cette église, a I'exception des fragments extraits au XIX® siecle par
I’équipe de l'architecte frangais André Lecomte du Nouj*’, n’ont pas
résisté jusqu’a nos jours. Le recueil de Radu Zugravu contient une
série de dessins représentant 16 saints figurant* dans des fresques
extraites et aussi d’autres saints, les images desquels ont été dé-
truites. De ce point de vue, ce recueil est un inestimable témoignage
portant sur le programme iconographique original de I'église.

En ce qui concerne I'origine des deux manuscrits composant le Re-
cueil de modeles de Radu, nous mentionnons que le manuscrit 4602
a été acheté chez Ion Bican, dans ville de Pitesti, le 31 décembre
1918%, et que le manuscrit 5307 — qui fut trouvé au monastere de
Bunea par le colonel Dimitrie A. Pappazoglu et qui faisait partie de
sa collection — est entré dans les fonds de la bibliotheque de 1’Aca-
démie Roumaine avec les manuscrits du Musée des Antiquités,
conformément a la loi roumaine du 10 février 1903*.

Le manuscrit roumain 4602 — portant le nom de Livre de Mihai, Radu,
Avram et Nitd de Targoviste* (vers 1747-1865) — est relié en volume et
comprend 148 feuilles (y compris la feuille 110-bis), de dimensions
et de couleurs différentes, dont le plus grand format est de 240x175
mm®. Le manuscrit 5307 est intitulé Le livre de peinture de Radu Zu-
gravu*® et comprend 54 feuilles non liées, de dimensions 215 x 170
mm?. Dans le premier manuscrit, les dessins et les notes de Radu
Zugravu sont conservés aux feuilles 17-20, 31, 44-46, 48-50, 60, 63-

38 Arta 2018, I: 333.

39 Voir le catalogue Mirturii 2013: 56, fig. 36-40.

40 André Lecomte du Nouy est né en 7 septembre 1844 a Paris et mort le 11 novembre 1914 a
Curtea de Arges. C'est un architecte frangais, éleve d’Eugene Viollet-le-Duc, qui fut élu membre
d’honneur de I’Académie Roumaine (1887). Entre 1880 et 1914, il a été chargé par le roi Carol I*"
de la restauration de nombreux édifices religieux, et en particulier du monastére de Curtea de
Arges.

41 Mirturii 2013: 56.

42 Radu Zugravu 2018: 220.

43 Radu Zugravu 2018: 220.

44 Radu Zugravu 2018: 220.

45 Radu Zugravu 2018: 220.

46 Radu Zugravu 2018: 220.

47 Radu Zugravu 2018: 220.
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Fig. 8a. Saint Eustache-Placide Fig. 8b. Saint Eustache-Placide
(Recueil de Radu, f. 18v, mss. 4602) (fresque de I'Eglise Episcopale
de Curtea de Arges, XVI¢ siecle)

70r, 71-73r, 75-79, 81-83, 84v-86r, 87-93, 97, 99-108, 110v, 112-114v,
115v-120, 125v, 126v-127; dans le second, aux feuilles 1-15, 17v, 18r,
20, 21v, 221, 28, 30-52, 531, 54r*.

Selon Teodora Voinescu, les dessins du Recueil de Radu peuvent étre
classés en trois catégories: 1. Des copies d’apres des compositions de
tradition byzantine ou post-byzantine existantes sur le territoire de

48 Radu Zugravu 2018: 220.
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Fig. 9. Image d’une jeune fille, portant un attirail de Fig. 10. Composition allégorique avec I'image de la Mort
chasse (Recueil de Radu, f. 37v, mss. 5307) (Recueil de Radu, f. 71r, mss. 4602)

la Valachie (les plus importantes étant les fresques des deux églises
de Curtea de Arges); 2. Des copies d’apres des gravures en bois ou
en métal, ainsi que d’apres des illustrations aux anciens livres rou-
mains imprimés ou d’apres des ceuvres d’art occidental du XVI° au
XVIII® siecle. 3. Des créations originales de lartiste®.

Rares par rapport aux images, les textes relatifs au contenu ico-
nographique, mais également a divers événements de 1'époque (y
compris aux biographies des peintres), sont écrits a l'encre noire.
En ce qui concerne les dessins — réalisé au lavis, au crayon, a 'encre
noire ou en couleur —, ils sont soit des croquis peu élaborés, com-

49 Voinescu 1978: 32.
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prenant seulement les lignes de base et suggérant a peine — comme
expression, position et vétements — les personnages, soit des minia-
tures parfaites, aux lignes fines, d’haute précision, avec des détails
personnalisables (tels que les objets symboliques indiquant les ins-
truments de la Passion ou le rdle et le message de chaque saint),
avec des éléments d’expression faciale ou avec une représentation
trées soignée et minutieuse du cadre architectural, des vétements,
des accessoires et des ornements. Réalisées en polychromie, ces mi-
niatures impressionnent également par I’équilibre et I'harmonie des
couleurs qui animent les personnages.

Le Recueil de Radu contient des copies d’apres des gravures en bois
ou métal, ainsi que des illustrations inspirées des estampes médié-
vales roumaines ou de l'art occidental du XVI¢ au XVIII® siecle. Par
exemple, la série de Sept Conciles cecuméniques trouve ses sources
dans les gravures en bois illustrant le traité La Correction de la Loi,
imprimé a Targoviste en 1653.

Certains modeéles — comme la Parabole du fils prodigue (La parabole
de Joseph le fornicateur) et la Vie et les Miracles de Saint-Nicolas — ap-
paraissent également dans le Cahier de Stan et pourraient avoir les
meémes sources d’inspiration. Par exemple, la Parabole du fils prodigue
du cahier de Stan”! (f. 21r et f. 22r; Fig. 2) et de celui de Radu™ (f. 11r,
mss. 5307; Fig. 4a); ont une iconographie identique et — certaine-
ment — la méme source, représentée par les illustrations a I’ Evangile
d’enseignement publiée au monastere de Govora en 1642 (Fig. 4b).

En ce qui concerne les scenes d’inspiration étrangere, on peut voir
des modeles d'images d’enfants ou des interprétations personnelles
del’Apocalypse d’ Albrecht Diirer™: on doit dire que tous ces modeles
trouvent leur explication dans l'interférence et I'intensification — par
le chemin des gravures — du courant occidental dans l'art orthodoxe
du XVIIIE siecle, — courant — ressenti encore du XVIIe siecle dans les
milieux artistiques athonites.

50 Voinescu 1978: 32.

51 Pdrvulescu 2008: 7, fig. 31, 33.
52 Voinescu 1978: 63, cat. 142.
53 Arta 2018, I: 395.

54 Tatai-Balti 2006: 159-171.
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Des copies d’apres les fresques d’époque byzantine de 1'Eglise
Princiere de Curtea de Arges (XIV® siecle) sont les dessins suivants:

1. Recevez le Saint Esprit / Ceux a qui vous pardonnerez les péchés, ils leur
seront pardonnés (Evangile selon Saint Jean, chapitre 20, vers 22-23). f. 3r (en
haut), mss. 5307;

2. L'appel de Matthieu (Evangile selon Saint Matthieu, chapitre 9, vers 9-13).
f. 3r (en bas), mss. 5307;

3. Les anachoretes Saint Marc, Saint Macaire, Saint Paul et Saint Antoine. f. 3v
(en haut et en bas), mss. 5307;

4. La parabole des dix vierges. f. 51 (en haut), mss. 5307;
5. L'histoire de la prostituée. f. 5r (en bas), mss. 5307;

6. Laissez venir a moi les petits enfants, et ne les en empéchez pas; car le
royaume de Cieux... (Evangile selon Saint Jean, chapitre 10, vers 14). f. 5v (en
haut), mss. 5307;

7. La guérison de la femme possédée d"un esprit qui la rendait infirme depuis
dix-huit ans (Evangile selon Saint Luc, chapitre 13, vers 11). f. 5v (en bas),
mss. 5307;

8. Les femmes myrrhophores informent les ap6tres au sujet de la Résurrec-
tion du Seigneur. f. 6r (en haut), mss. 5307;

9. L'apparition de Jésus devant les apotres sur la mer de Tibériade. f. 6r (en
bas), mss. 5307;

10. La parabole de celui qui était tombé parmi les brigands. f. 6v (en haut),
mss. 5307;

11. Quand Pierre et Jean sont venus chez les disciples. f. 6v (en bas), mss. 5307;
12. Pierre et Jean au tombeau vide. f. 7r (en haut), mss. 5307 (Fig. 5a et b);

13. Quand Jésus est allé avec Jacques et Jean en parlant le long du chemin et
Il est devenu invisible pour eux (La route d’Emmaiis). f. 7r (en bas), mss. 5307
(Fig. 5a et b);

14. La Céne d’Emmaiis: Il a pris le pain, (dit la bénédiction), puis le rompit...,
/Alors leurs yeux s’ouvrirent, et ils le reconnurent (Evangile selon saint Luc,
24, 30-31). f. 7v (en haut), mss. 5307 (Fig. 5a et b);

15. Et ils ont raconté aux dix autres apotres ce qui (s’était passé) sur le chemin.
f. 7v (en bas), mss. 5307(Fig. 5a);

16. La déploration du Christ. f. 9v (en haut), mss. 5307;
17. La mise du Christ au tombeau (dans le sépulcre). f. 9v (en bas), mss. 5307
18. La parabole de l'ivraie. f. 10r, mss. 5307;

19. La parabole du riche aux greniers pleins (La parabole du riche insensé). f.
12v, mss. 5307(Fig. 6a et b);
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20. La décollation et I'enterrement du corps de Saint Jean-Baptiste. f. 12v, mss.
5307;

21. La multiplication des pains. f. 102v, mss. 4602 (Fig. 7a et b);

22. Quand les Juifs allerent voir Hérode I'empereur pour dire que le Christ
était né dans la cité de Bethléem. f. 103r, mss. 4602;

23. La Cene: Quand Il s’est assis a la cene avec les apotres: f. 103v, mss. 4602;
24. Le Christ outragg. f. 107r, mss. 4602;
25. Le chemin de la Croix. f. 107v, mss. 4602;

26. Saint Artheme couronné par des anges. f. 115r, mss. 4602.

Les fresques de I'Eglise Episcopale de la méme ville de Curtea de
Arges ont servi comme modeles pour les dessins comprenant les
images de la Déésis Royale (f. 4v, mss. 5307), de Sainte Elisabeth avec le
petit Jean Baptiste (f. 4r, mss. 5307), de Sainte Anne avec la petite Marie
(f. 4r, mss. 5307), des saints militaires Procope (f. 116v, mss. 4602),
Mercure (f. 118r, mss. 4602), Arthéme (f. 118r, mss. 4602), Jacques le
Perse (f. 1181, mss. 4602), Théodore le Tyron (f. 1191, mss. 4602), Démeé-
trios de Thessalonique (f. 119v, mss. 4602), George (f. 119v, mss. 4602)
et Eustache-Placide (f. 18v, mss. 4602; fig. 8 a et b).

La maitrise de Radu se voit aussi dans certains dessins, supposés
étre originaux, comme c’est le cas de l'élégante silhouette d’une
jeune fille, finement esquissée, en costume d’époque, portant un at-
tirail de chasse (f. 37v, mss. 5307; fig. 9), qui rappelle les gravures et
les dessins exécuté en Valachie par des artistes étrangers™.

Les compositions allégoriques font également partie de 'arsenal de
thémes et de motifs adoptés par Radu. Ainsi, a la page 71r du ma-
nuscrit no. 4602 nous trouvons tout un «bestiaire» d’images d’ani-
maux (agneau, taureau, biche, chat, renard, loup, cochon, ane, etc.),
d’images des saints montés sur des marches a la base desquelles est
dessinée la Mort en disant: «Il n'y a personne qui pourrait échapper
a mes mains»* (Fig. 10).

La derniere note du Recueil de Radu date de 1802%: il est fort pro-
bable que peu de temps apres, le travail du peintre et sa vie soient

55 Voinescu 78:77.
56 Voinescu 78: 47-48, cat. 38.
57 Voinescu 78: 33.
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terminés. Parfaitement intégré dans 'esprit de son temps, le peintre
Radu fut un vrai porte-parole de la vie spirituelle de son époque:
comme Teodora Voinescu l'a souligné, «en utilisant ses ressources
créatrices, l'artiste a réussi a illustrer toute 1’évolution de la pein-
ture post-brancovanne, faisant ainsi partie intégrante du processus
de développement culturel et artistique qui caractérise la fin du-
Moyen-Age roumain»®.

58 Voinescu 78: 77-78.
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Tpu Treprepa Ha pymbHcku 30rpadpm ot XVIII Bex

Koncmarmumn V. Yobary

o i

CrartusTa e mocseTeHa Ha ChABP>KaHIMETO Ha TPY U3BECTHU AHEC PYMBHCKU TedTe-
pa cbe ckunm ot XVIII B.: Taka HapedeHurte , Teprepu c oOpasLy” Ha MKOHOIVCIIU-
Te Cran, I'puropuit u Pagy. Haii-crapusr ot Tsx e mpuHagaexaa Ha sorpadpa Crtan
ot Pemmnapu. Aunec toit ce Hamupa B Myses Ha n3KycrBoTo B TuMmuioapa u mo
IIpMYMHa Ha TOBa, 4e e pAABK oOpasell, MMa U3KAIOUMTeAHa JOKyMeHTaAHa CTOl-
HOCT. B HacToamms cu sug TegprepsT Ha CTaH ce ChCTOM OT HallpaBeH! C IIepo — C
4YepeH TYII UAN C 9epeH U KadsIB MOAUB CKUIIV U PUCYHKM Ha AuIleBaTa CTpaHa U
Ha rppba Ha aucrosete. /3oa3BaHeTO Ha psAKaTa TeXHMKA Ha pa3MUBAHETO UAN
A00aBIHeTO Ha 3e4€HO M OXpa OXUBABAT XPOMAaTUIHOTO eAHO00pasye Ha CTpaHM-
uure. TedprepsT e ngenTudunupan 61arogapenne Ha asrorpada ua Cras (f. 2v)
ot 7242 roauHa ot CrTBOpeHneTo (1734 1.).

TedtepsT ¢ 0Opasuu Ha I'puropuit Ilonmosua e 6ma muspucysan mexay 1768 n
1776 1. I1pes 30-Te roannn Ha XX B. TO e mputexasaa 4ikoH Koncrantna CpHAY-
aecky-BepHa, xoliTO gaBa KpaTKO HErOBO OIMCaHue B ciucanue ,, PyMmbHCKa IIpaBo-
caasHa rppksa” (1937, Ne 7-10). 3a chxasenue, To3u TepTep AHecC e U3ryOeH 1 He

MO2Ke da 6%49 n3caeaBaH OT MCTOpUINTE Ha U3KYCTBOTO.

Tpetnar ot Te3u Tegprepn — HapmdaH , COnpka cbe 3orpadpcku obpasiy Ha Pagy”
— ce HaMMpa B GubanorexaTa Ha PyMBHCKaTa akajeMus Ha HayKuTe, otAea , Peaxu
kHurn” (pekonucu Ne 4602 u 5307) 1 B mpoAbAsKeHle Ha II0Bede OT IT0AOBUH BeK e
00eKT Ha ITpOy4BaHMATa Ha MHOTO 13KycTBoseAn. COmpKaTa cbhAbp>Ka MHOIOOpOIi-
HM KONNA Ha MAIOCTpallMM OT MedaTHM KHUTU OT TO3U IIep1oJ, KON Ha MKOHU
M CTEHOIMCH — KAaKTO BU3AHTUIICKM, TaKa M ITOCTBU3AHTMIICKM, — HAMMpAIIN Ce
Ha TepuTopuATa Ha Baaxus. Heramar ocHosen aBTOp e 3orpad Pasy — pymbHCKN
nkononucer; or XVIII B., mpousxoxKkaaIy OT ceMeliCTBO Ha MECTHM XyAOXKHUIIM.
Ilpes tperara uetsbpT Ha XVIII B. Pagy B3uMa yyacTue B T.Hap ,pecraspanys” Ha
M3BECTHNTEe CTeHONNCH OT BAajeTeAckara IrbpKsa ,Cs. Hukoaa” B Kyprea ae Ap-
Axert ot XIV B. MHOTO OT Te3u CTEHOIIMCH B TeueHIe Ha BpeMeToO ca I10CTpajaln
nan ca 6man npensnmcanu. Taka cOupkaTa ¢ pucyHKM Ha Pagy ce okassa Ges1ie-
HeH M3TOYHMK 3a IpocJejsiBaHe Ha ChCTOSHNMETO Ha CTEHOMNCUTe MeXAy BU3aH-

TUICKIS 1epunoJ 1 CbBpeMeHHOCTTa.
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A Post-Byzantine Sketchbook
in the British Museum Library
(MS Add. 43868)

Kalliopi-Phaidra Kalafati®

Abstract: The manuscript MS Add. 43868, an illuminated sketchbook of Post-Byzan-
tine painting, was the object of my research during my postgraduate studies at the
Courtauld Institute of Art of the University of London. The illuminated sketchbook
MS Add. 43868 first became known by two publications of the British Museum in
1935 and 1936. It was first presented in 1935 by Eric G. Millar at the British Museum
and from 1945 onwards it forms part of the manuscript department of its Library. It
measures 19.5x14.5 cm and its cover is lined with dark brown later leather. It consists
of 63 folios of white paper foliated in the top right corner of the recto pages. The
manuscript contains text and drawings in black ink. The texts consist of technical
instructions on rendering an icon, therapeutic recipes, religious writings and notes.
Most of the drawings depict saints, scenes from their lives, Christological and The-
ometoric episodes, angels and decorative motifs. Hence, the drawings as well as the
texts that occupy the pages of the illuminated sketchbook must have been produced
after 1784 and 1785.

Key words: manuscript, model book, Post-Byzantine paintings, drawings, models

The manuscript MS Add. 43868, an illuminated sketchbook of
Post-Byzantine painting, was the object of my research during my
postgraduate studies at the Courtauld Institute of Art of the Univer-

1 Dr Kalliopi-Phaidra Kalafati is Head of the Department of the Archaeological Collections of icons, wall
paintings, mosaics, manuscripts, drawings, etchings, early printed books, reproductions, and Loverdos
collection at the Byzantine and Christian Museum in Athens.
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Flg 1. MS Add. 43868, fol. 3 recto Fig. 2. MS Add. 43868, fol.5 versus — 6 recto

sity of London?. Its study came to fruition with the completion of my
doctoral thesis at the University of Athens’. As I set out on this subject,
I was given the opportunity to come into contact with, and delve into
the iconographic sketchbooks which, until then, attracted very little
scholarly attention.

At times, various scholars had touched on the question of the icono-
graphic sketchbooks, laying emphasis on their significance in several
studies and papers, yet without presenting a thoroughly considered
piece of research®. Wilhelm Voge was the first in 1891 who confirmed
the presence of iconographic sketchbooks’. Since then these illuminat-
ed painters” indexes have become the focus of interest of some schol-
ars® who argued for their use already since the 4™ and the 5" c.”

2 Robin Cormack, who was my supervisor, proposed this sketchbook as the subject of my MA
thesis at the year 1982.

3 Kalafati 1998.

4 Kitzinger 1960: 48-49; Weitzmann 1966: 75-81; Wienfield 1968: 83; Demus 1949: 257; Demus 1970:
31; Demus 1984: 139, 293.

5 Viige 1891: 378.

6 For an extend research about the sketchbooks see Vassilaki 1995. Here, for the first time is
gathered a great number of the relevant material that many scholars are referring to, however
we have still many questions concerning the existence of the sketchbooks during the Byzantine
period. Furthermore, the existing Post-Byzantine material is extremely rich and remains in its
majority unpublished. For a first approach of the Post-Byzantine sketches housed in the Benaki
Museum in Athens see Boura, Tsigakou 1983: 22-30 and Boura 1994: 361-369. For a more recent re-
search about the Post-Byzantine sketches, see Katselaki, Nanou 2009 and Vassilaki 2015.

7 Brenk 1975: 197.
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Fig. 3. MS Add. 43868, fol. 13 recto
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Fig. 4. MS Add. 43868, fol. 6 versus — 7 recto

The illuminated sketchbook MS Add. 43868 which I will discuss first
became known by two publications of the British Museum in 1935°
and 1936° in which only brief reference was made. It was first pre-
sented in 1935 by Eric G. Millar at the British Museum and from 1945
onwards it forms part of the manuscript department of its Library.
The manuscript had been identified by other researchers'’ who, none-
theless, did not embark on its systematic and in-depth research'’.

But, let’s begin with a brief presentation of the artefact. It measures
19.5x14.5 cm and its cover is lined with dark brown later leather. It
consists of 63 folios of white paper foliated in the top right corner of
the recto pages. The manuscript contains text and drawings in black
ink (Fig. 1). Some of the drawings feature colours, such as red, yellow
and brown indicating the bright parts of the drapery, the architectur-
al background or the landscape, whereas others are accompanied by
written instructions on colour placement. Most of the folios survive in
a rather poor state. Folios 33, 44, 60, 62 and 63 in particular are frag-
mentarily preserved.

The texts have been written in minuscule script (Fig. 2), apart from a

8 Millar 1931-1935: 254-255.
9 Milne 1935-1936: 65-66.

10 Wienfield 1968: 83, footnote 84; Hetherington 1978: 56, footnote 52; Vassilaki 1995: 56, footnote
52; Scheller 1995: 389, footnote 21.

11 I have made a short notice about it at the international conference in Belgrade (Kalafatis 2003:
146-147). Also, I have published two of its pages referring to a dealing that the owner of the
sketchbook had with a church, which he had decorated apparently (Kalafati 2000: 365-371).

Patterns. Models. Drawings
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few inscriptions in capital letters that supplement the drawings (Fig.
3). They are characterized by misspelling, cacography and anagram-
matism, even in the case of the saints’ names, thus turning some parts
indecipherable. There is neither evidence nor indication to establish
the identity of the scribe of these texts. However, two scribes have
been identified: scribe A who appears to be a calligraphist (Fig. 4a,
b) and scribe B who writes quite ineptly (Fig. 5). Simultaneously, in-
terventions by other hands are found throughout the text in various
folios.

Usually, texts and drawings are intertwined on the same leaf, but there
are cases of leaves occupied exclusively either by drawings or text.

The texts consist of technical instructions on rendering an icon, ther-
apeutic recipes, religious writings and notes. Usually they are totally
irrelevant to the drawings found on the same leaf.

The manuscript contains a small number of texts, as it serves primar-
ily iconographic purposes; hence the majority of the folios is covered
by drawings. The scribes of these texts are not necessarily identified
with the creators of the drawings, although it cannot be ruled out that
the drawings have been produced by the person who wrote some of
the texts. It can also be presumed that the man responsible for the
drawings copied from various painters’ manuals of the time (Herme-
neiae) only those texts that interested him most.

The religious texts involve extracts (pericopae) from the Old and the
New Testament, the Divine Liturgy and prayers. Their presence of-
fered the opportunity to the owner of the iconographic sketchbook to
make use of them in rendering his various works. The extracts from
the Old and the New Testament would enable him to select the appro-
priate passage in order to include it in the depicted open Gospel Book
of Christ and the scrolls of the prophets and the saints. The prayers
would serve as a means of asking God’s help and protection for the
successful execution of the work of the painters who, in their majori-
ty, were priests. This is attested by an Hermeneia, a painter’s guide of
the 16™ c., kept at the Byzantine and Christian Museum in Athens, in
which the technical guidelines on the making of an icon are accompa-
nied by prayers'.

The largest part of the texts of the sketchbook in question is dedicated

12 Painter’s Manual (manuscript no. 36), see Lambrou 1915: 237-238.



to technical specifications concerning the production of pigments and
enamel, the processing of materials and the preparation of the wood-
en substrate of portable icons. Some of them come from the Painter’s
Manual written in the 18" c. by the monk Dionysius from Fourna at
Eurytania® which constitutes the most comprehensive treatise of the
Post-Byzantine period containing practical guidelines.

The therapeutic recipes included in the manuscript are fewer and
were probably added in a rudimentary manner by the scribes in order
to serve specific needs. Apart from these, reference is also made to a
herb as well as an instruction for the cultivation of broad beans.

Medical handbooks or Iatrosophia, in Greek as the therapeutic recipes
are referred to, were particularly widespread during the Post-Byz-
antine period". Among them, the “Geoponikon” by the Greek monk
Agapios Landos, published in Venice in 1746 was very popular fea-
turing a range of texts, the majority of which consist in therapeutic
recipes®. Some of the recipes in this illuminated sketchbook also refer
to the work of Agapios Landos.

Most of the drawings depict saints (Fig. 6), scenes from their lives
(Fig. 7), Christological (Fig. 8) and Theometoric episodes (Fig. 9),
angels (Fig. 10) and decorative motifs (Fig. 11). However, individu-
al figures from different representations may occupy the same folio
together with decorative patterns and architectural elements totally
irrelevant to each other. Evidently, the painter copied them from dif-
ferent models in order to employ them in various combinations.

In several folios the same subject may be repeated either in identi-
cal or different renditions. The Lamentation at the Tomb and Christ
Pantokrator enthroned are depicted four times, whereas Archangel
Gabriel from the Annunciation as well as St George and St Nicholas

13 Papadopoulos-Kerameus 1909; Hetherington 1978; Kakavas 2008.

14 A great number of manuscripts containing medical recipes are to be found a) in Mount Athos:
in the Iveron Monastery, no. 4271 (15" c.), no. 4327, 4337, 4338, 4342 (16" c.), no. 4340 (17* c.)
and no. 4339, 4303 (18" c.), in the Panteleimonos Monastery, no. 5769 (18" c.), in the Dionysiou
Monastery, no. 3880 (16" c.), in the Koutloumousiou Monastery, no. 3452 of the 15*-16% c. (Lam-
brou 1895: 34, 59, 62, 63, 49, 342, 414, 313), b) in the Athens National Library, no. 2284, of the 18"
., no. 2173 of the 18%-19% ¢. (Politis 1991a: 299, 193, 67-68), c) in the Benaki Museum, no. 78 (TA
176) of the 15"-16™ c., no. 23 (MIT 49) of the 16" c. (Lappa-Zizika, Rizou-Kouroupou 1991: 146, 147,
44, 45). For the local medicine in Lefkas with many references to herbs, see Kontomihis 1985. A
manuscript from Zagora at Pelion also contains therapeutic recipes and technical instructions,
see Makris 1976: 163-166. The quack doctors in Epirus used herbs during the 18" c. to cure their
patients, see Kamaroulias 1986: 15. For the local medicine in Epirus, see Lazanis 1987: 155-164.

15 Kostoula 1991.
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Fig. 5. MS Add. 43868, fol. 30 versus Fig. 6. MS Add. 43868, fol. 21 versus — 22 recto
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are popular themes, frequently encountered.

Some of the drawings are marked by the completeness of their design,
meticulous style and attention to detail. Several of them are rough
sketches, of no special artistic merit, whereas others resemble drafts
as a result of their ineptness.

Later additions and alterations have been performed on some of the
drawings. Part of the bodies of the saints, their heads as well as their
footstools have been replaced by pieces of paper that have been glued
onto the original design. A plausible explanation for these later inter-
ventions could be that the painter was dissatisfied with the result and
in order not to destroy completely his drawing he tried to make im-
provements by pasting pieces of paper on those parts he wanted to
change.

The drawings depicting Archangels Michael and Gabriel, St George
and St Demetrios, St Constantine and St Helen must have formed part
of a different illuminated iconographic sketchbook pasted on folios 23
and 24. The view that they come from a different iconographic index
is further reinforced by the fact that they are foliated in the lower part
in contrast to the rest of the leaves. These were perhaps the only foli-
os, found in good condition, of the iconographic sketchbook to which
they originally belonged that were later integrated into this manu-
script in order to be preserved and support the painter in his work.

Two engravings have been glued onto folios 14r and 54r. The Virgin
and Child is depicted in fol. 14r (Fig. 12), whereas fol. 54ris occupied




sen I B35 T
VIRV 3% TPES 3
S Ty ok

"
Nsb—=
24

i foTlos 2 etvergeisa 9,
s _pred it afete Tau

] E,! xupuuy‘oy ult_i Ow

Fig. 7. MS Add. 43868, fol. 26 recto Fig. 8. MS Add. 43868, fol. 45 versus — 46 recto

by a war scene to which a drawing of the Lamentation at the Tomb
has been attached.

The attempt to solve the multiple problems entailed in our manuscript
turned difficult due to lack of a comprehensive study into illuminated
sketchbooks and also inadequate bibliography. Besides, the sole ma-
jor assistance has been provided by the study of another illuminated
sketchbook, the Wolfenbuttel manuscript, carried out by Hugo Bu-
chthal’®, which nonetheless, is considerably earlier compared to our
manuscript and has been created by a Western artist, despite the fact
that it draws inspiration from Byzantine models.

Some of the issues I had to tackle involved the extent to which the
illuminated manuscript MS Add. 43868 adhered to the Byzantine tra-
dition, the models upon which it was based and also the degree to
which it was influenced by Western art. Were the numerous drawings
executed contemporaneously or did they span different periods? And
also, did they serve as an iconographic aid to a specific person or as
the collective endeavour of an artistic workshop in which many artists
worked and how useful and essential was this sketchbook to them af-
ter all?

Finally, I was particularly concerned with its provenance as well as
its date, given that there is no reference whatsoever as to the time and
place of its production.

16 Buchthal 1979.
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Fig. 11. MS Add. 43868, fol. 5 recto

Fig. 10. MS Add. 43868, fol. 23 recto
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Detailed examination of the drawings indicated that, in their majori-
ty, they do not conform to common and known iconographic models,
nor do they manifest the same artistic quality. They generally give
the impression that they emanate from folk art infused with person-
al expressive means, marked by the assimilation of models from the
Post-Byzantine tradition rendered in a simplified manner. The preva-
lence of elements from Northern and North-western Greece that dom-
inates Post-Byzantine art, as this was based on Byzantine models, is
plainly evident in most of the drawings. They recall Epirote painting
which, from the late 17" c. onwards, was characterized by an increase
in the number of painters and decorated monuments”. In many vil-
lages of Epirus, particularly during the 18" c., the painter’s profession
became popular and thus a peculiar form of art developed which, in
certain regions, resembled handicraft’®.

The different artistic quality observed results from the different mod-
els which the painter used rather than the different hands involved in
the making of the sketchbook. His choices were numerous. He cop-
ied as many works as possible and sought inspiration for his themes
not only from icons, but also wall paintings, copperplate engravings
and ecclesiastical embroideries. In fact, there are cases in which even
the wealthy residences where he worked served simultaneously as
sources of inspiration. Therefore, many and various renditions of the
same subject are noticed that denote the painter’s effort to enhance his
iconographic index. That way he would have more options to choose
from in executing his work depending on the demands of his patrons.
This explains the two different thrones, one of which reflects models
from a Northern Greek workshop, while the second copies works from
the Ionian Islands. The same applies to the four different renditions
of Christ Pantokrator, St George and the rest of the figures and rep-
resentations repeated in our sketchbook. Another factor that should be
taken into consideration is the amount of time available for executing
each drawing. Some drawings were possibly rendered in a makeshift
manner due to lack of time, while others suggest that the painter had
more time at his disposal. This is why some drawings are marked by
accurate proportions, while others are merely hasty sketches.

17 Makris 1981; Tourta 1988-1989: 173-185; Tourta 1991; Konstantios 1992: 63-86; Monasteries 1993;
Konstantios 2001; Katselaki, Nanou 2009: footnote 5.

18 Chatzidakis 1953: 24; Papadopoulos 1969: 21; Tourta 1991: 228; Konstantios 1992: 82; Dardas 1993:
56,157, 216-217, 222-223, 290, 315, 352-353.
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Stylistic examination of the draw-
ings showed that it was one paint-
er who executed all them. With the
exception of the drafts, namely the
most unskilfully rendered draw-
ings, which constitute most likely
later interventions, in the entirety
of the sketches and despite the dif-
ferent models, a single artistic style
is evident.

The painter often renders the cop-
ied models in an almost corrupt-
ed form. Nevertheless, his hand is
steady and he seems quite familiar-
ized with Post-Byzantine art; more-
over, we ought to take a sympathet-
ic approach to this artist given that
we know his work only from a few
unfinished, sometimes hastily exe-
cuted, drawings. Perhaps if the works were complete, supplemented
with colour, the end result would be better.

Judging by the analysis of the texts, the creator of the drawings is iden-
tified with scribe B who was also responsible for writing most of the
texts. He is therefore the main creator producing both of them. It is also
possible that the very few texts written by scribe A were later added.

But who were the clients of the painter of this iconographic sketch-
book? Did he paint solely icons or did he undertake to decorate
churches and residences as well? The answer to one of these questions
is given by two notes found in the pages of the manuscript. In folios
40v and 41r we obtain the information that scribe B had dealings with
a church, which he had decorated apparently™.

The cacography, misspelling and anagrammatism that characterize
the texts lead to the assumption that the painter — scribe B was a per-
son of low educational attainment. He probably belonged to the cat-
egory of painters from the remote villages of North-western Greece

19 Various information is known from the Post-Byzantine period concerning the salaries of the
painters, see Chatzidakis 1977: 29-31; Makris 1976: 93-94; Politis 1991b: no 20, 18-21; Kalafati 2000:
365-371.



with very little education who, from the late 17 c., were divided into
groups forming guilds based on their locality and place of origin. In
parallel with painting they also engaged in stockbreeding. Usually
they did not live permanently in a fixed place, but migrated across
many regions. They set off from their base at the end of spring, mainly
during summer, and their return coincided with the advent of win-
ter in order to work again on their farms. They toured around and
worked in Macedonia, Thessaly and North-Western Greece®.

It is therefore possible that, due to his constant travel, our painter car-
ried with him these valuable drawings in aid of his work. They would
enable him to render the subject he was interested in or choose be-
tween them an individual figure or a decorative motif, in order to use
it in the space he had been commissioned to decorate. Therefore, the
illuminated sketchbook must have served as a notebook intended for
personal use by the painter and not public display.

Last but not least comes the question of dating. There is a date in-
scribed in fol. 37v, yet without any additional information as to why
it is mentioned. The date reads: aqov emaOn n MoANG nve et ano
xon(ot)tov 1352 (trans. 352 years after the city was sacked). Assuming
that this note refers to the Fall of Constantinople, all that is required
is to add 352 years to 1453, the year of the Fall, in order to determine
the date in which the note was written. That gives us the year 1805
which could be considered as one of the possible dates in which the
sketchbook was produced.

Three of the seven watermarks that appear on its folios establish a ter-
minus post quem for the rendering of the drawings in the respective
folios. The year 1784 appears to be the year in which folio 32 was cre-
ated”, while the year 1785 is the date of folios 3, 36, 39, 40, 46, 49 and
50*. Hence, the drawings as well as the texts that occupy the pages of
the illuminated sketchbook must have been produced after 1784 and
1785. Given that the sketchbook functioned, as already mentioned, as
a kind of notebook, its owner would fill its pages at different times.
In any case, the timespan between 1784 and 1805 is most likely the
period during which this illuminated sketchbook came into existence.

20 See footnote 17.
21 Nikolaev 1954: no. 680, 342.
22 Nikolaev 1954: no. 681, 343, no. 666, 331.
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ITocTBM3aHTNIICKY MKOHOTpad KM HAapbYHMK
B OmOamoTekaTra Ha bpuranckms myse
(MS Add. 43868)

Kaauonu-Dedpa Karapamu

LD

Prxormc Add. 43868 ce Hamupa oT 1945 1. B pbKOIIMCHMS OTAeA Ha OubanoTekaTa

Ha bpuranckus myseii 5 ZloHAOH.

CraBa gyma 3a eAnH UKOHOTpadCKM HapBIHMK 3a 30Tpadu OT ITOCTBU3aHTUIICKIS
IrepuroJ, KOMTo Oellte 00eKT Ha M3CAeABaHEeTO 3a MarucTparypaTa M B /loHAOH, a

ITIO-KbCHO U TéMa Ha AOKTOPCKaTa MU AVCepTalvis B ATHHCKUS YHUBEPCUTET.

HpquBaHeTo Ha TO3U PBKOIINC MU AaA€ Bb3MOZKHOCT 4a BAs3a B KOHTAKT C €4HO
n3Ccae40BaTeACKO I104e — TOBa Ha I/IKOHOFpaq)CKVITe HapbYHNIN — 3a 9YMETO Ch-

IecTByBaHe U’ ITPMAOZKEHNE MaKO € IIMMCaHO B HayKaTa.

VIkoHoTrpadpcKuAT HapBUHMK OT BpuraHckms Myseli e BbpXy Osd4a XapTust ¢ pas-
Mmepu 19,5x14,5 cM, MoABBp3aH e BIIOCAEACTBIE ¢ ThMHOKa(sABa MMOABBP3UA U Ce
cberou ot 63 amucra. ChAbpsKa TEKCTOBE U CKUIM, M3ITbAHEHM C YepHO MacTIAO.
B pBKorica He ce CbAbpiKa AUPEKTHA MAY MHAVPEKTHA MHPOPMaL 3a Icaya.
TexcToBeTe ca TEXHOAOTMYHM PeLelTU 3a U3II'bAHEHIETO Ha eAHO U300paskeHe,
ChABP>KAT Ce U pellellT! 3a AeKOBe, peAUTMO3H) YeTyBa I ITaMeTHH Oeaexxku. [To-
BEUeTO CKUIIM IIPeACTaBsIT oOpas3) Ha CBETIY, SKUTUIHN CLieHM, XPUCTOAOTUIHI,

MapI/IO/lOFI/I‘{HI/I KOMIIO3MIINN I AEKOPAaTUBHI €1€MEHTIL.

Tpute BoaHM 3HaKa Ha XapTUATa OT MKOHOTPa(CKIL HapBIHMK, KOMTO M3cAe]BaM

TYK, HacOYBaT HETOBOTO AaTtupane mexay 1784 1 1805 r.



Have working drawings contributed
to a common artistic “dialect”?
Remarks on sketches and icons

of local painting workshops

in the 19* century Balkans

Andromachi Katselaki' — Maria Nanou?

Abstract: The recent study of the twenty-four working drawings and sketches (anthi-
vola) of the Makris-Margaritis Collection proved particularly fruitful to explore the
relationships and interactions between local ecclesiastical art workshops active dur-
ing the 19" century in the southern Balkans. The comparative study of these working
drawings on the one hand confirmed their origin from the Marinas family work-
shop from the village of Chioniades in Epirus and on the other hand highlighted
that this archive also includes drawings of other contemporary renowned ateliers of
the southern Balkans. However, most drawings are associated with Athonite artistic
workshops, whose production reached wider area of the southern Balkans.

Key words: Anthivolon, Makris-Margaritis Collection, Chioniades, Mount Athos,
Chilandar, Samokov
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Fig. 1. Hierarch (non identified),
drawing (99x28,5 cm), second half R R L s,
of 19" century. Makris-Margaritis St Nicolas, work of Christophor Zefarovi¢,

Collection, Greece printed in 1746°.

/@ 136

Before focusing on our subject, we have to
mention that the drawings (anthivola) of the
Makris-Margaritis Collection® are part of the
archive of the painter Anastasios Marinas and
his sons Christodoulos and Thomas, with
the former being the founder of the Marinas
family workshop. These artists come from
the village of Chioniades in Epirus, place of
origin of a considerable number of painters
during the 18™and 19" century. This archive
was initially composed of about 1,800 draw-
ings, currently scattered at the Museum of
Folk Art of Athens, Giannoulis Family Col-
lection, now acquired by the Region of Epi-
rus — Greece, as well as by private collections.
The majority of drawings in the Makris-Mar-
garitis Collection can be dated in the 19™ cen-
tury and should be associated with the most
important art centers of the south Balkans at
the time. Actually, the drawings selected for
this paper demonstrate the exchanges and
the reciprocal influences among the local
workshops of northern Greece and those of
the southern Balkans.

In the bilateral cartoon of an unidentified
hierarch (Fig. 1), the sacerdotal, rigid and
schematized figure of the saint, as well as
the austerity and clarity of the drawing, refer
directly to the similar icons signed by Ana-
stasios Marinas, to whom our sketch can be
attributed*. One of the oldest representations
of the type in question is the engraving of

3 The Collection belongs now to the Aikaterini Laskaridis Foundation following a donation by
Margaritis and Makris families.

4 Katselaki, Nanou 2009: No. 9, 134-141 (M. Nanou).
5 Davidov 1999: 24-25, fig. 13-14.



Thereafter, this icono-
graphic type of arch-
bishop will be spread
in several frescoes,
icons and engravings
signed by painters of
the Balkan workshops
for example the icon
of St Nicolas (1848),
signed by Dimitar
Molerov from Ban-
sko and the icon of
St Modestus (1860)
which is connected
with the workshop of
Strandja °. In addition,
a similar anthivolon in
the Marinas family
archive  contributes
to the survival of this
type until the early
decades of the 20%
century’.

Similarly, the printed
drawing of the Virgin
Hodegetria (Fig. 2),
can also be associated
with the painter An-
astasios Marinas®. Its
iconographic type as well as its stylistic manners, detected in the art
of mainland Greece already from the 16™ century, and were diffused
in numerous corresponding icons in the Balkans during subsequent
years. Characteristic examples of this phenomenon are two icons of
the Virgin Eleousa (the Merciful), the first one is attributed to the
founder of Samokov’s workshop, Christo Dimitrov (1795), now in the

STYann — il e ; i

Fig. 2. The Virgin Hodegetria, imprinted drawing (58,5x38,5 cm),
19* century. Makris-Margaritis Collection, Greece

6 Matakieva-Lilkova 1994: No 66, 80. For more examples see, Katselaki, Nanou 2009: 136-138.
7 Katselaki, Nanou 2009: Fig. 9.6; Nanou 2011: 393-394, fig. 14.
8 Katselaki, Nanou 2009: No. 20, 254-261 (A. Katselaki).
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Fig. 3. Christ Pantocrator, imprinted drawing

(109,7x74,8 cmy), 19' century.
Makris-Margaritis Collection, Greece

Fig. 4. The Virgin Hodegetria, colored drawing
(89,5x64,7 cm), 19 century.
Makris-Margaritis Collection, Greece

Samokov Museum’, and the second
in Sofia National Historical Museum,
made by Dimiter Christov (1834-—
1835)!°. Dimitrov’s other son, the fa-
mous Zacharij Zograf, continues the
same tradition, as the two drawings
of the Virgin, with a comparable ren-
dering of the head (first half of the 19"
c.), and the icon of the Mother of God
Hodegetria (1853) show us'.

Similarly, the drawing of Christ Pan-
tocrator (Fig. 3)'?, who is depicted
down to his waist, seated however
with no visible throne, displays artis-
tic virtues that reflect the high-quality
art of the workshops active on Mount
Athos, such as that of Makarios from
Galatista in Chalkidiki and that of
Nicephorus from Karpenissi, who
during the late 18" and first half of
the 19" century formed the so-called
“Athonite style”™. It is worth men-
tioning that this iconographic subject
was extremely popular in the artistic
production of the major Bulgarian
workshops and has been reproduced
systematically by their representa-
tives, as the icon of Christ Pantocrator

9 Popova 2001: 96-98, fig. 16. Katselaki, Nanou 2011:
12, fig. 4.

10 Katselaki, Nanou 2009: 257, fig. 20.7. Genova 2012:
76.

11 Sokolova 2010: fig. on p. 100-101 and 38.

12 Katselaki, Nanou 2009: No. 7, 112-123 (M. Nanou).

13 Concerning the “Athonite style” see, Papaggelos
1998: 255, Zarra 2006: 225-226, 237-242, 245-249. For
similar icons of Christ signed by Athonite painters
from Galatista and Karpenissi in Bulgaria, see Moutfa-

fov, Gergova, Kuyumdzhiev, Popova, Genova, Gonis

2008: 55, 68, fig. 203 (Macarios), 213 (Metrophanes),
236 (Nicephorus).



(early 19' c.), work of Christo Dimitrov, and the similar drawing (ca
1840) executed by Zacharij Zograf demonstrate. In addition, one other
series of similar drawings and icons of Christ Pantocrator, preserved
in the archives of their family workshop, confirms our remark™.

Moreover, other than historical, cultural and spiritual reasons, decisive
for the transfer, diffusion and acceptance of the Athonite models to the
Bulgarian workshops in the late 18™ and early 19" century, seems to be
two more factors: firstly the orders of icons from Athonite workshops
by members of the upper ecclesiastical and secular rank of Bulgari-
an society® and secondly the formation of Balkan painters in Mount
Athos, as the case of Christo Dimitrov, the founder of the so-called
Samokov School™.

From this aspect, we point out three drawings from the Makris-Marga-
ritis Collection, which represent direct iconographic and stylistic affin-
ities with the corresponding unsigned icons of the Samokov Metropol-
itan Church templon, once attributed to Christo Dimitrov and recently
either to Nicephorus from Karpenissi or to Dimiter Christov"’.

In the drawing of the Virgin Hodegetria'® (Fig. 4) the rare westernizing
iconographic detail of the unrolled scroll held by Christ, which makes
the difference in his iconography, will be repeated in the depiction of
the Virgin in Rila monastery attriduted to Christo Dimitrov (early 19"
c.)’?, as well as in the despoticicon of Samokov’s Metropolitan Church®.
In its stylistic rendering, this representation, with its pronounced west-
ernizing elements, would shortly enjoy wide appeal in the artistic mi-
lieu of the Balkans mainly for the production of despotic icons. We
would be remiss not to suggest that this icon served as a model for a
considerable number of 19" century Bulgarian works, such as the com-
posite icon of the Virgin Eleousa (1840) and the colored drawing of the
Virgin Hodegetria (end of 1830s), both attributed to Zacharij Zograf*.

14 Sokolova 2010: fig. on p. 93; Katselaki, Nanou 2011: 15, fig. 8-9.

15 Kuyumdzhiev 2018: 23-24.

16 Moutafov, Gergova, Kujumdzhiev, Popova, Genova, Gonis 2008: 68; Sokolova 2010: 16.
17 Kuyumdzhiev 2018: 23.

18 Katselaki, Nanou 2009: No. 19, 246-253 (A. Katselaki).

19 Kuyumdzhiev 2018: fig. on p. 25.

20 Katselaki, Nanou 2011: 16, 38, fig. 10.

21 Sokolova 2010: fig on p. 32 and 102, respectively.
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Fig. 5. Saint Menas, drawing (90,5x64 cm), first half of  Fig. 6. Saint Menas, despotic icon (96,5x73,5 cm),
19" century. Makris-Margaritis Collection, Greece first half of 19* century. Metropolitan Church of the
Dormition of the Virgin, Samokov, Bulgaria

On the other hand, the slightly colored drawing of St Menas (Fig. 5)
dressed as a soldier is similar at its minutest details to the Samokov
icon? (Fig. 6). This is further corroborated by the close affinity between
the stylistic trends of the drawing and the icon. Indeed, the artistic
rendering of the robust figure, along with the mature expression, the
detailed treatment of the armour and weaponry, featuring repousse ba-
roque motifs, as well as the precision of the drawing and the skillful
modeling of the volumes and the portrait features, all point to the hand
of a single competent painter, probably Dimiter Christov, according
the attribution by E. Genova®.

Likewise, the drawing and the icon of the Holy Trinity (Fig. 7) are close-
ly related in their iconographic principles as well as in their style. The
iconographic scheme of the doctrinal subject — in a variation formed in
the 18" century and established throughout the southern Balkans — is

22 Katselaki, Nanou 2009: No. 17, 228-235 (A. Katselaki), Katselaki, Nanou 2011: 16-17, 40-41, fig. 12.
23 Genova 2012: 65-66.
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Fig. 7. The Holy Trinity, drawing (67,5x67,5 cm), first half of 19" century.
Makris-Margaritis Collection, Greece

linked directly to the artistic milieu of the local Bulgarian workshops,
in particular that of Samokov. This is indicated by the fresco on the
central dome of the Rila Monastery catholicon (1844)*, the composite
icon of St John of Rila, signed by the painter Ioannis®, the woodcut
print by Nikola Karastoyanov (mid-19" c.)* and some drawings now
belonging to the Samokov Museum?.

In this context, it is legitimate to suggest that the active local work-
shops in Bulgaria during the 19™ century and their reciprocal rela-
tions with Athonite monasteries, mostly those of Chilandar and Zo-
grafou, as well as the icons from Mount Athos arriving in Bulgarian

24 Sokolova 2010: fig. on p. 47.

25 Paskaleva 1987: No. 154.

26 Tomov 1978: fig. 46.

27 Sokolova 2010: fig. on p. 90, 91, 94.
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Fig. 8. The Virgin

the “Unwithering Rose”
and saints, drawing

(60x41 cm), first half of 19"
century. Makris-Margaritis
Collection, Greece

churches thanks to the initiative of ecclesiastical and secular person-
alities, have become the most important channels of communication
between Mount Athos and Bulgaria, and have marked the religious
artistic output of the whole region.

In addition, the drawing of composite iconography in the Makris-Mar-
garitis Collection refers also to Slav-Bulgarian monastic circles on the
Holy Mountain. The sketch features the Virgin and Child, the “Un-
withering Rose”, at the center of the composition, the Holy Trinity
in the upper part, apostles, hierarchs and saints on three sides (Fig.
8). Of outstanding iconographic interest is the depiction of Sts Sab-
bas and Symeon of the Serbian Church, founders of the Chilandar



monastery, St John of Rila of the Bulgarian Church, and St Paisios®.
Without excluding the identification of the last figure with Paisios the
Great, it is tempting to identify him with the homonymous hosios of
the Bulgarian Church, prior of the Chilandar monastery, and author
of the famous “Slav-Bulgarian History”, the sacred book with a deci-
sive influence on the rise of Bulgarian national consciousness in the
19™ century. Such an identification is reinforced by the fact that Paisi-
os is represented together with Sts Sabbas, Symeon and John of Rila,
since all four saints are associated in various ways with the Chilandar
monastery. Moreover, a combination or conflation of both identifica-
tions cannot be precluded. In this case, the depiction of Paisios the
Great opposite St John of Rila is probably not fortuitous but inten-
tional, as it alludes obliquely to the Bulgarian monk in Chilandar.
If the identification, or, at least, indirect reference to Paisios of Chi-
landar is correct, then our drawing is the earliest and an extremely
rare testimony of the saint’s establishment in the consciousness of the
Bulgarian people about one century prior to his official canonization
by the Bulgarian church in 1962 (June 26). Apart from its iconogra-
phy, our drawing full of profound theological meanings could be at-
tributed to the Slavo-Bulgarian circles, probably of the monastery of
Chilandar in the 19" century, period to which the drawing is dated.

Inspired by Orthodox hymnography is the drawing in miniature vein
illustrating the Psalm 148 (Fig. 9), which indicates the enrichment
of the archive of the Chioniades painters with drawings acquired
via Mount Athos. The numerous bilingual inscriptions, in Greek
and Slavonic, as well as the iconographic type of the representation,
whose prototypes are detected in older Russian or Athonite artifacts,
confirm the artistic range of the Chioniades painters, that extended
as far as the Slavophone regions of the Balkans®.

The various channels of communication among Balkan workshops
is furthermore confirmed by the depiction of the 9" chapter of the
Apocalypse in the small dimension drawing (Fig. 9)*°, which trans-
fers simplistically and concisely the fresco of the same subject in the

28 Katselaki, Nanou 2009: No. 21, 262-285 (M. Nanou); Katselaki, Nanou 2011: 17-19, 44-45, fig. 14.

29 Katselaki, Nanou 2009: No. 23, 296-307 (M. Nanou); Katselaki, Nanou 2011: 19-20, 46-47. Con-
cerning drawings with bilingual inscriptions, see Nanou 2011: 394-396.

30 Katselaki, Nanou 2009: No. 24, 308-321 (M. Nanou); Katselaki, Nanou 2011: 20-21, 48-49.
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Fig. 9. Ainoi (Psalm 148:1-14), drawing (61x59,5 cm), early 19" century.
Makris-Margaritis Collection, Greece

Rila monastery (mid 19" c.), work of Dimiter Christov®'. Apparently,
this iconographic variant of the 9™ chapter of the Apocalypse, whose
prototype dates back to an Ukrainian engraving of the 18" century®,
seems to be customary for Bulgarian workshops, especially since a se-

31 Enef 1992: 26, 88-91. See also Kuyumdzhiev 2015: 486-487, fig. 538-543, 545-546, with different
opinion.
32 Lozanova 1998: 40-49.




Fig. 10. Revelation, drawing
(46,7x28,5 cm), first half

of 19" century.
Makris-Margaritis Collection,
Greece

ries of drawings almost identical are scattered in Bulgarian Collections.
Two of them are related to the painter Toma Visanov, founder of the
Bansko workshop (late 18" — early 19" ¢.)®, while another comes from
the archive of Nikola Obrazopissov from Samokov (second half of the
19™ c.)*. These many similar representations suggest the copying and
circulation of models in the form of working drawings among local
painting workshops in Bulgaria and northwestern Greece.

33 Dzurova-Velinova 2006: No. 48, 87.
34 Dobreva 2006: 58.
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It is very possible that the last three anthivola from the Makris-Marga-
ritis Collection were integrated in the files of the painters from Chion-
iades via Mount Athos, where they were trained and then worked at
the end of the 19* century®. In any case, it is known that during the pe-
riod in question Mount Athos became a place of training for painters,
a real crossroads of fruitful artistic exchanges and mutual influences®.
Accumulated in the working files of these itinerant painters are draw-
ings, anthivola and even engravings, old or new, traditional or modern,
westernizing or Russian, complex or simplistic, proof that the painters
renewed their repertoire in iconography and style, and so responded
to the aesthetic preferences of their multifarious clientele.

Within this common framework of action of all the members of the
local workshops, the artistic development that characterize the 18" and
19" centuries, on the one hand ensured the survival of the Byzantine
heritage and on the other, contributed to the formation of a common
artistic “dialect” among painters in the Balkans®. The contribution of
the working drawings in this direction is of particular importance, ev-
ident and direct, since the anthivola were easily transferred, copied,
borrowed, exchanged or bequeathed to the heirs of the local family
workshops.

35 Nanou 2011: 389-390, fig. 3.
36 Chatzidakis 1987: 105-109, 129-130; Drakopoulou 2002: 104-105, 119.
37 Chatzidakis 1987: 75.
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KakbB e IpMHOCHT Ha KOMUPKUTE
B 0(pOpMSIHETO Ha eATHEH N300pasnTeaeH e3VK?
HabaroaeHns1 BbpXy pUCYHKUTE ¥ UKOHUTE
Ha MaakuTe 30rpadCKy aTeanera
Ha baakanure nipes XIX Bex

Andpomaxu Kaveraxu - Mapus Harny
Z;}\ A

e

MsyuasaHeTo Ha ABajdeceT U YeTUPU IOATOTBUTEAHM CKUIIM — KOIUPKU OT KOAEK-
umsTa ,Maxpuc-Maprapuruc”, ce 40kasa KaTo MHOTO 04aroTBOpHa II0YBa 3a pas-
IIMpsBaHeTO Ha IIPOyJYBaHNATA BbPXY B3aIMOAEICTBIATA Ha OTAeAHM aTeANeTa 3a
ITbPKOBHO M3KYCTBO, akTuBHM Tpe3 XIX B. Ha baaxanuTe, KakTO 11 32 OPOPMAHETO Ha
eAMH o011 n300pasuTeeH MaHIep.

Pucynkure oT criomeHaTaTa KOAEKIM ca OT apXuBa Ha MKOHOIICerla AHacTacuoc
Mapunac ot c. Xuonnagec, obaacr Enup, 6aria Ha 6patsra sorpadu Xpucroayaoc
u Tomac. CpaBHUTeAHMAT aHAAU3 Ha KOIUPKUTe, AaTupaHy Hali-seue oT XIX B., ro-
TBbpPAM IPOU3X0JAa UM KOAKOTO OT CeMeIHOTO aTeAue, TOAKOBa U OT APYTM Maii-
cropcku padoruanuiy ot Cesepna I'spins (Kanecoso, Camapuna, CseTa ropa), HO

u ot garemrHa bparapusa (Camoxos, bancko, TpsBHa).

PucynkaTa Ha HeM3BecTeH apXuepell HallOMH:I 3a TIOATIICAaHU TBOpOM Ha AHacTacu-
oc Mapunac, Ha Koroto ce u arpudbyupa (®wur. 1). ITpes cpius nepmuoa To3u TUII
apxmepeii ce M3110A3Ba B MKOHU U CT@HOIIVICH, HOCEIIU MOATIMCUTe Ha 30Tpadu OT

Camapuna, Xuonnagec, Kopura, barcko, Camokos n Ctpanaxa.

Ha Anacracnoc Mapunac ce npummcsa 1 Konupkara ¢ oopas Ha Cs. boropoaniia
ITpTeBOAUTEAKA IO OTHOLIIEHNE Ha MKOHOTpadCcKaTa cxeMa, HO I CIIOpe U3pa3HUTe
CpeACTBa, IIO3HATU B M3KYCTBOTO Ha KOHTMHeHTaAHa I'bpius ome ot XVI 8., mpemu-
HaAM U IIpe3 cAeaBalliTe BeKOBe B MHOXKeCTBO OaakaHcky UKoHM (®ur. 2). Xapak-
TepHM IIpuMepu ca Tpu ukonu Ha Cs. boropoauiia Eaeyca, cebp3ann ¢ TBOpuecTso-

TO Ha 30rpa(1>1/1 ot CaMOKOBCKaTa IIIKoAa.

B xommpxata , Xpucroc Becegbpxurea”, xbaero Mucyc e mogabpKaH OT aHreAu ¢
Komus, ce 3a0eAs13BaT AOCTOMHCTBA, HAIIOMHSAIIM 3a BMCOKATa XyAO>KeCcTBeHa CTOM-
HOCT Ha aTeAueTara, paboTtemy Ha ATOH, cpe4 KOUTO Kpbra Ha Makapunit ot 'aaa-
tucra 1 Ha Hukndop or Kapnenncnu, konrto odpopmsr ot xkpast Ha XVIII 1 Hagaaoto
Ha XIX B. T.Hap. ,cBeToropcku ctua” (®Pmur. 3). Cpea Obarapckinte areanera oi00eH



ITanTOKpaTOp € 0cobeHO mpeAnountad oT AuMuTep MoaepoB, KaKTo € B HeToBa
nkoHa ot 1811 r., mpu mogo6Ha nkoHa Ha Xpucro Aumutpos oT CaMOKOB (Ha9aa0ToO

Ha XIX B.) mam oT cxo4Ha cKulla Ha cHa My 3axapuii 3orpad (ok. 1840 r.).

3a mpeHacsHeTO U IpUeMa Ha CBETOTOPCKUTE MOJEAU B TBOPYECTBOTO Ha aTeAU-
eTaTa Ha TepUTOpUATa Ha AHelHa bparapus onpeaeasmy GpakTopu, 3raexkaa, ca
Oman, OT eAHa CTpaHa, TOPBHUYKUTE Ha MKOHM Ha CBeTa Topa OT IpeACTaBUTeAN Ha 3a-
MO>KHUTE ITbPKOBHU I CBETCKI CA0eBe Ha O'bATapCcKOTO OOIIeCTBO 1, OT ApyTa, 00y-
4JeHneTo Ha OaAKaHCKH 3orpadu Ha ATOH, KaKbBTO e caydasTt ¢ Xpucro AuMutpos
ot Camokos. Tpu pucysnkn ot koaekuusra: ,Cs. boropoanna Ogurntpus” (Pur. 4),
,,CB. Muna” (®@wur. 5), xaxro u ,,Cs. Tpouna” (Pur. 7), ce cbbp3BaT MKOHOTPAPCKI
U CTUAVCTUYHO CbC CbOTBETHNUTE IMOAIIMCAHN [IAPCKU VKOHN OT MKOHOCTaca Ha MUT-
ponoanTckaTa Irbpksa B CaMOKOB, KOUTO ITOCAe]0BaTeAHO ca OmAM aTpubynpaHm
KaTo Aeao Ha Xpucto Avmvurtpos, Ho 1 Ha Huxudop or Kapnenucn (Pur. 6). TsacHo-
TO CXOACTBO Ha KOIIMPKMTE ¥ MKOHUTe ITOTBhP>KAaBa IIMPOKOTO paslpocTpaHeHye
Ha CBeTOIOPCKUTe MOJeAN B IOXKHHUTe JyacTu Ha baakaHuTe.

KoM caapaHoesnunute kpbrose Ha CpeTa ropa mperipaija pUCyHKa C YCAOXKHeHa
uxoHorpadus ,Cs. boropoana Heyssxsara posa” B leHTEpa, a rope B KOMIIO3M-
1uATa ca usodbpasenn Cpeta Tpouia, arioctoan, iiepapcu 1 CBeTIIM IO TPUTe Kpa-
nma (Pur. 8). VInTepec rpejcrapasaBa ¥ ChBMECTHOTO M300pa3aBaHe Ha CPHOCKUTE
cerrin Casa u CumeoH 3aeaHo ¢ Gbarapure cB. Voan Puackn u cs. [lancnii. Bes
Ja ce U3KAIOYBa MAeHTM(pUKAIVATA Ha ITocAeaHus cbe cB. [Taucnit Beanxku, mpu-
MaMAuBa M3IAeXKJa XUIloTe3aTa TOBa Ja € eAHOMMEHHUAT IIpourymMeH Ha X1AeH-
AapcKisl MaHacTUp 1 aBTop Ha , VIcropus caapaHoObArapcka”, obsseH npes 1962 r.
oT ObarapckaTa ITbpKBa 3a cBeTell. B caydait ge Tasu naeHTudUKanms e BipHa, TO
KOMMpKaTa MOXe Ja ce IpueMe 3a Hali-CTapoTO 3alla3eHo n3oopakeHne Ha [Tancnii

Xnaenaapcku.

Pucynkara no xumHa , Xpaaute” g0Ka3ba oOOTraTsIBaHeTO Ha apXMBa Ha 3orpadure
oT XMOHMajec ChC CIOXKeTH, BepPOATHO IMPOU3X0XKAAII OT ATOH, KbAETO Te3M Xy-
AOXHMIM yuaT 3aHasATa cu (Pur. 9). ObuAMeTo OT ABye3UYHM HaATIMCK Ha TPBLIKU
U ITbPKOBHOCAABSTHCKY B Ta3y KOMMpKa ITOKa3Ba MHTepeca Ha 3orpadure OT XMOHM-

aleC KbM obzacTuTe ChC CAABSIHOE3UYHO HaceAeHue.

Haxkpas1, pasanganTe mbTUINA 3a TBOpYeCKa KOMYHMKAIIV MeXAy 6aaKaHCKNTe 30-
rpad)cKu aTeaneTa ce MAIOCTpUpaT OT U300paskeHNeTo Ha 9-Ta r1aBa OT ATIOKaAMUII-
clca B MUHHMATIOpHaTa KOIMpPKa OT KOAeKI[MATa, KaKTO e MMUTHpPaHO AOCTOBEPHO,
HO B pe3IOMMpaH BapMaHT I HaiBHO OT CTEHOIINC CBhC CBHIIMI CIOXKeT B Prackus Ma-
Hactup (cpeaata Ha XIX B.) ot Aumutsp Xpucros (®ur. 10).

B seficTBuTEAHOCT € TBBpAE BepOsTHO KOIMPKM OT KoaekiuArta ,Maxpuc-Mapra-
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putuc” ga ca BKAIOYEHU B CBUTBIIUTE C IIOATOTBUTEAHM PVICYHKU Ha 30rpadure OT
Xnonnagec nocpeacrsoM CBeTa ropa Iopaau BaXkKHata 1 poAsi B 00pa30BaHIETO UM
U MPUEMCTBEHOCTTa Ha XYAO>KeCTBeHUTe IOXBaTU UM TeHAEHLMM Hali-Bede B Kpas
Ha XVIII 5. n mpes XIX 8. KbpM MoHaIIeckaTa 1 40HAKbAe KOCMOIIOAUTHA Cpeja Ha
aTOHCKaTa OOITHOCT HGaaKaHCKKTe 30Tpady ce OOpBILAT HEM3MEHHO, 3a 4a Ce UH-
Jopmupar 3a TeHAEHIIMNUTE B 3aHasATa UM, a YYEHETO Ha MKOHOIIUC TaM UM IIpuAaBa
aBTOPUTET I CAaBa, 3alI0TO Ha CBeTa ropa ce BABXHOBSBAT U OT 0A5ICKAaBU IIPOU3Be-
AEHMS Ha XXUBOIIUCTA, yKpacsaBalllM IIbPKBUTE Ha MaHACTUPUTE, y4acTBaT B TSIXHATa
OOHOBa 1AM TI0eMaT MOPBYKM 3a HOBY aHCaMO0A, OOMEHAT 3HaHM:, IIPeHacsT OIUT
u Mogean. Taka ATOH ce g0Ka3Ba KaTo IL[eHTBbP 3a Xy40KeCTBeHa U KyATypHa ,,0C-
Mo3a“.

B Tasu o0111a paMKa Ha AelICTBIe Ha ITOMECTHHTE aTeAreTa XyA0KeCTBeHIUAT TI0JeM,
Geaszaa xpas Ha XVIII B. n Hait-eve means XIX B., gorpuHacs 3a 0pOpMAHETO 1
YTBBbpPKAaBaHeTO Ha eAMH OOl M300pa3NuTeeH e31K 3a OOITyBaHe Ha OaaKaHCKNUTe
sorpadu. ITpuHOCHT Ha IOATOTBUTEAHUTE PUCYHKU U KOIIMPKUTE B Ta3) HAcOKa e
SIBEH U AVIPEKTEH, 3alll0TO Te3M CKUIU AeCHO ce IpeHacAT, KOIMpaT, 3aeMaT, oOMe-

HIAT AU HacAeAABaT OT IIOKOAeHIATa Ha OTAeAHUTE Cl)aMI/I/lHI/I aTeAneTa.



Reproducing Engravings
on a Single Icon: The Case of the
Theotokos Megaspelaiotissa

loannis Vitaliotis!

Abstract: A unique Vita icon of the Theotokos Dexiokratousa (1806) in Chrysopege
monastery, Crete, is signed by Athonite painter Nikephoros from Karpenisi (+1816).
The main subject, a reproduction of “St Luke’s icon” of the Mega Spelaion monas-
tery, is surrounded by eleven scenes illustrating its legend. The composition is based
on two late-18" — early 19" century engravings. The donor, hieromonk Kallinikos
Megaspelaiotes, might have ordered it for one of the two metochia of the Pelopon-
nesian monastery in Constantinople. He can be identified with the homonymous au-
thor of the Little Vespers, added to the office for the patron saints of Mega Spelaion
(Athens, 1840).

Key words: Post-Byzantine Painting, Icons Engravings, Icons of the Virgin (Mother
of God), Vita Icons, 19th Century Pre-Modern Painting, Athonite Post-Byzantine
Painting, Miraculous icons

A Vita icon of the Theotokos? very well preserved, is exhibited in the
narthex of the catholikon of the monastery of Panagia Chrysopege in
Chania, Crete’ (Fig. 1). Its dimensions are 1,02 m. (height) x 0,75 m.

1 Dr loannis Vitaliotis is Associate Researcher in the Research Centre for Byzantine and Post-Byzantine
Art (KEVMT) of the Academy of Athens. He has been lecturer (2006-2018) in the Hellenic Open Univer-
sity. He has been working in the field of Byzantine, Medieval and Post-Byzantine Painting in Greece and
Albania, as well as in that of the relationship of space and cultic objects with hagiography and liturgy.

2 T'would like to express my most sincere thanks to abbess Theoxene and the Sisterhood of the
Holy Patriarchal and Stavropegiac Monastery of Panagia Chrysopege in Chania, Crete, for the
kind permission to publish the icon of the Megaspelaiotissa, as well as for their warm hospitality.
3 Short mention in Chatzidakis, Drakopoulou 1997: 233, entry Nixnedpoc (10), No. 4: “Theotokos
Dexiokratousa, 1806, Chrysopege monastery, Crete. Note by M(anolis) Ch(atzidakis) 1955”.
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(width) x 0,25 m. (thickness).

The central panel occupies about half of the total surface. The The-
otokos is depicted sitting from the knees upwards and holding the
Child on her right arm (Dexiokratousa); she is crowned by the two
archangels holding each a medallion bearing the letters M(rjtn)P |
O(eo)Y. Christ is not represented with an upright torso, as is the case
for the Hodegetria*, but he is laying on his Mother’s arm. The back-
ground is blue with white clouds.

The inscription below, with capital letters (albeit with spirits and ac-
cents), mentions a megalynarion of the Canons of Supplication to the
Virgin (Paraklesis), as well as the donor’ name, followed by that of the
painter in much smaller minuscule script:

ANANA TA XEIAH TON ACEBON, TON MH ITPOCKYNOYNTON,
THN EIKONA COY THN CEIITHN, THN ICTOPH-I®EICAN YITIO
TOY AIIOXZTOAOY, AOYKA IEPQTATOY THN OAHTHTPIAN-t
AIA XYNAPOMHZE KAI AAITANHE KAAAINIKOY! IEPOMONA-
XOY METAXZIIHAAIQTOY. 1806 6w xeipoc Nixngopov (Speechless
be the lips of impious ones, those who do not reverence your great icon, the
sacred one, which is called Directress, and was depicted for us by one of the
apostles, Luke the Evangelist>. With the help and on the expenses of hieromonk
Kallinikos Megaspelaiotes. 1806. By the hand of Nikephoros) (Fig. 2, 7).

Nikephoros has been easily identified with the homonymous painter
from Karpenisi, in the mountainous region of Agrapha, in Central
Greece. His activity has been well attested between 1773 and 1816,
the year of his death. This founder of “Karpenisiotes” workshop” in
Karyes, capital of Mt Athos, was a disciple of Damaskenos, a monk
and painter originated from the same village and probably belong-
ing to the circle of Dionysios of Fourna. Furthermore, Nikephoros
reportedly took painting lessons near Nikolaos from Chios, also an
engraver®. Apart from being a painter of icons, he was engaged in

4 On the Hodegetria: Mouriki 1987; Vassilaki 2000: Nos. 54, 57-66 (various authors); Angelidi,
Papamastorakis 2000; Angelidi, Papamastorakis 2016; Bacci 2016. On the “reversed” Hodegetria /
Dexiokratousa: Papazotos 1978; Kouneni 2008: 101-102; Chatzidaki 2016; Karagianni 2018, no. 10 (A.
Tourta).

5 https://www.goarch.org/el/-/the-service-of-the-small-paraklesis-intercessory-prayer-to-the-
most-holy-theotokos (retrieved June 30, 2019).

6 On Damaskenos from Karpenisi: Chatzidakis 1987: 238-239, entry Aauacknvog (3); Bonovas 2009:
50-53; Drakopoulou 2010: 231-232, entry Aapacknvoc (3). On Dionysios of Fourna: Kakavas 2008;



Fig. 1. Vita icon of the Theotokos Megaspelaiotissa (1806),
Holy Monastery of Panagia Chrysopege, Crete

mural painting in Athos and on the island of Lesbos, as well as in
engraving, then in vogue’.

Tsigaridas 2011; Vassilaki 2012; on Nikolaos from Chios: Chatzidakis, Drakopoulou 1997: 243-244,
entry NixoAaoc (56).

7 On Nikephoros (I) and the “Karpenisiotes” workshop”: Chatzidakis, Drakopoulou 1997: 233, en-
try Nikn@dpoc (10) (where his activity is attested between 1788 and 1806); Simonopetritis 1999: 59,
61; Bonovas 2009: 53-58, 77-86; Bonovas 2011.
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Fig. 2. Theotokos Megaspelaiotissa, Chrysopege monastery (1806). Dedicatory inscription, scenes v, vi, xi

Fig. 3. Relief “St Luke’s icon”, Mega Spelaion monastery
(probably late 11"century)

The central panel of the icon of
Chrysopege is surrounded by
eleven narrative scenes, five of
these on each long side and a
bigger one at the bottom. To-
gether with that particular var-
iant of the Dexiokratousa and
the megalynarion, they reveal the
identity of the icon: It is a “rep-
lica” of “Luke’s icon” in Mega
Spelaion (Great Cave) monas-
tery, near Kalavryta, in north-
western Peloponnese® (Fig. 3).
The miniature compositions
narrate its wondrous legend,
associated with St Luke the
Evangelist, “Holy Maiden” Eu-
phrosyne and “Holy Fathers”

8 On the monastery of Mega Spelaion: Sotiri-
ou 1918; Lappas 1984; Chotzakoglou 1997: 105-
123; Papamastorakis 1997; Yfantis 1999 (recen-
sion: Chotzakoglou 2003); Anagnostakis 2004;
Smyrlis 2006: 26-27; Amriutei, Cotovanu, Olar
2014: 223-227.



Symeon and Theodoros, along with its miracles (in the right column).
“St Luke’s Virgin” is present in nine of these panels.

Left column, from the top to the bottom:
[i] O AI'TOc AOYKAC (St Luke) M(1itn)P ©(e0)Y (Mother of God) (Fig. 4)

[ii] OI KTITOPEC TOY MONACTHPIOY (The Founders of the Monas-
tery) (Fig. 4)

[iii] EN Ht TIOENTAI OI ACOENEIC ([The Church] in Which the Sick
People are Placed) (Fig. 6)

[iv] DONOC TOY APAKONTOC (Killing of the Dragon) (Fig. 6)

[v] ENOA EQANEPQCEN O TPAI'OC THN AITAN EIKONA THu
AT'TA1 KOPHt (Where the Billy Goat Revealed the Holy Icon to the Holy
Maiden) (Figs. 2, 6)

Middle of the bottom row:

[vil ENTAY®A YIIHNTHCEN H AI'lA KOPH TOYC AIIOYC
ITATEPAC K(ai) KTYIIONTAC ME THN POKAN ANEBAYCEN
YAQP K(at) EBAACTHCEN H POKA (Here the Holy Maiden Met the
Holy Fathers and as She Hit with the Rocket, There Was Water Spurting
and the Rocket Sprouted) (Fig. 2)

Right column, from the top to the bottom:
[vii] ENO®A ECXICOH H IIE|TPA (Where the rock was split) (Fig. 5)

[viii] H AIAC[Q]CIC T[OY] I[IAIAOC [TNAKQOENTOC (The Rescue
of the Child Caught in a Landslide) (Fig. 5)

[ix] H AIIOKATACTACIC NEOY IIOAOC (The Reestablishment of the
New Leg) (Fig. 7)

[x] H ANACTACIC TOY ®ONEY®ENTOC IEPOAIAKONQY (The
Resurrection of the Murdered Hierodeacon) (Fig. 7)

[xi] ATAC THC OEAQN AIIOKEQAAICAI AYO IIATEPAC
CYNTPIBEI H CIIA®Y (The Breaking of the Sword When an Agha Want-
ed to Decapitate Two Fathers) (Fig. 2)

Both in iconography and style, the icon of Chrysopege combines tradi-
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Fig. 4. Theotokos Megaspelaiotissa, Chrysopege monastery (1806). Detail of the main panel, scenes i, ii

Fig. 5. Theotokos Megaspelaiotissa, Chrysopege monastery (1806). Scenes iii, iv, v




tional Post-Byzantine features with Western ones. The central subject,
as well as most secondary scenes could not be conceived outside the
(Post-)Byzantine iconographic tradition. At the same time, the rather
naturalistic rendering of the figures, the buildings, the clouds and the
landscape, albeit more or less stylized, owe much to the Post-Renais-
sance Western painting, known to the Orthodox East through Flemish,
German and Italian prints’. This “mutation” of the Post-Byzantine pic-
torial tradition becomes a dominant characteristic of the art of painting
in the Balkans since the mid-18™ century. More precisely, Nikephoros’
icon exemplifies a “savant” trend belonging to the late phase of the
so-called “oriental rococo” or “Turkish baroque”’. This “Athonite
School” of the late 18™ and 19™ centuries was spread in large parts of
the Balkans, partially through “Karpenisiotes” workshop”. Its principal
features are the quality of design, the miniaturized details, the theatri-
cal postures, the organic incorporation of abundant naturalistic decora-
tion, as well as the widespread use of gold and of bright tints of green,
blue and red.

Around 1800 Mega Spelaion was the most famous and prosperous
monastery of Peloponnese’’. Its founding goes back to the late 13™
century; its first documented steps are associated with Andronikos II,
Andronikos III and John VII Kantakouzenos, the emperors portrayed
as founders on Nikephoros” icon. From the early beginnings, its main
holy object has been being a relief icon of the Dexiokratousa Theotokos
believed to be an artwork of Luke the Evangelist'? (Fig. 3). In fact, it is
not older than the 11" 12" centuries, although a later date (13" centu-
ry) has been also proposed®. The legend relates that it was miraculous-
ly found by shepherdess Euphrosyne who handed it over to monks
Symeon and Theodoros from Thessaloniki, wandering in Peloponnese
long before the Paleologan dynasty.

9 Chatzidakis 1987: 103-105; Rigopoulos 1998; Rigopoulos 2006; Tsimboukis 2013; Deluga 2014a; Stosi¢
2019.

10 On “Turquish baroque”: Chatzidakis 1987: 99-113; Garidis 1996; Papageorgiou 2010: 40-41, 264-
267; Stosi¢ 2019. See also: Kuyumdzhiev, Moutafov et al. 2018 (with further bibliography).

11 Amiriutei, Cotovanu, Olar 2014: 226-227. On the second Ottoman domination of Peloponnese
(1715-1821): Pylia 2001 (with further bibliography).

12 On St Luke as a painter: Vassilaki 2000: Nos. 55-56 (B. V. Pentcheva); Bacci 2000; Verstegen 2008:
517-523; Chatzidaki 2012. On “Luke’s icons”: Klein 1933; Bacci 2000; Heldman 2005; Chatzidaki 2012.
On wonder-working icons of the Virgin: Lidov 2000; Lidov 2004; Pentcheva 2011.

13 Sotiriou 1918: 59-60 (10* century); Xyngopoulos 1933 (late 11"-early 12" century); Xyngopoulos
1965: 75-76 (date reconsidered: early 13" century, Palestinian origin); Vassilaki 2000: 87 (probably
11" century); Chatzidaki 2007: 124-127 (13* century).
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Fig. 6. Theotokos Megaspelaiotissa, Chrysopege
monastery (1806). Detail of the main panel, dedi-
catory inscription, scenes ix, x

Fig. 7. Theotokos Megaspelaiotissa, Chrysopege
monastery (1806). Detail of the main panel,
scenes vii, viii

The creation of Nikephoros” Vita
icon was not in fact an entirely origi-
nal project: It was based on the com-
bination of two engravings' direct-
ly associated with Mega Spelaion,
the first one for the narrative scenes
and the second one for the Dex-
iokratousa of the central panel.

Namely, the miniature composi-
tions dedicated to “Luke’s icon” ap-
peared first on an engraving printed
in Venice in 1780%. Its main subject
is a schematized depiction of Mega
Spelaion, typical of the various
Proskynetaria'®, with a long annota-
tion for its landmarks and curiosi-
ties (Fig. 8). On the upper part two
small panels have been inserted, re-
spectively with St Luke as a painter,
left, and the Dormition of the Virgin,
right. That “sacred topography” of a
pilgrim site “organized on the prin-
ciple of a Holy Land in miniature”?’,
is flanked by ten scenes arranged in
two columns: the Old Miracles of the
Most Holy Mother of God on the left
and the New Miracles on the right.
Their source is the first Proskymne-
tarion of Mega Spelaion, written by
hierodeacon Parthenios Peloponne-

14 On paper icons: Papadopoulos 1999; Iliou 1999.
On engravings related to 19" century icon paint-
ing: Tourta 1999b; Katselaki, Nanou 2009.

15 Papastratou 1986 (& Papastratos 1990), 2: No. 544.
16 On Proskynetaria: Lappas 1984: 80-81; Kadas
1998; Georgopoulou-Vera 2003; Rubin 2013; Deluga
2014b; Arad 2018; Mavrika 2018.

17 Lidov 2000, 54 (relating to Mega Spelaion). See
also Amdriutei, Cotovanu, Olar 2014: 226-227.



r

Fig. 8. Mega Spelaion monastery, “Old” and “New Miracles” of the Theotokos. Engraving,
Venice 1780 [credit reprinted by the Holy Monastery of Mega Spelaion]

sios (Venice, 1765)". Nikephoros copied with accuracy all of these
episodes, retaining even their order. The only difference concerns the
left column, which, on the engraving, starts with the Royal Founders
and ends with the Miracle of the Source.

The same scenes in the same order (with the exception of the Royal
Founders) are to be found in a paper icon of 1813 created by Parthenios
and Gerasimos Karavias from Ithaca’. The central panel is flanked
by ten episodes dedicated to “Luke’s icon”; the topography of 1780 is
reproduced below the image of the Dexiokratousa Theotokos.

The variant of the Dexiokratousa on the icon of Chrysopege is well-
known from a few, mainly Athonite engravings. The most ancient
one, of the year 1803, was supposedly created by Nikephoros him-
self, having already at least thirteen years of experience in engrav-

18 Proskynetarion 1765 (republished in: Ktetorikon 1840: 45-85). On the Proskynetaria of Mega Spe-
laion: Lappas 1984.

19 Papastratou 1986 (& Papastratos 1990), 2: No. 545.
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Fig. 9. Theotokos Dexiokratousa, copy of “Luke’s icon”. Mt Athos, 1814
[credit Papastratou 1986, 1, Fig. 91]

ing?,with the financial aid of a certain Clement, of Iveron monas-
tery*'. The paper icons of 1814 (Fig. 9) and 1817 (most probably also

20 Bonovas 2009: 55.

21 It bears no signature; it is mentioned in Simonopetritis 1999: 61 (as Luke’s Virgin) and Bonovas



that of 1803), to name but a few, are entitled “a copy of that painted
by Luke the Evangelist” (dvtitvmov 11¢ iotopnBeiong vo tov dmo-
atoAov Aovka)®. Two of a later date (Mt Athos, 1834 and 1835) bear
the inscription 1} MeyaonnAaiwtiooa (of Mega Spelaion)®. The close
affinity of all the above engravings with Nikephoros’ icon includes
also the two archangels*.

Let us note that there were no standardized copies of “Luke’s icon”,
at least till the early 19" century: this is proven by the Hodegetria
on the frontispiece of the hymnographic collection for the Virgin
and the Patron saints of Mega Spelaion (1706)*, by the Eleousa of
the Proskynetarion of 1765%, by the relief image of a Nursing Dex-
iokratousa (Galaktotrophousa)” on the copper doors (1805) of the ca-
tholicon of the aforesaid monastery (Fig. 10), as well as by a similar
Athonite paper icon titled ) MeyaomnAaiwtiooa (mid-19" century)®.
As a matter of fact, the differentiation of our icon from the Galak-
totrophousa might be intentional, reflecting the donor’s desire for a
more accurate reproduction of “Luke’s icon”.

Interestingly enough, the surname 1 Meyaonniawwticoa does
not emerge before the 1830’s. On the contrary, the inscription 1
Lrnndaiwwtiooa (of the Cave), is attested by a few icons and drawings
of the Galaktotrofousa associated with Ioannes of Anastasios from
Kapesovo; the oldest among them dates from 1778 (Velimezis Collec-
tion)”. As it is entitled “a copy of Luke’s the Evangelist icon kept in
Mega Spelaion”, Spelaiotissa might be the original surname of the won-
der-working icon. This is confirmed by the existence in the Pelopon-
nesian monastery, till the fire of 1934, of a Spelaiotissa listed among
the “seventy St Luke’s icons”®. Few years after 1806 that toponymic
has been supposedly replaced by the more “explicit” Megaspelaiotissa.

2009: 56, but without any description or photography.

22 Papastratou 1986 (& Papastratos 1990), 1: Nos. 91-94. An identical Dexiokratousa is found on
an embroidery and two silver plates, one from 1835 (Museum of Mega Spelaion, unpublished).

23 Papastratou 1986 (& Papastratos 1990), 1: Nos. 93-94.

24 Papastratou 1986 (& Papastratos 1990), 1: Nos. 85-94; Yurchyshyn-Smith 2015: 150, No. 113.
25 Synaxis 1706.

26 Proskynetarion 1765.

27 On the Galaktotrophousa: Vassilakis 2000: No. 70 (M. Bacci).

28 Papastratou 1986 (& Papastratos 1990), 1: No. 90.

29 Chatzidakis 1998: No. 61; on the Spelaiotissa: Nanou 2014.

30 Sotiriou 1918: 60.
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A feature becoming commonplace in the Orthodox imagery of the
late 18" and 19* centuries is the Coronation of the Theotokos by two an-
gels® (Figs. 4, 6). One of the earliest examples of this theme associated
with the Dexiokratousa is a Makarios” from Galatista Galaktotrofou-
sa (1784, Byzantine and Christian Museum, Athens)®.

All things considered, Nikephoros” engraving of 1803 (or a possible,
somehow earlier, prototype model) became the “definitive” Me-
gaspelaiotissa. This is attested, among others, by the lithographic
print by Konstantinos Fanellis, in academic style, at the frontispiece
of the “official” Proskynetarion of Mega Spelaion (Athens, 1840)®.

The “Cretan” Megaspelaiotissa is a hapax, because it does not seem
to have been ever reproduced as is. The question to be considered
now is its raison d’étre. The peninsula of Peloponnese, contrary to
Macedonia, Bulgaria and Thrace, was beyond the scope of Nikepho-
ros’ activity. Hence, the donor, hieromonk Kallinikos, might be con-
nected with one of the metochia (dependencies) of Mega Spelaion in
Constantinople, Vlach Serai and St George Karipis. Thanks to the
reputation of the Peloponnesian monastery, Gregory III Ghika, ruler
of the “Whole Hungary and Wallachia”*, donates to it, in 1769, Pa-
nagia Paramythia, in the district of Phanarion (Fener). The church,
commonly known as Vlach Serai, used to be part of the residence of
the Wallachian princes®. A few years later, in 1786, the monastery
of St George Karipis in Antigoni, in the Princes’ islands, is being at-
tached to Mega Spelaion by patriarch Prokopios, after a proposal of
the guild of the inn-keepers (povpétiov Twv kannAwv) of Phanarion,
due to its high maintenance costs. In a sigillion signed by patriarch
Neophytos in 1792 the Fathers of Mega Spelaion appear as “having
struggled a lot to expand and improve” their new property?.

Judging by its dimensions, Nikephoros” Megaspelaiotissa might have
been destined for the iconostasis of one of those dependent churches,
as a visual promotion of the “dominant” monastery, a centuries-old

31 Katselaki, Nanou 2009: 266-267.

32 Katselaki, Nanou 2009: 257, fig. 20.6.

33 Ktetorikon 1840, Chatzidaki 2007: 125, pl. 60b. On Konstantinos Fanellis: Frilingos 2005.
34 Brezianu, Spanu 2007: 164, entry “Ghika, Grigore III”.

35 Publication of the document: Ktetorikon 1840: 106-107. On Vlach Serai: Von Tietz 1836: 160. On
Wallachian rulers and Mega Spelaion: Amiriutei, Cotovanu, Olar 2014.

36 Publication of the documents: Ktetorikon 1840: 97-102.
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Fig. 10. Copper doors of the catholicon of Mega Spelaion (1805).
Theotokos Galaktotrofousa and prophets

abode of the Mother of God and a healing shrine. It is not known
when und under which circumstances the icon was found in Chania.
However, while there are no indications on exchanges between Mega
Spelaion and Crete, the close relations of the Church of the island
with the siege of the Ecumenical Patriarchate during the Ottoman
period are well-documented®.

Hieromonk Kallinikos Megaspelaiotes might have occupied a sig-
nificant place in his monastery at the beginning of the 19" century.
However, the archives of Mega Spelaion perished in the fire of 1934
and the only further reference to a certain Kallinikos is found in a
publication of the office (Akolouthia) for the patron saints, Symeon,
Theodoros and Euphrosyne. Their feast coincides, not accidentally,

37 See: Fanourakis 1947; Fanourakis 1949; Fanourakis 1950a; Fanourakis 1950b; Fanourakis 1952: No.
102.
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with that of St Luke, on October 18. The Akolouthia was published
in 1840 in Athens as an annex to the Proskynetarion®* compiled by
the erudite clergyman Konstantinos Oikonomou on the orders of
Mega Spelaion. The Little Vespers are entitled “a Kallinikos” crea-
tion” (roinua KaAAwikov)”. As this complementary office was ab-
sent from the original Akolouthia of 1706 (dating from Andronikos
Il reign)®, it was undoubtedly included in the material Oikonomou
had received from the monks; therefore, the year 1706 is a terminus
post quem for its composition. The author was apparently a cultivated
monk whose purpose would be the exaltation of the venerable shrine
of the Peloponnese. Since these attributes could perfectly match the
donor of our icon, the latter might well be identified with Kallinikos
the hymnographer, a hypothesis that could be confirmed only if new
evidence came to light.

38 Ktetorikon 1840: 121-156. See also: Stratigopoulos 2007: 312.
39 Ktetorikon 1840: 121.

40 Synaxis 1706. See also: Lappas 1984: 81-86, 109-113; Stratigopoulos 2007: 310, 312; Amiriutei, Coto-
vanu, Olar 2014: 225.
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Bb3nponssexgaHe Ha rpaBlOpH
B €4Ha MKOHA:
cay4aar ¢ boropoaunja Meracmmmaeoruca

Voanuc Bumaruomuc

Z:f A~ ,{-\_,‘ J

Manacrupst , Boropoanna JXusonocen nsrounuk” B Xans, Kpur cexpanssa yHu-
Ka/lHa MKOHa, ITpeacTassiia boropoaniia ¢ Maajeneria, KOWTO A€M B AsCHaTa pbKa
Ha cBosTa Malika (Jexkcuokparyca). 3aMucAeHa e KaTO pelIpoAyKIMs Ha ,MIKOHaTa
Ha cB. /lyka” or manactupa Mera Crinaeon B Ileaononec; eanHageceT ClLieHM MAIOC-
TpupaT HeliHaTa AereHAa. HaanmuceT criomeHaBa KTUTOpa, itepomMoHax KaanHnkoc
Meracrmaeotuc, gatara 1806 r. n sorpada Hukndopoc, kaTo mocaegHusT e ocHOBa-
Tea Ha ,aTeAneTo Ha sorpadure ot Kapnenncu” Ha ATOH, IIpeACTaBAABAIIO , yIeHa-

Ta” AMHUA B T.Hap. , Typcku 0apok”.

Cp3gaBaHeTo Ha MKOHaTa ce Ha3upa BBPXY ABe rpasiopy, a uMeHHo ITpocknuuTa-
puit ot 1780 u , boropoauiia Ha cs. Ayka” ot 1803 r., nanpasenn ot Hukndopoc
(mau eBeHTyaAHO BBPXY HAKAKBB IO-CTap IpoTtoTnm). VIkoHarta Moske Ou e 61aa 110-
phuaHa 3a eAMH OT gBata MeToxa Ha Mera Crimaeon s Koncrantunonoa. Kaanamuxoc
MoOXe Ja ObJe naeHTHPUIMpPaH KaTo eJHOMMEHHIS aBTOp Ha cAy>K0a 3a CBeTI[uTe
IIOKpOBUTeAN Ha MaHacTpa (ATnHa, 1840).



Icon Templates in Religious Art

of Imperial Russia.

Moscow Old Believers and

the Icon-Painting of the 17* Century

Anna Manukian®

Abstract: This contribution explores paper icon templates from the collection of the Muse-
um of the Russian icon in Moscow. The selected examples are associated with the Moscow
icon-painting circles of the 19" century and linked to people who professed the so-called
Old Belief. All pieces were traced from 17" century icons produced in the Tsar’s workshops,
in particular, from the artworks commonly related with the icon-painters working on the
commission of the Stroganov family.

Key words: Stencils, patterns, models, anthivola, Old Ritualist, Stroganov
icon-painters

The entire history of art might be perceived as a continuous process-
ing of older models, as an adaptation of previous artistic achieve-
ments to new demands. In Russian church art of the Synodal peri-
od?, the process of assimilation of medieval images in accordance
with artistic purposes of the new era is well illustrated by so-called

1 Dr Anna Manukian is a research fellow at the Museum of the Russian Icon in Moscow, working in the
fields of Medieval Russian art (with a particular interest in church doors) and Russian religious art of the
18"~ 19" century.

2 A period in the history of the Russian Orthodox Church between 1721 and 1917, correspond-
ing exactly with the timespan of the Russian Empire, during which the Church was ruled by
The Most Holy Governing Synod.
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~npopucu” (prorisi) — paper icon templates — also known as anthivola
(avOipoAa) in Balkan tradition®. The Russian term proris’ was coined
to denominate templates reproduced either directly from an icon
panel, or from another paper template, engraving or drawing. To cre-
ate a proris’, icon outlines were traced with a mixture of garlic juice
and carbon black, then a sheet of paper was applied and this was
moistened by breathing on the paper. It was subsequently rubbed
thoroughly so that the print was transferred to the sheet. Alternative-
ly, a less damaging method was invented involving a so-called “roe
window”. A thin semi-transparent foil produced from a dehydrated
roe sack was nailed onto a wooden frame and consequently used as
tracing paper — this served as a membrane between an icon and a
piece of paper’. By this means, the reversed, mirror images of icon
composition were reproduced in real size. Afterwards a pale offprint
might be enhanced through additional hand drawing.

The collection in the Museum of the Russian icon in Moscow holds
around 270 prorisi, acquired in October 2010 on the occasion of the
47™ birthday of the Museum’s founder, Mikhail Abramov (1963—
2019). All pieces were produced between the second half of the
18™ century and the first third of the 20™ century. The most reliable
grounds for their dating are provided by the characteristics of the
paper used. Some of the paper sheets bear captions with the names
of their proprietors or executors and denote various icon-painting
centers of the Russian Empire. Yet, their scholarly study doesn’t only
aim to define time and place of origin, but also endeavors to map an
iconographic family, which includes an original medieval prototype,
its contemporaneous replicas and variations, as well as its further
derivations. Herewith not only fair, honest copies come into play,
but also intentional forgeries.

In the course of the research, a certain number of templates in the
Museum’s collection were discovered to replicate 17* century icons
painted in the Tsar’s workshops. Between the late 18" and early 20™
century, many icons that served as models for these templates be-
came part of Old Believer collections in Moscow, whether belonging
to private owners or one of the main Old Ritualist centers — the Pre-
obrazhensky or Rogozhsky Cemeteries. Accordingly, the templates

3 See Katselaki, Nanou 2011.
4 Svod 1995: 432.



in question were most likely executed by Old Believer icon-painters,
however none of the sheets appear to have been further used to cre-
ate a new icon. The paper is neither pricked nor soiled by charcoal
powder, the presence of which would suggest the mechanical trans-
fer of the template onto the gesso surface of an icon board.

Old Believers considered newly painted icons to lack grace, whereas
older icons, created years ago by those who they thought to profess
the right creed, were deeply venerated as paraphernalia of aristocrat-
ic rank. For all their piety, theft from a New Ritualist church was
regarded as an act of redemption of creed and was often equated to a
heroic deed, a true religious exploit, when in fact the Official Church
regarded it as a sacrilege. To steal an old icon from a state church
meant, in Old Believers’ eyes, to oppose evil forces, to confront the
devil who, after the Schism?® had become the custodian of all New
Ritualist church buildings®.

The concept perceived by Old Believers to be the true medieval Rus-
sian icon-painting style had been forming during the late 18" and the
first half of the 19" century, that is, in the Romantic period, distin-
guished by its particular concern for the national past’. The antiquar-
ian-minded Old Ritualists cherished The Tsardom of Moscovy of the
late 16™ and first half of the 17" century®. Old Believers perceived
this historical period as the ‘golden age” of Russian Orthodoxy and
associated it, notably, with the icons painted on commission of the
glorious Stroganov merchant family®. The eloquent remarks on the
reverse of some paper templates in the Museum collection confirm
that “the Stroganov art” was indeed a point of reference for many of
the 19™ century icon-painters. Figures 1 and 2 are examples of this,
with the comments translating as: transferred from the Stroganov draw-
ings (Fig. 1) and The meeting of the Vladimir icon of the Mother of God // a
Stroganov drawing (Fig. 2). The same is true of the proris’ repeating the
right half of the early 17" century icon “St Demetrius of Thessaloniki
and Prince Dmitriy of Uglich” (Fig. 3), signed by Prokopiy Chirin,

5 The dissention in the Russian Orthodox Church in the middle of the 17" century, when it split,
due to the reforms of Patriarch Nikon, into the official church and the so-called Old Believer or
Old Ritualist movement.

6 Tarasov 1995: 214-216.

7 Tarasov 2002: 328; Buseva-Davydova 2009: 77-80.
8 Tarasov 2002: 326-327.

9 Ibid. See also: Buseva-Davydova 2009: 81.
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Fig. 1. The Annunciation. Fig. 2. The Meeting of the Vladimir icon of the
As early as the second quarter of the 19" century. Mother of God. As early as the second quarter of
The Museum of the Russian Icon, Moscow. the 19" century. The Museum of the Russian Icon,
Inv. No. UM/ITp-245. 29,5x21,4 cm. Moscow. Inv. No. UM/ITp-256.

Paper, carbon black, cinnabar; print. Reverse translation Paper, carbon black, cinnabar; print, line drawing

(partly). Direct translation

the most celebrated representative of “the Stroganov school”. In the
course of the 19™ century this icon was in the possession of various
Muscovite art collectors, among them an Old Believer, Hierotheus
Afanassiev'.

A number of icons earlier ascribed to “the Stroganov school” have
been newly reconsidered as 19" century imitations, however precise
and skillful. The Stroganov masters appear never to have practiced
the mechanical transfer procedure to make a preliminary drawing on
the icon panel, instead favoring free hand-drawing with a brush. In
fact the use of stencils was characteristic only of late craft icon paint-
ing''. Thus, the St John the Warrior” icon from The Russian Museum,
formerly attributed to Prokopiy Chirin on the grounds of its counter-

10 Finally, as early as the middle of the 20" century, it was acquired by a Soviet painter Pavel
Korin. Presently in the State Tretiakov Gallery. Inv. No. Antonova 1966: 98-100, no. 74, fig. 92.

11 Iskusstvo 1987: 85-86. See also: Tarasov 2002: 326.
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Fig. 3. Saint Prince Dmitriy of Uglich.
Early 20™ century (?)

The Museum of the Russian Icon,
Moscow. Inv. no. UM/IIp-2. 27,4x14,5 cm.
Tracing paper, ink; drawing,

direct translation

feit inscription, was proved to be a
forgery created with the help of a
proris".

A priestless Old Believer" activist
at the Preobrazhensky Cemetery
and successful antiques dealer, Ivan
Strelkov became famous for icon
counterfeiting as he ingeniously
substituted older pieces with their
newly painted artful imitations.
Among the most notorious frauds,
performed by Strelkov, were thefts
from the Moscow Kremlin’s cathe-
drals'. On the reverse of a template
from the Museum’s collection,
transferred from a yet unidenti-
fied Nativity icon, apart from the
owner’s name Strelkov, there are
also written guidelines for paint-
ing another icon”. Given Strelkov’s
reputation, it is likely that these
instructions were written with the
ultimate goal of producing a forged
icon.

Another proris™® precisely reproduces the Mother of God of Kazan
icon from the Tretyakov gallery, painted in the Tsar’s workshops in
the second quarter of the 17* century (Fig. 4)"”. The inscription on the
reverse of the sheet declares that the image was transferred from the
Stroganov icon owned by the merchant Lavrenty Ossipov, a promi-
nent Old Believer activist and an ardent collector of religious antiqui-
ties. The back of the Tretiakov gallery icon also bears an inscription,

12 Iskusstvo 1987: no. 43, fig. 12-15, 18.

13 One of the two main factions of the Old Believer movement. Unlike their counterparts (the
priested Old Believers), the members of the priestless faction do not recognize priests ordained by

the reformed Official Church.
14 Titov 1885: part 1, 15; part 2, 156-157.

15 Inv. no. UM/IIp-257. Manukian 2018: 85.

16 Inv. no. UM/IIp-110. See: Manukian 2019: 251-253, fig. 1.

17 Preobrazhenskiy 2012: 45, fig. 11-12.
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Fig. 4. The Mother of God of
Kazan. Ca. 1811/12.

The Museum of the Russian Icon.
Inv. no. UM/Ip-110, 28,6x21,2 cm.
Paper, carbon black, cinnabar;
print, line drawing (partly).
Reverse translation

stating that the same Lavrenty Ossipov had acquired the panel in
Moscow and then had it restored around 1811/12'. The paper’s wa-
termark suggests that the print could indeed have been produced
during the restoration of Ossipov’s icon, which is duly associated
with the Old Believer icon-painting workshop at the Preobrazhensky
Cemetery”.

In 1822 another audacious Old Believer Nikolai Papulin managed to
buy at a bargain price as many as 380 old icons from an abundantly
adorned home chapel of the Stroganov family — the Annunciation
church in Solvychegodsk®. Papulin brought the icons to his provin-
cial estate and between 1822 and 1825 they were restored by a group

18 Ibid.
19 Preobrazhenskiy 2012: 49-53.
20 Pivovarova 2015: 26-30; Pivovarova 2004.
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Fig. 5. The Exaltation of the Holy Cross Fig. 6. The Guardian Angel.
First quarter of the 19" century (1822-1825(?)). Second half of the 19" century.
The Museum of the Russian Icon, Moscow. The Museum of the Russian Icon, Moscow.
Inv. no. UM/I1p-267. 34,1x22,6 cm. Inv. no. UM/ITp-148. 35x22,2 cm.
Paper, carbon black, cinnabar; print, line drawing. Paper, carbon black, cinnabar; print.
Reverse translation Reverse translation

of eight icon painters from the Preobrazhensky Cemetery*. One of
them, according to the written sources, was Efim Vassiliev?, whose
icon template “The Exultation of the Holy Cross” (Fig. 5) has been
discovered in the collection®. Its delicate graphics and subtle work-
manship, typical of the so-called “Stroganov” icons, suggest that this
pattern could well have been drawn upon one of Papulin’s acquisi-
tions in Solvychegodsk.

Two icon templates*, each of them displaying different degrees of com-
pletion (Fig. 6), could have appeared as an outcome of a similar reno-
vation process. Both were transferred from one and the same Guardian
Angel icon, currently in The State Russian Museum®. This panel was
also mentioned in the list of icons bought by Nikolai Papulin at Solvy-

21 Pivovarova 2018: 95, note. 404; Pivovarova 2009: 103; Yukhimenko 2016: 677.
22 Titov 1885: part 2, 151.

23 Inv. no. UM/IIp-267.

24 Inv. No-s. UM/ITp-148, 156.

25 Inv. no. APK-1030. Obrazy 2008: no. 191.
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chegodsk®. On the grounds of an author’s signature on its reverse, the
panel was ascribed to an acclaimed “Stroganov master” Nazariy Istom-
in Savin and dated to 1616. However, after further investigation, the icon
was discovered to have been thoroughly restored in the 19" century®.
The restoration would surely have taken place immediately after the
icon’s acquisition, on Papulin’s initiative®. In the meantime, according
to an Old Believer Jacob Sosin, engaged by The Russian Museum’s res-
toration workshop in the first half of the previous century, this icon was
restored in Moscow in the late 19" century®, and it was probably at that
time that both templates could have been created. Through the medium
of similar paper stencils, the icon was frequently reproduced, even if un-
dergoing a slight redesign®. This is an exceptionally lucky case in which
a large number of iconographic “family members” — an early “ancestor”
and its “descendants” —has been detected.

In other even more fortunate instances, by means of paper icon tem-
plates, we have managed to retrieve, or at least shed light on, missing
masterpieces, the current whereabouts of which are unknown. One
such example is the paper sheet with the image of St John the Divine
with a pencil note, reading “transferred in Moscow on the 2™ of De-
cember 1865” (Fig. 7)*. It is quite similar, though not identical to the
icon painted as a part of the Deesis composition at the end of the 16™
century by Pervusha, Prokpiy Chirin’s apprentice (initially from the
Annunciation church at Solvychegodsk, presently in the State Treti-
akov Gallery as part of the Pavel Korin collection)®.

Particular attention is warranted by the template with the saintly
equestrian Princes Boris and Gleb (Fig. 8). It originates from the icon
which was extremely similar, but not identical, to the late 17* century
panel from the Intercession Cathedral at the Rogozhsky Cemetery®.
However, its prototype must come from another, yet unknown, Mus-

26 Pivovarova 2004: 380, fig. 64.
27 Iskusstvo 1987: 46, no. 31.
28 Obrazy 2008: 218.

29 Iskusstvo 1987: 46, note 2.

30 See, for example: Hargesheimer 2018: lot 804; Komashko, Preobrazhenskiy, Smirnova 2009: 267,
350, n. 162.

31 The Museum'’s collection contains one more graphic replica of the same icon, this time a re-
verse translation (Inv. no. UM/IIp- 27).

32 Vklad 2017: 400, n. 1.81; Antonova 1966: 92-94, no. 69, fig. 85.
33 Drevnosti 2009: 126, n. 79.
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Fig. 7. St John the Divine. 1865. The Museum of Fig. 8. Sts Princes Boris and Gleb. Early 20" century (?)
the Russian Icon, Moscow. Inv. no. UM/ITP-193. The Museum of the Russian Icon, Moscow. Inv. no. UM/
35,4x22,2 cm. Paper, carbon black, cinnabar; print. I1p-5. 14,5x11,9 cm. Tracing paper, carbon black, ink; print,
Direct translation drawing. Reverse translation

covite collection and was also painted in the 17* century. A similar
tracing from this, still unidentified, icon was executed by a famed
icon-painter Vassily Gurianov®!. The graphic was likely made by hand
on a smaller scale (14,5x11,9 cm compared to Gurianov’s 21,7x18,7
cm), alternatively, it could have been taken directly from a reduced
photograph of the icon. The icon in the Museum collection, depicting
two sibling princes riding a horse (Fig. 9), was formerly coupled with
the aforementioned downsized template®, but its exact iconographic
source is different, as relevant imprints confirm* (Fig. 10).

The corpus of surviving Russian paper icon templates has not yet
been thoroughly studied, only few attempts had been made to attrib-
ute them to different icon-painting centers. The limited number of al-
ready published pieces prevents the drawing of final conclusions, but
rather enables the suggestion of some preliminary observations. The

34 Uspenskiy 1902: pl. 89.
35 Muzey 2011: 96, 99, fig. 103.

36 The one was published in 1899 among other templates owned by Mikhail Tulin (see Uspenskiy,
Uspenskiy 1899: pl. XC), the other comes from Maxim Byvshev’s collection (see Fig. 10).
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Fig. 9. Sts Princes Boris and Gleb. 1815. Moscow (?) Fig. 10. Sts Princes Boris and Gleb. Second half of the
The Museum of the Russian Icon, Moscow. 19* century. Maxim Byvshev’s collection. 27,5x22 cm.
Inv. no. UM-672. 31,9x26,8x2,2 cm. Wood, tempera Paper, carbon black, cinnabar; print.

Reverse translation

icons which served as models for the paper templates cited above can
be linked back to Old Ritualist circles in Moscow, which comes as no
surprise. The Old Believers were the first to set about the task of pre-
serving and assimilating the Old Rus’ artistic heritage. They related
the concept of a genuine Old Russian style with the masterpieces of
the Tsar’s icon-painting workshops from the timespan between the
late 16™and the first half of the 17" century (that is, before the Schism).
In the eyes of the Old Believers, the art of this historical period, espe-
cially the one conventionally associated with the Stroganov family,
became a point of reference, contributing to the evolution of Russian
icon-painting during the late 18" and the whole of the 19" century,
and paper templates played the key intermediary role in this process.

On the basis of the examples included in this paper, it may be spec-
ulated that the Moscow Old Believers, especially their priestless
branch, with its headquarters at the Preobrazhensky cemetery, had a
certain predilection for the art originating from the court workshops
of the first half of the 17" century. Such bias in selecting models for
templates can surely be explained not only by personal preferences,
but also by historical and geographical circumstances. It is true that
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compared to other icon-painting workshops, Old Believer artists ac-
tive in Moscow would have likely encountered a much greater range
of 17™ century icons, painted at the Tsar’s court, including the Stro-
ganov masterpieces.

Still, it was not the same for Old Believer icon-painters in other parts

of the country. The templates inscribed by iconographers from the city
of Romanov-Borisoglebsk, a late icon-painting school in the Yaroslavl
region, surprise us with the abundance of copies from the Armory
Chamber icons, that is, not ‘pre-nikonian’, but rather “post-nikoni-
an’¥ models®. Imprints taken from the Stroganov models are, if not
absent, rare. Thus, the icon art of the zhivopodobie (lifelike pictorial
rendering of the faces), elaborated in the middle of the 17" century
by Simon Ushakov and abhorred by schismatics, turned out to be
quite popular among the Old Ritualist icon-painters of Romanov-Bo-
risoglebsk, as well as copies of the locally venerated icons, that is, of
the Yaroslavl artistic heritage.

A more balanced and eclectic approach, however, was characteristic
of the renowned Peshekhonov icon-painters dynasty — an Old Be-
liever family from the Tver region, that moved in the first third of
the 19" century to Saint Petersburg®. Paper templates bearing names
of the Peshekhonov kin members demonstrate a variety of artistic
tastes ranging from the 12" century Byzantine illuminated Gospels
and Greek icons to Old Russian icons from Novgorodian and Tveri-
an churches®. These examples outnumber those taken from the Stro-
ganov artworks, which are quite meager in Peshekhonov’s collection.

The prorisi discussed in this paper demonstrate that icon templates
offer an opportunity to discover more about the continuity between
Late Medieval icon-painting and religious art of the 18™ to early
20" century in Russia. Surely, further exploration in the field would
greater emphasise their input into this process*.

37 The definitions ‘pre-nikonian’ and ‘post-nikonian’ refer to timespans before and after the
church reforms introduced by Patriarch Nikon in the middle of the 17* century which caused the
division of the Russian Orthodox Church.

38 See Morozova 2010; Kir'yanova 2012.
39 Belik 2011: 29-30, 47.

40 A considerable number of these sheets dating back to the first half of the 19" century come
from a yet unpublished collection by M. Byvshev.

41 I would like to acknowledge valuable advice and suggestions of Jenny Douch, who helped
me with the proofreading.
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IIpopucure B peanrmosHOTO N3KYCTBO
Ha nMIiepcka Pycus. MockoBckmTe ctapooopeann
y ukoHormicTa Ha XVII Bex

Anna Manyxan

oy

Pycxure ,mpopucu”, mam xapTueHnuTe KOMUPKHU 3a PUCyBaHe Ha MKOHU, AONIPU-
HacAT 3a HallleTo pa3OMpaHe Ha MKOHOIMCHOTO TBOPUECTBO 3apaAM KAI04oBaTa
poA4s, KOATO UTpasT B U3TOTBSIHETO Ha HOBa MKOHA. Tasm craTus macaeaBa Ko-
NUPKHUTE, CBbP3aHU C XOpaTa, U3IOBsAABaIlM CTApOBEPUYECTBO U IIPOMU3XOXKAa-
M OT KpBbroBeTe Ha MKOHOIcHuTe oT Mocksa npe3 XIX 8. Bcnuku moabpann
TyK IpuMepu ca npocaeaumu 40 uxkonu ot XVIIL s. u npoussesenu ot napckoTo
aTeAue I IIO-CIleIIMaAHO A0 IPOU3BeAeHNs Ha MaiicTopu, paboTely 10 NOpbU-
Ka Ha ¢pamuanara CTporaHoBM, KOeTo He u3HeHaaBa. CTapoBepriuTe ca II'bPBU-
Te, KOUTO ITOCTABAT BBIIPOCA 3a ChbXPaHEHMETO M acUMUAMPAHeTO Ha ApPeBHO-
pyckaTa TpaguIus, KOATO MMa Bpb3Ka ¢ KOHLeNUNATA 32 OpUTMHAAHUSA PYCKA
CTUA 4pe3 meAboBpuTe Ha MOCKOBCKaTa MKOHOIMCHA IIKOAa OT nepuoda XVI
u XVII B., man npeau cxusmara. Hiakou ot npopucure moxe ga ca ce osapuau
KaTo OIUT 3a peHOBMpPaHe, HaJaraHo OT cTapooOpeannuTe B MkoHonucra Ha XIX
5. Hskou OT TAX ca KonMpaHU OT MKOHM, KyIlleH! 1pe3 1822 r. oT u3BecTHUS CTa-
posepent Huxoaait ITanmyann ot mppksara ,baarosemienne” B CoaBnueroack,
KOATO e 6maa u ceMeeH napakanc Ha Crporanosu. Hesasnucumo ot orpanunde-
HIs PO Ha PyCKIUTe IPOPUCH, IIPOYIeHN 40 MOMEHTa, MOXKe Ja ce IIpeaIo.a0-
KM, Y€ MOCKOBCKUTE CTapOBepIL I IO-CIelaAHO TeXHUAT Pa3IoNOBCKY KAOH
c meHTHpa UM B ITpeoOpakeHCcKOTO rpobuIne ca MMaAu ONpejeaeH CaHTUMEHT
KbM M3KYCTBOTO, IPOU3BEXAaHO OT ABOPIIOBITE aTeAleTa Iipe3 I'bpBaTa I1040-
suHa Ha XVII B. Beripexn Tosa rpadpuunnu xonns Ha CTporaHoBaTa MKOHOIIMCHA
TpaANUIMS U3TAeXAaT HeoOMJIalHU cpej XapTHeHNTe KOMMPKY, IIOANNCAaHN OT
CTapoBepI MKOHOIUCIIM OT APYTM Kpauija Ha pyckaTa mmmnepus. ITogo6Ha
csoboga B n3bopa Ha MoAean OU MOTAa ChC CUTYPHOCT Ja ce OTAaje He caMmo
Ha MHAMBUAYaAHUA BKYC Ha MaliCTOpUTe, HO 1 Ha OIlpeAeAeHN UCTOPUIECKU U
reorpadcky ocobenoctn. OcBeH TOBa He MOXe Ja ce IpeHeOperHe GakTbhT, ye
B CpaBHeHIe C MKOHOMIMCIUTEe OT IIO-MaAKNUTe I'paloBe CTapoBepIIUTe XyA0XK-
HUIIM IT0AydaBaAl IIOBede IMOPBUKU 3a pecTaBpypaHe Ha MOCKOBCKM MKOHM OT
XVII B., cpea xouto umazao u meapospu Ha CTporaHosckara Imkoaa. Jscaeasa-

HETO Ha oIlpejeleH) IIpUMepHu He caMO YTOYH:BA TJAXHATa AaTWPOBKaA U IIPO-
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13X04, HO CBIO Ce OIUTBA 4a Kaprorpadupa MKOHOTPadCKOTO , CeMeNCTBO”,
KOeTO BKAIOUBA BOAEIINS IIO-CTap MPOTOTUII, HETOBUTE ChbBPEMEHHU PeNAUKU
U BapMaIMy, KaKTO M IIocAeABaminuTe My TpaHchpopmanum. 3a HAKOU OT KO-
MUPKUTE € Bb3MOXKHO Ja ce oIpejeAu roasM Opoit oT MKOHOTpadpCKM ,CPOA-
HUIIM” € IIO-paHeH ,IIpapoauTtea” M IocaejBamiy ,IIOTOMCTBa”. 3a Apyru ce
Ipearioara, 4e KOIuparT Bede M34e3HaAl IIe4bOBPY, YMUTO AUAXPOHHU MOJe-
AV ca HEM3BECTHM. 3a BCUYKM TSIX ThPCEHETO Ha IIPOTOTUII BOAU A0 HaMMUpaHe-

TO Ha 6AM3KM 10 MKOHOTpaduUs IPUMEpPN.



Hosu ¢paktn
3a TpeBHEeHCKUTe 30rpadpm

Mapuera Cmotixosa

AOcTpakT: TekcTbT IpeacTaBs HEM3BECTHU AOKYMEHTU OT apxusa Ha Xpucro Hu-
KI/I(l)OpOB Aackaaos ot TpsisHa, cbxpansasan B Hanmonaanara oudanorexa ,Cs. cB.
Kupna nu Meroauit”. Bb3 ocHoBa Ha 00paboTeHNTe MaTepuaAl € HallpaBeH OIINT Aa
ce o4yepTae KMBOTa ¥ TBOPYECTBOTO Ha 3orpada boxyo AuMuTpos 1 ga ce BHecaT
KOpeKIuu B OrorpadusiTa Ha HAKOU OT TPEBHEHCKUTE 30rpadu.

Karogosn aymm: 6eaexxxu, prcyHkn, nkonu, borao Aumurpos, Cumeon Koios

B nporieca Ha mpoyuBaHeTo Ha ITbpkBata ,,CB. ApxaHrea Muxana” s
TpssHa BBB Bpb3Ka ¢ 11poekTa ,KopIlyc Ha 11bpkoBHaTa CT@HOINC OT
mbpBata noaosuHa Ha XIX Bek” OsXa OTKpUTU MHOKECTBO HeryO-
AVIKyBaHU AOKYMeHTU OT apxuBa Ha Xpucro Huxudopos Jackaaos?,
cbXpaHsBaH B Hannonaanara 6u6anorexa ,,Cs. cs. Kupua u Meto-
Anit”. Yact oT cbOpaHnTe JaHHN Os1Xxa BKAIOYEHM B TeKCTa, HO APY-
I, KOUTO HsAMaxa IIpsKa Bpb3Ka C UCTOpUATA Ha XpaMa, OCTaHaxa 3a
cJeABall] eTall Ha u3caeABaHe.

OcHoBeH M3BOPp Ha I/IHCl)OpMaL[I/I}I B HACTOJAIIIOTO M3CAeABaHe Ca HiI-
KOA4KO Te(ioTepa " AaHBPIHU PpETrmCTpU 3a HaCeA€HMETO Ha TpﬂBHa.

[TepBuAT AOKyMeHT e TedTep Ha 3orpada bonuo Aumurpos’. OTKbC-
AeYHM JaHHM 3a HEeTO cpelllaMe B HAKOAKO IyOAMKauu. 3a IbpBU

1 Mariela Stoykova is a curator in The Museum of Christian Art, part of the National Gallery. She works
in the field of Bulgarian art from 18" —19" century.

2 NBKM, BIA, f. 129.
3 NBKM BIA, f. 129, a. e. 3.
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pT TepTepsT e criomeHat oT Ipod. A. boxkkos mpes 1967 r., koii-
TO IyOAMKyBa HJAKOAKO pelLlelTH 3a II03AaTsBaHe U IIPUTOTBsSHE Ha
6on*. Toit gaBa 1 KpaTKa MHGOpPMaLILI 3a TOBA, Ye TepTepbT e IMoja-
peH Ha 3orpada oT ront Aaexcuii ripe3 1811 r. u nutupa eaHa Oeaex-
Ka, OT KOsITO pasOupame, ue boHdo e prcysaa nkonn sa Ilepymmiia®.
Caeg noBeye OT geceT roguHu TepTepbT OTHOBO BAM3a B HAYYHO 00-
pamenue. B xnurara cu 3a Tpesnenckure sorpagu L. Ilerpos cro-
MeHaBa nMeTo Ha 3axapuit Ctapy, 3anucaH KaTo AAbXXKHUK Ha boryo
Aumnrpos npes 1813 1.5 a cegeM rogunu mo-kbcHo A. IllapeHxos
1UTHpa eAHa OT perjentute B Tegprepa’. Ilybankamuure, ocraBuan
0e3 KOMeHTap AMYHOCTTa Ha HeTOBIs IIpUTeXKaTea, ca U IOCAeAHUTe,
B KouTo boHuo e crromenar kaTo 3orpad.

TedreppT chaABpKa 20 Ancra u nocrensa B Harpmonaanara 6mban-
oreka npe3 1928 r. 3ae4HO ¢ ApyTu PBKOIINCH, OTKYIIEHN CAeJ AbATa
1 He/eKa KOpeCIIoHAeHIs Cbe coOcTBeHnKa uM b. Jackaaos®. Kem
OpuUIMHaJa B Ha4aA0TO € MPUKpPEIleH eAVH ANCT, B KonuTto b. Jacka-
OB TIOSICHABA, Ye TepTepbT € OTKPUT MeXAY APYTU KHUTU B TEKKO
cbeTostHIe 1pe3 1889 1. mpu pa3BaasHeTO Ha CTapaTa KbIlja Ha Xad-
>ku ont Aumo. Caeasa KpaTKo OIlMICaHMe Ha HAKOAKO OT AMCTOBeTe,
a B Kpas 3aBbpllBa C AyMUTe: ,M3BbTpe MMa 3alliCBaHNs Ha pa3HU
B3eMaHIs1, JaBaHNs U CKUIY Ha 4eA0Be4ecK! I1aBu, KOH 1 4p.”

PBKOIIMCBT Chbabp>Ka CMETKA 3a AaldeHM U AbAXUMU cymu ot 1811
20 ¢espyapu 1819 1., asbykaTta, oTKbC OT ,, X0geHe Ha boropoauria mo
MBKITe”, HAKOAKO pellelIT! 3a IIPUTOTBsIHe Ha Oou, Oe3np 1 Macao,
3a oOpaboTKa Ha ABPBO, I1031aTsBaHe Ha cpeOpo U Ap., ABe 3aKAMHa-
HIS Cpelly 340 U OTIedaThbK Ha PasraTue Xpucroso.

B tedrepa ca 3amasenn u net pucyHku c tymr. IIppsara e pasmoao-
>KeHa BbpXy HadaaHara crpanuna (Pwr. 1). Hapucysanu ca Tpu Basn
— ABe OT KOMTO M3IIMCaHM eCKM3HO, a TpeTarta, pa3paboTeHa 1O-Je-
TallAHO, e ¢ 6oraT OykeT OT HoAcku 11seTs. Ha 4. 6a 1 66 Mexxay Tek-
CTOBeTe ca IIOMeCTeH! ABa 0Opasza — IIbPBUAT ChC CBOOOAHO MapKI-
paHM o4yepTaHMs Ha AULIETO BEPOSITHO € rAaBa Ha CBeTell, BTOPMUIT e

4 Bozhkov 1967: 168.

5 Bozhkov 1967: 39.

6 Petrov 1978: 7.

7 Sharenkov 1985: 58.

8 NBKM, BIA, £. 35, op. 2, a. e. 71, 11-15.



rJaBa Ha MAaa MbX C Kbca Opa-
4a. Ha a. 100 (®wur. 2) Bppxy
11eAMsl AUCT e HapuCyBaH KOH,
Ha/, KOJMTO e IIOMeCTeH KpaThK
TeKCT ,IIMIIaMy KOHAD”, a Ha
2. 146 MexAy TekcTa e BIINCa-
Ha MMHMATIOpHa PUCYHKa Ha
3Mmeln ¢ pastBopeHa mact. Ha
HSKO/AKO OT CTpaHUIINTe MeX-
Ay PpeaoseTe ca HapuUCyBaHU
ApeOHI 11BeTyeTa.

TexcTsT Ha 4. 2a, pa3NoA0XKeH
Haj OTIevyaTbk Ha Pasrmsatue
Xpucroso, cbabpXxa IyOanu-
KyBaHaTa OT Iipod. boxxkos
unpopmanusd, de TePTEepPHT
e xapusad Ha bondo or moma
Azexcusa npes 1811 r. Ha cb-
mus AUCT AOAy HaMUpame
Apyra Oeaexka, B KoATo bonuo
3anmcsa: ,/leTy ru mpaBuxmu
Ha non Bacuane ot Kpacen yc-
TaBa 4a Mu Aasa I'endo rp. B 2
Aety rmnpasuxHal'en...” (Dur.
3). Caeasarata Oeaeskka e I10-
MecCTeHa B A4O/AHaTa 4acT Ha A.
140. ITvpBara 11 yacT e my0An-
KyBaHa oT mpo@. boxxkos: ,Ko-
raTo 3ex Ha Ilepomuria pabora
Aa s TIpaBsl ABe UKOHU I0AeMI
o H rpoma”. Beaesxkara mpo-
AbA>KaBa Ha CBIIUS pes: ,IAHa
Ay3a Maparos, uAHa XpoMuIia
IIMpPOKa I1e4 AbATa OCeMHarie-
ceT rreget”. B ropnara yacr Ha
cleABalllaTa CTpaHHIIa 4YeTeM
»Aa ca 3H(a)ll Kak cT(0)puxme

9 Tasu yact ot HeaexxkaTa He e IMyDAMKY-
BaHa.

L o "4

ATARLT Vf ad A
B oA o MeMTE pyp i@ i 0,
. B E:_:_“,:;

| — g+ sl
e -~ X
®@ur. 1. Basu ¢ niBets1, pucyHKu OT IrbpBaTa CTpaHuIia Ha
tedrepa, bonuo Aumurpos, 1811 - 1814 r.,, HEKM, BUA,
$. 129, a. e. 3, 1a, (pororpadusa HGKM)

' %“rfg .“\ Ty ,-r..‘.gé‘ (:I 99 94

®@ur. 2. Pucynka Ha koH, bonuo Aumutpos, ok. 1814 r., HBKM,
BUA, ¢. 129, 3, 10a, (pororpaduss HGKM)
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®ur. 3. beaexxkn Ha Bornuo Aumurpos 3a pa60TaTa my B ¢. Kpacen, 1814, HBKM, BIA, (1) 129,
a.e. 3, 2a (¢pororpadpusa HEKM)

yprakabk ¢ Ka(n)ua 'eniosa ga pabotume, un 4a 3umaMm a3 ABe a TU
nano”. Ilo-Hag04y AUCTBT € pa3dgeaeH Ha ABe KOAOHM, B KOUTO e 3a-
I1IcaHO KaKBa paboTa 1 MaTepuaau cu 1ogeaar bonuo Aumurpos,
ITenuo I'enros n Kanyo. Kato npumep mie nocoda caegnure Oeaex-
KIL: ,KYHU BapaKAU Ma3aHu, 1 00541 1 Bepaxae — boruo AumMurpos,
Mazanu Oeau — ITerdo I'eHIoB, Bapak uapunmnancku — boado Aumn-
TPOB, Al1eM 1 cMoAaa u 6e3up — bornuo Aumurpos”.

Ha ocranaanrte aucrose ME>XAYy Xap4doBeTe 1 CMETKUTE OT aIllpuna



1813 a0 ¢pespyapu 1819 r., cBbp3anu c Oura 1 npogaxodara Ha BUHO,
namMyk, BbAHa U XKUTO U Ap., bonuo orbeasssa u cymu sa nspadore-
Hu ukonu. Taka pasOupame, ye uma ga B3ema 10 rpoma 3a MKOHU
ot ITauo, ye 40 Aumurposaen npes 1813 r. e B3ea OT UKOHM OKOAO
70 rpora, a npes ¢pespyapu 1819 r. e moayuna 50 rpora 3a rosemu
nkoHn ot X. Huxodop™.

B ppkomuca cpelrjaMe MMeHaTa Ha HIKOAKO TPeBHEHCKM 30rpadu,
CBeIlIeHUIIU U BUAHU TpeBHeHCKM IbpBeHIN. Cpea TsIX ca poAOHa-
YJa/HMKBT Ha 3axapuesckata pammans — 3axapuil U CUHOBETe My
Kpscerio, anio u VBaH, Gamara Ha AeTonuceria oI VoB4o — mort
Huxoaa, wopbagyxu Kohuo I'enios, x. Hukodop Anpuaos, Marcro-
pwT 3aatap Ilenuo I'enros. Tyk caeasa ga kopurmpame gaTupOBKa-
Ta Ha II0CAeAHN U3BeCTeH AOKYMEHT, CBbP3aH C IMeTO Ha Jaxapuil
Crapy, ot 1813 Ha mait 1815 1.

Ot npeacTaBeHUTe AOTYK O€A€KKM MOKeM Ja HallpaBUM CAeAHUTe
13BoAM — boHuyo AuMuTpos ocseH 3orpad e u Abpsopesdap. Tosa He
€ OCHOBHOTO My 3aHuMaHue. JonrbAHUTEAHUTEe MY IIPUXOAM Ca OT
THPIOBUs C BMHO, BbAHA, IIaMYK U XUTO. VIMaa e AIOKsH, KoeTo ce
IOTBbP>KAaBa U OT APYTU apXMBHU M3TOYHMUIIN. boHuo paboTm cbB-
MecTHO cbc 3orpadurte Ianio n I'eHxo, a 3a KpaTKO HErOB IOMOIIIHMK
e u 3aarapsar [lenuo I'enos'. Pucysa npeArMHO AOMaITHI MKOHY,
HO CBIIIO TaKa U I10-ToAeMM 3a Iibpksute B ¢. Kpacen n Ilepymuna.

Onmnrure ga 6b4aT OTKPUTU UKOHUTE OT ABeTe CeAulla, [IOCOYeH! B
TeTepa Ha 3orpada, He Os1xa yBeHUaHU C rOAsM ycreX. B bparapus
1Ma ABe ceaa ¢ umeto KpaceH — eaHoTo e B 6am3oct 40 Pyce, Mmexxay
becapboso u VIBaHoBO, a Apyroro e B obaact Joopny. IIbpksara B
AOOPUUKOTO CeA0 e CTpoeHa Iipe3 BTopara moaosuHa Ha XIX B. 1 Tam
paboTu apyr Tpesnencku 3orpad — Vownko non Aumutpos®. ITbpk-
Bara ,,Cs. Tpouna” B c. Kpacen, Pycencko BeposTHO e cTpoeHa 0K040
cpeaara Ha XVII B. 1 e yacT4HO paspyIieHa 1o speme Ha Pycko-Typ-
ckara BOVHa mpe3 1767-1774". Haanucy, 3ama3eHu BbPXy CT€HUTe
U HAKOM OT KaMEHHUTe I1A04Y! B XpaMa, CBIAeTeACTBaT 3a HeMTHOTO

10 NBKM, BIA, f. 129, a.e. 3: 17a, 19b.

11 Ilpuema ce, ye KoHUMHaTa Ha 30rpada e okoa0 1813 r. B Tsaneva: 2013, 25. VimeTo My, 3aea-
HO c ToBa Ha cuHa My KpncTio, e 3ammcano Ha 4. 19a. garara Ha aucra e ,man IE”.

12 3a nero Bux Drumev 1976: 16-17; Shulekova 1985: 107-111.
13 Vasiliev 1965: 85.
14 Yordanov, Bakardzhieva 1994: 54-55; Mutafov 2019: 191.
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®ur. 4. Hagnme ppXy 3anagnara ¢pacaga Ha 11. ,Cs. Tpouna” 5 c. Kpacen, 1814 1.
(amuna pororpadpust)

obHoBsBaHe 1pe3 1805 r. u ocsemjasaneTo 1 ot ernmckonr Heopur?®.
B Hagmica, momecteH BbpXy KaMeHHa I14104a, CbXpaHsABaHa B 0ATapa,
e CIIoMeHaT U ITbPBMAT ITON Ha ITbpKBaTa Bacma'®, 3a kororo bonuo
nuie B Oeaexkara.

Haii-pannuTe Hagmmcu oT BBHIIHKATE CTEH! Ha XpaMa ca BbpXY Ka-
MeHHa I1104a, BTpajeHa B IleHTpaJHaTa JacT Ha 3alagHara ¢acaja
(Pwur. 4)V. B goaHaTa 1 9acT, Ha BUAHO MSICTO, € M3IIMCAHO: ,,I1aHIO
reHIO W TpaBHa narpad awia”. OTAs5B0 40 TO3U HaATINC ChC 3HAUUTEA-
HO 10-ApeDOeH MIpUQT ca U3MMCAHN U MeHaTa Ha ,BeHKO W TpABHa
Aackaap” u ,060rdaHd gackaanp”. VIHpopManuATa OT HaAIUCUTE B
I'bpKBaTa IOTBbp>KAaBaT AaHHNTe OT Teprepa. BeposaTHO BOAemin-
Te 3orpadu B KpaceHcKus xpam ca Llanio un I'enro (I'enko), a Apyru-
Te aBama — Benko mn boraan, ca texunre nmomomuunu. Ilpes 1814
I. equHCTBeHUTe 30rpadpu ¢ Tesu umeHa ca llanio 3axapues, I'enko
Munios (Opat Ha IleTbp M1HIOB), po4OHAa4aAHUKBT Ha BeHKOBCKa-
Ta ¢pammans — Benko, u pasraexaanust Tyk boraan (bonuo) Aumn-
TpoB'. B rbpKBaTa HAMa 3arla3eH! HMKaKBU cAeAyu OT paboTaTa Ha

15 Yordanov, Bakardzhieva 1994: 53, 55.

16 Yordanov, Bakardzhieva 1994: 53.

17 Aarupanu ca ot 1805 a0 1845 r. Bk Yordanov, Bakardzhieva 1994: 52.

18 3a mrppBuTe TpuMa BIK Vasiliev 1965: 71, 88, 94; Tsaneva 2013: 26, 31, 33.



TO31 KoaekTuBs. Criopes HAKOM JaHHU XpaMBT € OIOKapeH I10 Bpe-
Me Ha Pycko-Typckara BoitHa". Criopes apyra nH$opMarnus 0Koa0
1910 r. cTapusaT MKOHOCTAC M MKOHUTE ca IIPOTHUAY, ,TIOPay KOeTO
ca geMoHTUpaHu 1 usropern”*. CeegeHnsTa 3a cbA0aTa Ha UKOHUTE
U MKOHOCTaca OT ITbpKBaTa ca IIPOTUBOPEUNBY, HO B perrMoHa 1MMa
3araseHu Apyryu Hpou3sseleHNs], NOTBbp>XKAaBaliy paboTaTa Ha 30-
rpaduTte oT 3axapuesckaTa 1 BeHkoBckarta ¢paMmas B Ha4aA0TO Ha
XIX B. HacT OT TAX ca pecTaBpypaHy 1 BKAIOUEHH B My3elfHaTa eKCII0-
3UIUA KbM pyceHcKaTa Irbpksa ,, Cs. Tponria”?.

Cxogana e cbaDaTa 1 Ha ApyTHs XpaM, 3a Koitto padotu bonyo Aumu-
TpoB. LIbpxsara ,,Cs. Atanacuin” 8 [lepymua e onoxxapena u yac-
TUYHO pa3pyllleHa 110 BpeMe Ha ANPIMACKOTO BbhcTaHMe™. /luricsaTr
AAHHU KaKBO € OCTaHaAo CAe/ Te3u TparmuHmu croutmsa™. EanHcTse-
HITe TPU UKOHU, AOCTUTHAAM 4O HaC OT Ta3y ITbPKBa, ca IpuOpaHu
ot V. Tomres mipes 1925 r. B Lbpkosnist myseir™. ITepsara ot Ts1x ,,CB.
I'eopru u cs. Aumutsp” (Pur. 5) e myOanKyBaHa HeeAHOKpaTHO™, a
apyrara, ,,Cs. boropoauna Kukoc” (®Pwr. 6)*, nopagu A0moro cu
CLCTOsIHME OCTaBa M3BBH MHTepeca Ha ydeHuTe. ABTOpuUTe Ha Te3u
ukoHn ca asama. Kos e geao va bonuo Aumurpos? MoxeM ga ao-
IycHeM, 4e Toi1 e aBTop Ha ,CB. I'eopru u cs. AumMutsp”, Thil KaTo
B PUCYHKNTe Ha KOH:A U 3Mes OT TeTepa Ha boHwyo mma pesuria
CXOACTBa C Te3) OT MKOHaTa. Ha mpbB mpounTt cT11a080 MKOHaTa HI
HacoyBa KbM TBOpOMTe Ha 3axapuesckaTa ¢pamuans. CoiecTByBaT

19 Cnopea 40kaaja 3a ChCTOSIHMETO Ha XpaMoseTe B JOpOCTOACKO-uepBeHCKaTa erapXus, 13-
TOTBEH HerocpecTseHo cael OcBoDOKAeHIEeTO, KpaceHCKaTa ITbpKBa e orpadeHa ¥ BBTPEIIHO
uaropena. Buox Zdravkova, Sasheva 2012: 195.

20 Mutafov 2019: 192.

21 Ukonurte ,,Cp. XapaaaMIuii ¢ XXUTUIHA clieHn”, AeA0 Ha 3orpad oT 3axapuesara paMuAus
u Avntux Ha Benkosata ¢amuans, ca mybaukysanu 6e3 arpubyrs. Buok Prashkov 1984: ill. 2,
ill. koritsa 3. Vxonata ,,CB. Boropoauria ¢ mpopoumn” ot c. Cyirieso He e my0ankysaHa. B etuxera
e O3HaueHa KaTo Jeao Ha Buranopara ¢pamumans. CTuaosure 11 0coGeHOCTI ca XapaKTepHHU 3a
uxoHuTe Ha 3axapuit CTapy, OT KOTOTO UMa 3arla3eHu MAEHTUYHY OOpasIIi.

22 Stoyanova 2015: 282.
23 /JHec B ITbpKBaTa HAMa 3alla3eHa HUTO e4Ha MKOHa OT IrbpBarta moaosyuHa Ha XIX s. [upo-

YiHaTa Ha Haoca ChOTBETCTBA Ha pa3MepuTe Ha AO3HMUIIATa 3a MKOHOCTAC, I0COYeHN B TepTepa
Ha bonuo Aumurpos.

24 Vupenrapna kuura Ha HLIVIAM, nns. Ne 3349, 3373, 3920. VMkonara Ha Cs. Mapuna (N2 3920)
He e BKAIoueHa B uscaeasaneto. Ot 1965 r. Te ca B, Kpunrrara” mpu HI'

25 Vus. Ne HXT 6, crap na HLIVIAM Ne 3349, ny6amkyBaHa e KaTO A€10 Ha aHOHVMeH 30rpad, ¢
Aatuposku XVIII nan kpas na XVIII - nauaaoro na XIX B. AHoTaruuTe ca ¢ HeKOpeKkTeH 1HB. No
1386. Busx Boshkov 1974: 332, ill. 198; Paskaleva 1981: 238, ill. 89; Petrov 1978: ill. 16.

26 Uus. No HXT 13, crap Ne na HIJVIAM 3373, pasmepu 77x54, 5x2.
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®@ur. 5. Vikona ,,Cs. I'eopru u cs. AumMursp”,
oK. 1813-1814 r., bonuo Aumutpos (1o
aTpubyuns), or 11. ,Cs. Aranacuit”,
[Nepymuita, Myseii 3a XpUCTUAHCKO U3KYCTBO,
HI (¢pororpadus HI')

®@r. 6. Vxona ,Cs. boropoanma Kuxoc”,

ok. 1814 r., Hen3BeCTeH TpeBHEHCKY 30rpad,
or 1. ,,Cs. Aranacuit”, Ilepymuria, Myseii 3a
Xpuctusucko nskycrso, HI' (pororpadus HI')

obaue M HAKOU APYTM OCOOEHOCTH
KaTo eApuTe IAaBU C IIMPOKU Yeda
U XapaKTepHM o4y, ¢urypara Ha
KOHsS, OpHaMeHTa BBLPXYy AJeKopa-
usITa Ha CeAA0TO, KOUTO BIDKAaMe
B HSIKOAKO MKOHHU OT C. bean Mea
(1815), moanucanu ot aackaa Awu-
Mutsp?, or ceaara Kosauesuia u
Aoano Aparaume, baaroesrpaacko
(1807)*® n ot 6amskoto Ao Ilepymin-
11a ceao bpecrosunia (1813)*, kouto
He ca IIOAINCAHM, HO CBIIIO CAeABa
da Opaar mpunmcaHu Ha Jumn-
Tbp Koros. Hosure mpoyusanms sa
TpeBHEHCKITe 30rpadu OIpoBepra-
BaT TBbpPAEHMU:ATa, Ye TpeBHeHCKaTa
UKOHomMcHa gamuans Buranosnu
e IIpeAcTaBeHa OCHOBHO OT poJa Ha
Hono Aumurpos Buranos, a Ha-
caeaguuniute Ha Koo BuraHos He ce
3aHMMaBar ¢ ukoHonuc. Ilpumep 3a
ToBa e Aumuntsp Koios. To1, kakTo 1
HerosuTe IIbpBuU OpaToBue Ay — I'eop-
ru u [leTbp AMMUTPOBYU, B HAYAA0TO
Ha BTOPOTO JeceTmaerue pabOTAT
Aaaeu ot TpssHa, B CepeposarasHa
bobarapmus, u Ha 1or ot Crapa naanm-
Ha'. ToBa e u mpuunHara, opasu
KOSITO TeXHNUTE MMeHa OCTaBaT AbA-
ro Bpeme 3aOpaBeHM 1 AUIICBAT Cpes,
apXuBUTe U AaHbUHUTE PeTUCTPHU 3a
TpsBHA OT HauaaHUTe AeCeTUAET
Ha XIX B. JonyckaMm, ye bonuo e gact
oT Ta3y GpaMIUANS U BEPOSITHO € CUH

27 Gergova 1983: ill. 23.
28 Bozhkov 1985: 22-23.

29 TIlybaukysanu ca 6e3 aTpubynus. Biox Toteva
1975: bez nomeratsiya.

30 Gergova 1983: 23-26; Stoykova 2010: 7, ill. 20;
Stoykova 2012: 214-215; Stoykova 2015: 270-271.



Ha Aumutsp Koros. OcHoBanue 3a TOBa HAMMpPaM He CaMO B CTIAO-
BUTE CXOACTBA, HO U B OAM3KUTE PEIMOHN, B KOUTO paboTAT ABaMaTa

sorpadu.

IIpeanoasaram, 4e BoH4oO mopaau mpekJOHHAaTa BL3pacT Ha CBOS
Oara unpakysa 1 ycsosiBa 3aHadTa oT Ilanio 3axapues. Tosa 00sic-
HsIBa U HAKOM OT OCODEHOCTHUTE Ha CTIAa MY, KOUTO Io pudAMKasat
A0 TO3M Ha 3axapmeslu. B moakpena Ha Tasy xumnoresa Iie LUTHU-
paMm ase OeaexKu oT TepTepa, KOUTO ca CBbp3aHu ¢ nMeTo Ha Llanio
3axapmes. B mpbpBaTa yereM: M Ha IIaHsA YMYIOBa 3axapyueBa OCTaBa
Aa AasaM H rpoma“?. Bropara ot ampua 1813 r. raacu: ,, Aa ce 3Haix
KOTaTo OeIly AOIIIO 31€, AeTy ycTaxa Ha IlaHs 3aXapMIOBa ITapy Ha
3MBMYO 3a KyHUTH rpoma 44“* Tyk ocBeH CBegeHMsI 3a CbBMeECTHA
pabota pasdupame 1 3a 6AM3KM POACTBEHN OTHOIIeHN:. /0 MOMeH-
Ta He MOra Ja 1ocoda Apyry 4OKyMeHTH, IIOTBbp>KAaBalliii TOBa, HO
MMa AOCTaThYHO CBUAETeACTBa 3a POAHMHCKU BPB3KU MeXAy 3axa-
puesiiu 1 Buranosum. PesyataTure OT IIOCeAUIITHUTE IPOYIBAHM
Ha TpsBHa mokasBaT, ye MaxaAuTe ca 3aceABaHl Ha IPMHIIMIIA Ha
POAHMHCKY B3auMOOTHoIIeHN:s". ToBa ce IOTBbP>KAaBa U OT BIIVIC-
BaHUATa B JaHBbUYHNTe peructpu. B eaun HenmyOAMKyBaH 40 MOMeHTa
xapaukn TepTep ¢ mpudOAM3NTEeAHa AAaTHpPOBKa 0K0A0 1828-1830 r.
HeIloCpeACTBEHO cAe MMeHaTa Ha pamuanaTa Buranosiu — Cume-
on lon10B, nana Buran u Koo LIoHIOB chc cHOBETE My, € 3allCaH I
Aranac on dumnes*, xoitto e BHyK Ha ['eopru AumMuTpos u 3et Ha
Kpscrio 3axapnes™.

Ocsen B mocoyeHmuTe AOTYK AOKYMEHTaAHM M3TOYHMIIM MMETO Ha
bonuo AumMuTpos cpemame B o1ie ABa A0OKyMeHTa. B mmo-rope noco-
JeHIsI Xapauky TepTep MMeTO My e 3alncaHo B Maxada CTaHIOBLIN,
HeIocpeACTBeHO IpeAu Maxada Koityosiiy, 3aegHO ChC CUHOBETE My
Munio u Keuio (Pur. 7)*. B Teproscku tedprep, BogeH ot 1834 a0
1844 1., TOM e cnOMeHaT KaTo AABXKHUK Cbe 135 rpomia 3a HaeMa Ha

31 NBKM, BIA, f. 129, a.e. 3: 12b.

32 NBKM, BIA, f. 129, a.e. 3: 16b.

33 Kiel 2005: 260-261; Sapundzhieva 2016: 64-66, 123-143.
34 NBKM, BIA, f. 129 a.e. 189, 1. 215b.

35 Avmepsara Ha sorpada Kpnerio 3axapues e cbipyra Ha 1ol ATaHac, KOJTO e OT poJa Ha
l'eoprn Aumutpos. 3araseH e rnpenuc ot aproonorpadpuunm d6eaexxkn Ha 'eopru Ilonos, Ha-
caeaHVK Ha Asete pammavn. Biok https://bg.wikipedia.org/wiki/; https://www.geni.com/people/

36 NBKM, BIA, f. 129 a.e. 189: 219b.
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®ur. 7. Vimenara Ha bonuo Aumutpos n cunosere My Munio u KpHio. Jeraiia ot xapauku tedrep,
1828-1830 r., HGKM, BIA, ¢. 129 a.e. 189, 2196 (poTorpadus HEKM)

202 )

ATOKsH 11pe3 1834 1., a ot 3ammcannTe nmena npe3 1844 r. pazdoupa-

Me, Jye IIpeANIIIHUTe My AbATOBe OCTaBaT Hemaatennu rean 10 roam-
38

HI®,

B3 ocHOBa Ha chOpaHNUTe 40 MOMEHTa CBeAeHIsI MOKeM JAa Ipeario-
AOXMNM, 4e poXKAeHaTa roaguHa Ha b. Aumurpos caeasa ga ce Tbpcu
rpe3 nocaeaHoto gecetnaerue Ha XVIII B, a Herosu TBOpOM MoraT
Aa 0pAaT OTKPUTU C AAaTUPOBKa IOHe 40 1844 r. AKo mpuemMeM XUIIO-
Te3aTa 3a aBTOPCTBOTO Ha MkoHara ,Cs. ['eopru u cs. Aumnurnp” n
HNOTBPCUM APYTU TBOpUYeCK! 1318 Ha boHYO, Ile OTKpueM peaulia
MKOHI OT pernoHa Ha TpeBHeHCKO, KOUMTO MoraT JAa ObjaT HNPUIIN-
caHM Ha HerosaTa pbKa. Cpeg 1sx ca ,CB. Boropoauma Oaururpus”
(ox. 1844) (®wr. 8)¥, ,Cp. Xapasammmii ¢ >kutnitiu crjenn” (1844)%
n ,,Cs. MuHa ¢ >xutuitiu cuenn”*' ot nkonHara conpka za CMP31
— TpsBHa. KaTo KauecTBO Te OTCTBIIBAT OT BUCOKMUS ITPOQeCciOHaAN-
3bM Ha paHHMTe IIpeAcTaBUTeAN Ha 3axapuebckaTa 1 Buranosckarta
¢gammans, HO mpeAcTaBAsBaT eAHa MHTEpeCcHa CMOMO3a OT pas3Ho-
IIOCOYHUTE eCTeTUYecK! KpUTepun Ha ABeTe (paMUAUIL.

Bropara nxoHa ot Ilepyuma e ge40 Ha 3orpad), YMiTO CTNUA Ce OT-
AVdaBa ¢ XapaKTepeH TUIaXX, KOAOPUT U crienudpuyHa CTUAN3AIIN
Ha TeaecHUTe dyacTu u gpanepumnte. OT Heropata pbKa ca MKOHUTE
~Apxanrea Muxana s3ema Aymara Ha 6oratua” u ,, Cs. boropoan-

37 NBKM, BIA, f. 129 a. e. 189: 44a.

38 NBKM, BIA, f. 129 a. e. 189: 47b.

39 Hemy6auxysana.

40 Cobcrsenoct Ha PVIM - B. TrpHOBO, Brsk Boshkov 1984: 305, ill. 220.
41 Oxoao 1844 r., Heny0AMKyBaHa.



®r. 8. VMxona

,,CB. Boropoauiia
Oaurutpus”,

oK. 1844 r.,

bonuo Aumutpos
(1o arpubynms),
CMP3U - TpssHa,
(amnana ¢pororpadris)

1a ¢ Maagenena” or I110BAMB, KOUMTO ce NMPUINCBAT Ha aHOHUMEH
apmeHcku 3orpad®. B rpymna nkonu or pernona Ha TpssHa u Bean-
Ko TbpHOBO OTKpMBaMe CXOAeH KOAOPUT U CTUAM3AIN, HO C APYT
tunax®. Ha to3u erar, 0e3 aumca Ha A40CTaThbYHO A0Ka3aTeACTBa,
IIOCTaBsIM 1104, CbMHEeHIe aBTOPCTBOTO Ha apMeHCKus MaiicTop. Jo-
ITyCKaM, 4e TpUTe MKOHM ca 4e10 Ha Hen3BeCTeH TPeBHeHCKH 30rpad,
CcbBpeMeHHMK Ha boHuo AMMUTPOB, KOWUTO MOJO00HO Ha MHO3MHA
TPEeBHEHCKIV MIKOHOIVICIIY OT IIbpBuTe gecetnaetus Ha XIX B. Tbpcu
110/1e 3a n3saBa 1 npenutanue B [110BAMBCKO 1 0AM3KUTE CeANIIIa.

42 Moskova 2015: 54-55.

43, Aeitcuc”, Bk Gergova, Gatev, Vanev 2012: 93, 305, ill. IL376; ,,Cs. boropoamumia Ogururpus”,
excriosunus PVIM — B. TppHOBO, HellyOAuKyBaHa.
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®ur. 10. Buranosckara ¢pammans, aeraiia or xapauku tedrep, 1845 r., HGKM, BUA,
. 129 a.e. 189: 1336 ($pororpaduss HEKM)

B criomenartute mo-rope gaHbUHU TepTepu ce ChAbprKa IleHHa MH-
dopmarus 3a cemericTBaTta Ha TpeBHEHCKUTe MalicTopy — 3orpadu,
pesbapu n agioarepu. Te gaBaT BB3MOKHOCT Aa ce KOHKpeTU3UpaT
POXAeHNTe TOAMHU Ha IIO-TOAsIMa 9acT OT MaiiCTOPUTE U TeXHUTe
Hacaeauuiu*. VIHTepeceH ¢akT, KONTO OTKpUBaMe B g4BaTa TedTepa,
e AuIicaTa Ha eAVH oOT 3orpadure oT ButaHosckara ¢pamMmans — code-
HuAT Kato cuH Ha Koo Llonios — Cimeon Koios®. BbB Bcuuku cBbp-

44 TlpeacTon OTAeAHO U3CAeABaHe.

45 B mo-pannus tedrep (ok. 1828-1830) suB Buranosata ¢pamuans xaro cunose Ha Koo Llonios
ca riocouenn camo Buran u Jocio. Beanara caea tsx e umero Ha Cumeon LloHios. Busx NBKM,
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3aHI C Hero Iy0AMKaIuM AaHHUTE 3a SKMBOTA U TBOPYECTBOTO MY
ca TBbpJe NPOTUBOPEUNBIU U OCKbAHI'. /IMeHaTa Ha ollpeAeAsHUTE
kaTo Herosu Hacaeauuu LTonio nu Cumeon CMeOHOBM CBILO AUIIC-
BaT B IIO-paHO AatupaHus Teprep (Pwur. 9)7. B redgprepa ot 1845 r.
MsicToTo Ha CumeoH LIOHIOB e 3aeTo OT TsX, Beue B 3psida Bb3pacT —
cpoTBeTHO Ha 22 1 19 roauam (Pur. 10)*. Teppae cMeao e, HO go1TyC-
kaM, ye CumeoH KoIOB He e CbIIecTByBad, a COYeHIUTe 3a HeTOBU Ha-
caeauuim ca cuHose Ha CruMeoH LIoHIOB, 3a KOTOTO 40 TO3UL MOMEHT
ce cMsITalle, ye He e ocrasua rmoromcrso®. Tosa Ou gaa0 obsicHeHue
Ha CTUAOBUTE CXOACTBa B ITpousseAeHnsTa Ha CumeoH LI0HIOB 1 He-
rosuTte cHoBe. B TBOpOMTE Ha mo-roaemust ot Tsx — LIoHIo, e 3amnazeH
u3uckanuAT koaoput Ha Cumeon LoHioB 1 MexoTaTa Ha oOpasure,
a ITOHAKOTa MOXKe Ja ce BUAM IT0A3BaHeTO Ha MAEHTUYHI KOIIMPKIL.

Paborata c apxusa Ha Xpucro Huxndopos Jackaaos rmocrasst MHO-
ro II0OBedye BBIIPOCH, OTKOAKOTO € BBb3MOXKHO Ja ObjaT pellleHM B
HacrosmaTa nmyoaukanus. [IpeacraBennte MaTepuaan 1 XUIIOTe3U
pas3OyaBaT MaaKa 4acT OT Oorarara MCTOpMs Ha TPeBHEHCKUTEe VKO-
HOIIVICHU POAOBE M OCTaBAT 3HAYUTEAHO IIO-TOASM 0DeM 3ajaui 3a
Obaera pabora.

BIA, f. 129, a.e. 189: 215a.

46 Vasiliev 1965: 47; Bozhkov 1967: 65-67; Tsaneva 2013: 19-20.
47 NBKM, BIA, f. 129, a.e. 189: 215a.

48 NBKM, BIA, f. 129, a.e. 189: 133b.

49 Tos3n Cl)aKT Ce IIOTBBPAU 1 OT APYT M3TOYHMK IIO BpeMe Ha II0OATOTOBKaTa Ha CTaTVATa. ABTO-
PBT Ha U3CA€ABaHETO ITIOATOTBSI HyGAI/IKaL[I/I}I.
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NBKM, BIA, f. 129 — ¢pong , Xpucro Huxudopos Jackaaos”
[fond , Hristo Nikiforov Daskalov“]

NBKM, BIA, f. 35, op. 2, a. e. 71, 11-15. - KopecionAeHIIIA.
Apymn agpecantn. Ot boromma /Jackaa0B 40 MMHICTep-
CTBOTO Ha HapogHoTO IpocsereHne [Korespondentsiya.
Drugi adresanti. Ot Bogomil Daskalov do ministerstvoto na
narodnoto prosveshtenie].

NBKM, BIA, £. 129, a.e.3, 1-20. — Teprep nHa bornuo Aumnurpos
[Tefter na Boncho Dimitrov]

NBKM, BIA, f. 129, a. e. 189, 43-54. — Tproscku Tedrep
[Targovski tefter].

NBKM, BIA, f. 129, a. e. 189, 214-243. — Xapauxku Tedrep
[Harachki tefter].

NBKM, BIA, f. 129 a. e. 189, 128-174. - Xapauku Tedrep, 1845
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Musenrapna xanura HI' [Inventarna kniga na NG]
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New Facts about Tryavna Icon Painters

Mariela Stoykova

@ A~ ,f-\_,‘ O

The main sources in this study are several notebooks and tax registers for the pop-
ulation of Tryavna from the “Hristo Nikiforov Daskalov” Fund, preserved in the
Bulgarian Historical Archive of the National Library “Sts Cyril and Methodius”.

The first document is the notebook of the painter Boncho Dimitrov, which is pub-
lished partially, without any notes on his personality and activities. The manuscript
contains accounts for given and due sums from 1811 to February 1819, a few reci-
pes for making paints, oil for woodworking, gilding of silver and others, two spells
against evil and an imprint of “The Crucifixion of Christ”. There are also five ink
drawings. Based on the notes in the journal, it is understood that Boncho Dimitrov,
besides a painter is also a woodcarver. His additional revenue came from wine,
wool, cotton and wheat trade. He had a small shop, which is confirmed by oth-
er archival sources. He worked together with the icon-painters Tsanyu and Genko,
and for a short time his helper is the goldsmith Pencho Genyuv. He mainly painted
home icons, but also painted bigger ones for the churches in Krasen and Perushtitsa.
An attempt has been made to identify the icons from the villages that are mentioned
in the zograph’s notebook. In the church “St Trinity” in Krasen village, Ruse region,
the work done by Boncho Dimitrov, in collaboration with Tsanyu Zahariev, Genko
Minyuv and Venko, is only confirmed by the inscriptions on the western facade. The
iconostasis and icons were burned around 1910. From the church “St Athanasius” in
Perushtitsa, burned and partially destroyed during the April Uprising, three icons
are preserved. Based on a comparative analysis with the drawings from the notebook,
one of the icons presenting the images of St George and St Demetrius is attributed to
Boncho Dimitrov. The stylistic distinctions of the icon, the zograph’s family and his
work in Perushtitsa are grounds for supposing that he is the son of Dimitar Koyuv,
whose two icons are preserved in this region with relatively close dating — 1807-
1813. Two notes from the notebook related with the name of Tsanyu Zahariev reveal
kinship relations and show that the two iconographers continue to work together.
The second icon from Perushtitsa — The Holy Virgin of Kykkos, which
has stylistic parallels from Plovdiv, is probably also created by Tryav-
na icon-painter. Reasons for this attribution are several works with simi-
lar stylization and coloring, originating from the region of Veliko Tarnovo.
We meet Boncho Dimitrov’s name in two more documents. In the harac tax reg-
ister, dating around 1828-1830, his name was recorded in Stanchovtsi neigh-
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borhood, just before the Koychovtsi neighborhood, along with his sons Minyu
and Kunyu. In a trade records led from 1834 to 1844 he was mentioned as debt-
or with 135 groshes for the rent of a shop in 1834, and from the names record-
ed in 1844 we understand that his previous debts remained unpaid for 10 years.
Based on the studied materials, we can assume that the birth year of B. Dimitrov
is in the last decade of the 18" century, and his works can be found with dat-
ing, at least, up to 1844. Based on the drawings from the notebook and the icon
with the images of St George and St Demetrius, we find a series of icons in the
region of Veliko Tarnovo and Tryavna, which can be attributed to his hand.
In two of the tax records there is valuable information about the families of the Tryav-
na masters — painters, carvers and carpenters. These records make it possible to spec-
ify the birthdays of most of the painters and their heirs. One interesting fact that we
find in both documents is the absence of one of the icon-painters from the Vitanov
family — Simeon Koyuv, the son of Koyu Tsonyuv. In all of the publications related to
him, the data about his life and work are too contradictory and scarce. In the notebook
from 1845 the place of Simeon Tsonyuv is occupied by Tsonyu Simeonov and Simeon
Simeonov in adulthood — 19 and 22 years respectively. It is too courageous, but I ad-
mit that Simeon Koiuv did not exist, and those who were said to be his heirs are the
sons of Simeon Tsonyuv, who, to this date, was considered to have not left offspring.
Working with the archive from Hristo Nikiforov Daskalov, opens many more ques-
tions than what can be addressed in such a study. The presented materials and hy-
potheses reveal a small part of the rich history of the Tryavna’s artistic families and
leave a considerably larger number of tasks for future works.



The Evangelists and Their Symbols
in the Drawings in the Greek
Manuscript in Harvard: Houghton
Library, Typ 215

Alexander Saminsky’

Abstract: The poems that introduced each Gospel in this late 10" century manuscript
were once replaced by drawings of the evangelists inspired by their symbols. The
interest in this subject having appeared in late 11" century Byzantium may have
caused the replacement of the verses with drawings, and, moreover, the immedi-
ate correction of the order of the symbols within them by an editor. The new order
and compositions, defined by symbols, connect the drawings with miniatures of the
1090s to 1100s, designating them as one of the earliest works in the group.

Key words: corrections, landscape, repainting, Revelation, variant readings.

The Greek manuscript in Harvard, Houghton Library Typ 215, as-
cribed by most of the modern scholars to the 11™ century? has been
recently attributed to a close circle of late 10" century Gospel books
written in Constantinople®. The group includes exquisite codices
such as Vienna, Nationalbibliothek, suppl. gr. 50%, and prosaic ones
in Saint Petersburg, National Library gr. 67, and Moscow, Historical

1 Alexander Saminsky, PhD, is an independent researcher, Byzantinist working on Greek, Georgian and
Old Russian illuminated manuscripts.

2 Bond, Hofer 1955; Vikan 1973; Vican 1980; Duffy, Angelov 2001; Kavrus-Hoffmann 2011: 35-45; La-
fleur 2018.

I'am greatly indebted to Houghton Library for the opportunity to participate in a Visiting Fellow-
ship Program in April 2015.

3 Saminsky 2013: 160-164.
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Fig 1. MS Typ 215, Houghton Library, Harvard University. 990's.
A text page with a variant reading

Museum, Muz. 3644 dated to 999. The Harvard Gospel shares with
them the specific ornamental patterns of canon tables and headpiec-
es; moreover, it should have served as a model for the Saint Peters-
burg manuscript that copied to the slightest details its decoration, the
unusual structure of the canon tables with a slot at the bottom of the
entablature, and the scribal note beside the blank space intentional-



ly left in St John's column of figures in the fourth canon: {(1))t(et) —
search! The Saint Petersburg Gospel is a twin of the manuscript of 999
in Moscow, but its script is older than that in Moscow?, thus securing
the late 10™ century date for the Harvard book.

Though originally lacking miniatures, the Harvard Gospel is of fine
quality, and one and a half times the size of the related books. This
impressive size seems to suggest that the manuscript should have
been intended for public liturgy. However, the text is not provided
with any liturgical equipment, be it notation, indications of the litur-
gical calendars or incipits of pericopes. Instead, variant readings cop-
ied by the original scribe from other versions of the Gospel text are
disseminated throughout the broad margins of the manuscript (Fig.
1). Thus, the book is a unique example of the Gospel scholarly edition
in Byzantium, which might explain its prominence in the group and
pertain to the original omission of the evangelists’ portraits.

Each Gospel in the Harvard manuscript had been introduced by a
poem on the evangelist inscribed in gilded majuscule on the page
opposite the beginning of the sacred text. Subsequently, however, the
poems were erased to allow room for the drawings of the evangelists
accompanied by their symbols (Figs. 2-5)>. Were the drawings in-
tended to become miniatures, they would, most probably, have been
placed on separate leaves fit for the laborious process of painting. But
the verses occupied the last page in a quire of six, eight or ten leaves.
At a later date, portraits of the evangelists painted on separate leaves
were inserted into the book indeed®. Why then were the pen draw-
ings substituted for the poems written in magnificent gilded script?

The poems left behind enough traces to have been identified by Gary
Vikan’. Quoted and qualified by Hermann von Soden as most com-
monly used in Greek Gospel manuscripts, the set briefly characteriz-
es each of the evangelists and the respective Gospels. The four lines,
which were placed at the opening of St John’s Gospel, may serve a
good example of the poems’ content:

4 Tam obliged to B. L. Fonkich for this observation.

5 W. Bond and Ph. Hofer dated the drawings to the late 12" to early 13" c., see Bond, Hofer 1955;
Gary Vikan to the early 13", see Vikan 1973; and soon after mid-11" c., see Vikan 1980.

6 Bond, Hofer 1955: 10.
7 Vikan 1973: 143.
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Fig 2. MS Typ 215, Houghton Library, Harvard University. St Matthew




Fig 3. MS Typ 215, Houghton Library, Harvard University. St Mark
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Fig 4. MS Typ 215, Houghton Library, Harvard University. St Luke




poovtneig Beopwvog Iwavvng mavaglotog
TIEWTOTOKOL TOPITG LTTEQAQX IOV EVQETO AQXT)V,
nowTo@avt) yevetnoa Oeov Oeov avtoyeveOAov,

evOev oAeOpotokwV apeoewv NUPALVE poeva b,

John, the best of all (the evangelists), the thunder-like voice of God,
who found the omnipotent beginning of the firstborn wisdom:
the first appearing God, who had begotten God.

Thus (John) took away strength of disastrous heresies.

The poem does not mention the mystical symbol of the evangelist,
and it is probably this circumstance that, having once turned into an
important shortcoming, led to the decision to replace the poems with
drawings. The best confirmation of this is the image of John, whose un-
usual composition is caused by the appearance of the symbol (Fig. 5).

In the oldest images of the Revelation of John on Patmos, from the
end of the 10" century’® to the year 1060', there is no landscape.
When it finally appears, the mountain fills the empty space above
Prochoros, up to the same level as the evangelist, standing next to
him': responding to changes in style, the mountain fills the void in
the pictorial surface. Once found, this order prevailed until the begin-
ning of the 13" century.

8 Soden von 1911: 378.
9 Paris Bibliotheque Nationale gr. 230. Weitzmann 1935: 29, fig. 215.

10 Athos, Dionisiou, 588, early 11" c. (Pelekanidis, Christou, Tsioumis, Kadas 1974: 228, 446-448);
Athos, Great Lavra, A 60, the miniature of St John is unpublished (Saminsky 2018) and Vienna,
Nationalbibliothek, Suppl. gr. 128 (Saminsky 2013a: 228-230, 275), both of 1050’s; Kutaisi, Histor-
ical Museum, cod. 76, of 1060 (Saminsky 2006: 26, 65). This iconography was also represented by
the miniature in the Georgian Four Gospels of 1033 in the History and Ethnology Museum of
Svanetia, in Mestia, No. 1, which was replaced by a copy in late 12" c., see Saminsky 1998: 355-357.

11 Typical examples are Athos, Dionisiou, 587 and New York, Pierpont Morgan Library, Ms M.
639, both of late 11" c., see Pelekanidis, Christou, Tsioumis, Kadas 1974: 162; The Glory of Byzantium
1997: 106.
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Fig 5. MS Typ 215, Houghton Library, Harvard University. St John
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Fig 6. Mega Spelaion, cod. 8. 1100’s. Fol. 208 v. St John (repainted)

At Harvard, the mountain rises on the other side. Its slope therefore
descends through the entire image in the opposite direction, from
right to left, echoing the movement of the evangelist, transmitting the
revelation received from above to the disciple below. The everlasting
source of Revelation — the sky with the Divine right hand - is exclud-
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ed from this scene. Instead, John attends to the beast with a book in
its paws, standing on top of a mountain. The mountain thus serves as
a pedestal for this new personification of the divine presence, and the
evangelist, freeing space for the beast, moves closer to the middle of
the scene. The symbol turns out to be the main spring of action and,
obviously, was the cause of the appearance of an unusual pattern.

The closest resemblance of this composition, albeit hidden under re-
painting, is a miniature in Mega Spelaion codex No. 8 (Fig. 6). There
are at once several oddities in this image. St John stands, as usual, his
head raised and half turned backwards, to the source of Revelation —
and yet, this source is not present in the miniature; a bird with a book
occupying the opposite peak, above Prochoros, does not attract the
attention of the evangelist. As in Harvard, St John is placed almost
in the middle of the stage, but, it turns out, only in order to make
room for a low hill with a bare, nonsensically cut apex. All these in-
congruities seem to betray a remake of the miniature that has ren-
dered its contents obscure. And indeed, above the current landscape
the silhouettes of the former one clearly appear through the gold-
en background, with the mountain on the right edge, where John is
looking, and the slope, gradually descending towards Prochoros, as
in the Harvard drawing. Under the pale silhouette of this mountain,
too high for a symbol to be placed on it, a different, denser silhouette
rising just above the shoulder of the evangelist is discernible, so that
in the gap to the upper edge of the scene a symbol could be easily in-
serted. The original composition, therefore, may have been very sim-
ilar to the one in Harvard. The architectural frame of the miniature
and its ornaments related first to this image. And these decorative
details, as Lawrence Nees once demonstrated, firmly unite the Mega
Spelaion Gospel with the manuscripts of 1101 and 1105: all three, ac-
cording to his conclusion, came from the same workshop™.

Shortly after Nees” discovery, Robert Nelson added to the group a
Gospel book in Bratislava, with the same architectural frames, relat-
ed ornaments, and synoptic evangelists’” symbols perching on the
lecterns' (Fig. 7, 8). In the image of St John, there are, at once, two
mountains on both sides of the evangelist, and two sources of Rev-

12 Nees 1975.

13 Nelson 1980: 22-23, figs. 10-13; http://147.213.131.4:85/digi/Rkp_zv_394/ECA-
V__394KT 347P/EN/2_2_gallery.htm.



Fig 7. Bratislava, The Central Library of the Slovak Academy of Sciences, 394 Kt. About 1100.
Fol. 28 v. St Matthew. Courtesy of the Central Library
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Fig 8. Bratislava, The Central Library of the Slovak Academy of Sciences, 394 Kt. About 1100.
Fol. 223 v. St John. Courtesy of the Central Library
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elation in front of him: God’s Hand in the sky and the Eagle on the
mountaintop exactly opposite his face. The kinship with the Harvard
manuscript in this second motif is obvious, but its inconsistency with
other parts of the miniature betrays it as a hybrid of the generally
accepted composition with the new one invented for the Harvard
Gospel. This was an attempt to smooth the innovation, although not
as decisive as in the Mega Spelaion book. The Harvard drawing had
no doubt preceded these attempts, appearing, probably, around the
same time, the turn of the 11™ century, as the original image of John
in the Mega Spelaion miniature.

The quality of the drawings that once replaced the gilded majuscule
poems in the Harvard Gospel is magnificent (Figs. 2-5). Smooth lines
and jerky strokes, a sudden deepening of the ink color, and outlines
and folds that are discontinuous, as if melting in the light and air —
everything here falls into the right place with perfect accuracy, con-
veying in a few features, as if by magic, both space and the natural
arrangement of figures in it, and the inspired expressions of faces. The
only exception to this perfection are the symbols of the evangelists.
The reason for this is most easily seen in the images of SS. John and
Luke. In St John’s miniature, covered by the drawing of the Lion, a
Bird is clearly visible, much smaller in size, with its head haloed and
raised, body fragile, tail widening to the end, and a book, which it
holds obliquely, unlike the Lion. In the depiction of St Luke, an Angel
is visible even clearer through the sketch of the calf, with a head with
a high hairstyle, the wide sleeve of a himation and raised wings. In
the other two drawings, rumps and tails remaining from the previous
symbols must have belonged to the Lion and Calf. The longer tail of
an animal on the lectern of Matthew, it seems, should have been the
Lion’s part. This is all the more likely, as in none of six pairing of sym-
bols with evangelists known in Byzantine art was the Calf assigned to
Matthew'.

The initial order of the symbols in the pictures, therefore, looked like
this: by Matthew — the Lion, by Mark — the Calf, by Luke — the An-
gel, by John — the Eagle. With the Harvard drawings, it is shared by
the Gospels from Mega Spelaion and Bratislava we have mentioned
(both with the same arrangement of symbols on the lecterns of synop-
tic evangelists and with the same or related composition of St John's

14 Nelson 1980: 17, 111.
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image). Besides, this order is represented by the Gospel book in Mos-
cow, former Synodal collection, Gr. 518, probably of the 1080s, and
two more manuscripts in Geneva and Moscow", which appeared, re-
spectively, in the first and, probably, at the turn of the second to third
decade of the 12* century. Despite this dissemination, there was no
patristic tradition for such a pairing of evangelists with symbols'. The
corrections of the drawings connecting the Lion with John, and not
with Matthew; the Calf with Luke, and not with Mark; and relating
the Angel to Matthew, and the Eagle to Mark, coincided with the idea
of St Irenaeus of Lyons, the first theologian to have identified the faces
of cherubim with the evangelists'. This editorial work was made by
a different, less skillful hand: a comparison of two images of the An-
gel, the original one at Luke and the secondary one at Matthew, their
raised wings and the sleeve of the chiton, gives rise to this assumption;
the awkward sketch of the Lion inspiring St John turns it into confi-
dence. But judging from the tone of the ink, which is the same or very
close in the initial and secondary sketches, the correcting was carried
out soon after the completion of the drawings. Probably, under the in-
fluence of direct acquaintance with the arguments of St Irenaeus or fol-
lowing a respectable model, the initial identification of the evangelists
with symbols was considered erroneous and replaced by the new one.

The alteration of symbols is not known in other pieces of Byzantine
art that have come down to us. A distant similarity to this can be
found only in Palaeologan and Post-Byzantine copies of Bratislava
miniatures. Disregarding the model, the copies follow the order of
St Jerome generally accepted in Byzantium after the Latin occupa-
tion of Constantinople’®. Thus, Matthew is identified with the Angel,
Mark with the Lion, Luke with the Calf, and John with the Eagle.
Apparently, any other order at that time was already considered an
error. But even with these examples in mind, a critical attitude to the
issue of the symbols of the evangelists, as it appears in the correc-
tions of the Harvard drawings, is unique. This separates them from
other Byzantine works to the same extent as alternative readings in
the margins of this book distinguish it from all other Gospel manu-
scripts. Obviously, a century after it had been written the book still

15 Nelson 1980: 22, 111.

16 Galavaris 1979: 23; Nelson 1980: 21-22.
17 Irenaeus, Contra haereses, col. 885-890.
18 Nelson 1980: 34-38.



retained the character of a scholarly edition, which, under the impact
of spiritual trends of the late 11* century, led to the appearance of
images of the evangelists inspired by their mystical prototypes, and
then to correction of the drawings in this crucial part. Made by anoth-
er hand, this revision calls into question the seemingly self-evident
suggestion made by Gary Vikan that the drawings were intended to
become painted miniatures, which, unfortunately for us, has never
been realized”. The painter, in this case, would have been the third
person to work on the images — after the draughtsman and his editor.
Rather, the drawings were made to enrich the message of the book,
not its illumination, and then corrected for the same purpose.

In the final, Irenaean order of the evangelists’ symbols, the Harvard
manuscript had an authoritative predecessor — the Gospel book, cre-
ated, most probably, in 1091 to celebrate the tenth anniversary of the
reign of Alexius I Comnenus®. Judging from the lively and diverse
communication of the evangelists with their symbols perching on
lecterns in front of them, this was the first experience of a new ico-
nography. From the height of the lectern, as from the ambo, the sym-
bols recite the Gospel opened in their hands, taking up the attention
of Matthew and Mark (Figs. 9, 10) and stimulating John to passionate
work?. In the Harvard drawings, reading may have already stopped,
Matthew and Luke are calmly immersed in writing, in similar pos-
tures (Figs. 2, 4). But Mark still enthusiastically addresses his symbol,
and in the image of St John, judging by the vividness of the scene, the
symbol, probably for the first time, appears as the source of the Rev-
elation on Patmos (Figs. 3, 5). The manuscripts from Mega Spelaion
and Bratislava do not add anything to these innovations. In the re-
painted miniatures of Mega Spelaion, the connection of symbols with
evangelists is rather simple-minded, the Lion and the Angel having
taken the place of the book on the lecterns of SS. Matthew and Luke?;
in Bratislava, the synoptic evangelists in conventional poses seem in-
different to their sources of inspiration, while the Eagle of St John,
as we have seen, is inserted as additional detail into a conventional
representation of the Revelation scene.

19 Vikan 1980: 10.

20 Saminsky 1988: 175-197, 269.
21 Morey 1914: pl. V.

22 Nees 1975: fig. 10.
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Fig 9. Moscow, RGADA (The Russian State Archive of the Old Diplomas), fond 196, op. 3,
ed. khr. 62, fol. 3 v. A miniature from the Four Gospels of Alexios I Comnenos. Probably 1090.
St Matthew. After Saminsky 1988, 185




Fig 10. Washington, Freer Gallery of Art, Nr. 09.1685. A miniature from the Four Gospels of

Alexios I Comnenos. Probably 1090. St Mark. After Morey 1914, pl. 111

Thus, an invisible border separates the Gospel of Alexius Comnenus
and Harvard drawings from the manuscripts with miniatures in ar-
chitectural frames. The author of the drawings, following the master
of the imperial Gospel, participated in the creation of a new pictorial
canon of the evangelists. The natural movements and noble propor-
tions of his human figures are even closer to the classicist ideal ex-
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pressed in the mosaics of Daphni, the central monument of the epoch,
than the miniatures in the book of the Emperor Alexius. The last dec-
ade of the 11" century seems, therefore, to be the most likely time of
creation of these drawings. The decorative exuberance of miniatures
in the manuscripts from Mega Spelaion and Bratislava reveals a dif-
ferent ideal, anticipating book illumination of the second quarter of
the 12" century, the so-called Kokkinobaphos circle of manuscripts.
However, the open book of the Lion inspiring St Matthew in the Bra-
tislava Gospel and, even more, the star-shaped table in this miniature
still keep the memory of the first appearance of the symbols on the
lecterns of the evangelists (Figs. 7, 10).
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EBaHTeAMCTNTE U1 TEXHNUTE CIMBOAW B
MIHIATIOpNUTE Ha TPBbLKUS pbKONNC OT XapBapa:
Houghton Library, Typ 215

Axexcardvp Camuncku
BONSLONE

e

I'ppukmsar peromnuc or Xapsapa, Houghton Library Typ 215, neoraasna
Gellre ompeseaeH KaTo 4acT OT Tpylla eBaHTeANsl OT KbcHUA X B., Ch3Jaje-
Hu B KoHcranTtnHOMoA. Besiko eBaHreane B pbKoIca 3aIlloyba € IoeMa 3a
CBOTBETHISI €BAHTEANCT, 3aMEHEHa BIIOCAEACTBIE C HETOBO IpadpUuHO U30-
OpakeHne. AKO CIMBOAUTE Ha €BaHTeAVCTITE He ca yIIOMeHaT! B II0eEMMUTe,
TO B PUCYHKUTe Te ca TsIXHa paslo3HaBaeMa XapaKTepucTiKa. B nsobpaxe-
HIETO Ha cB. VI0aH CMBOABT My e Aopu 3aMecTeH oT boxusATra pbka KaTo
usBop Ha boxxkectseHO BABXHOBeHMe. Tasu HeoOM4aiiHa KOMITO3UIINS MMa
CBOsI ITapaze, IIpepucyBaHa, HO BCe Ollje pa3AndnMa, B Mega Spelaion cod.
8, or camoto Havaao Ha XII B., a HeltHUTe clrelIM(UKU ce OTKPUBAT CHILO U
B Bratislava, Academy of Sciences cod. 394 Kt ot xpast Ha XI B. V3raexaa, ue
3a OHOBa BpeMe AUIIcaTa Ha CUMBOANTE B IIOEMMITe OT XapBapACKIs pbKOIIC
Ce e IIpeBbpHaJa B CepIO3eH HeJ0CTaThK, KOEeTOo e J0Bea0 A0 3aMsHaTa UM C
U300 paskeHI sl

BucoxoTo KauecTBo Ha XapBapACKUTe PUCYHKM € IIOCTpajado IpU KOpeK-
LMHUTe Ha CUMBOANTE, HAHECEHM IIpe3 TO3M IepuoJ OT Apyra, He TOAKOBa
TaZaHTAMBA PbKa, C Ilea Te da ObAaT 3aMeHeHN. I IspBoHavaAHUTe CHOTBET-
crBust (Marteit — 418, /lyka — aHrea, Mapko — 6uK, Voan — opea) ca e4-
HaKBI B ABaTa CIIOMEHAaT! PBKOIMNCA, a ChIO U B APYyru KHUTK MexAy 80-Te
roguay Ha XI B. u 20-te roaunn Ha XII B. Bee mak, prnpekn Tosa pasmpoc-
TpaHeHMe, B IaTPHUCTMYHATa TpaANIVI HAMa TaKoBa 000coOsABaHe Ha eBaH-
reauctu u cumsoan. IIpu pesusupanero um Apoiikute (Mateii — anrea,
Mapxko — opes, /lyka — OuK, Voan — A'BB) CbBIIAaAAT € Te3U y ¢B. VIpuHeii ot
/luoH, mocaeasany OoT MuHMatiopute B UeTsepoesaHreaneTo Ha Aaekcuii |
Komnun, Haii-sepostro ot 1091 1.

Cpaeiiky 110 AMHaMIYHATa ¥ pa3HOOOpa3Ha BPb3Ka MEXAY eBaHTeAVICTHTe
U TEXHNUTE CUMBOAY, IO3ULMOHMPAHU BbPXy aHaAOWTe IIpeJ TAX, MUHMA-
TIOpMTe Ce IIpeBPbINaT B ITbPBU OIIUT 3a HOBa MKOHOTpadus. JKususar pucy-
HDBK B 1300pakxeHNeTo Ha cB. loaH oT XapBapACKUs PHKOIIC HACOUBA KbM
BeposATHaTa ITbpBa I10s1Ba Ha CMMBOAa KaTo ocHoBa 3a OTkposenueto ot [1ar-
Moc. Taka aBTOpBT Ha pUCyHKaTa, CAeABalik/i MaiiCTOpa OT MMIIepaTOPCKOTO
eBaHreAle, CTaBa 4yacT OT Ch3JaBaHeTO Ha HOB 1300pa3uTeleH KaHOH II0 OT-



HoOIIleHne Ha epaHreaucruTe. Prkommcute or Mera Crimanon u bparucaasa
He 400aBsT HUAIIO KbM Te3U HOBOBbBedeHus. [locaeanoTo agecetnaerue Ha
XI B. obaue, nsraexaa, e BpeMeTo, B KOETO ca Ch34a4eHN XapBapACKUTe PU-
cynkn. Te mmokasBaT cx04CTBa € KAACMYECKIS CTIA Ha MMHMATIOPUTE OT KHU-
rara Ha umIeparop Aaexcuii u Mo3aiikute B JadHu, IeHTpaleH ITaMeTHIK
or enioxarta. boraraTta gekopanys Ha MUHUATIOpUTE B PbKoIucuTe oT Mera
Crmanon u Bparucaasa paskpusa pa3AnyHns uiead, KaTo CTaBa MHOBATUB-
HUSIT 0Opasel] Ha KHIKHATA MAIOCTpans oT BTopaTa 4eTsbpT Ha XII .






Aparte mUAag (psalm 23[24], 7-10).
The Iconography
of Christ Opening Hades’ Doors

Ilias Karalis!

Abstract: This paper investigates the iconographic depiction of Christ opening the
doors of Hades. The discussion is focused on the Resurrection ceremony as it is out-
lined in the liturgical manuscripts. This particular iconographic theme, which func-
tioned as a kind of “sketch” for the illustrative representation of the scene, emerged
in the middle-Byzantine period and the artists of the Palaiologan period used it as a
source from which they borrowed iconographic elements that they later transferred
to the illustration of the Resurrection. These elements were also borrowed by art-
ists of the Italian Renaissance, who employed them in the relevant iconography. At
a later time, the Palaiologan and Renaissance iconographic elements were used in
combination by artists of North-Western Greece School in frescoes dating from the
second phase of the Post-Byzantine period.

Key words: Anastasis, Liturgical manuscripts, Resurrection ceremony, Byzantine
theatre, School North-Western Greek, Renaissance iconography, Arma Christi

The Resurrection of Christ is the quintessence of Christian teaching
and offered mankind the prospect of salvation. After the Resurrec-
tion, the synaxis took place at the Lord’s Dinner (Kvoiakov Aeimtvov),
which comprised the meal and the celebration of the Eucharist?.

1 Fr. llias Karalis, PhD, is a theologian and archaeologist, member of Byzantinist Society of Cyprus. His
research interests include Byzantine Liturgical tradition, Byzantine and Post-Byzantine Art, as well as in
interaction between ritual, society and art.

2 Filias 2016: 72-77.
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Therefore liturgy, especially on Sunday?, functioned as a commemo-
ration of the Resurrection* and an extension of it into the lives of the
faithful. However, man’s need to logically explain events that have
not been witnessed by anyone, such as the descent of Christ into Ha-
des, created fictional narrative texts written in a style that could ad-
dress the reader’s mentality more directly. One of these, the pseude-
pigraphal text titled Gospel of Nicodemus, although considered by the
Church as apocryphal, became a source of inspiration for homiletics
and hymnography, which, in turn, influenced iconography.

In this article®, we will first give a brief overview of the pertinent ico-
nography dating from the middle Byzantine period until the second
phase of Post-Byzantine art, which is very diverse and has already
been investigated by previous scholars®. Then we will present the
Resurrection ceremony according to liturgical manuscripts, which,
as will be demonstrated further on, interacted with the iconography
contemporaneous with it and gradually shaped it. According to our
hypothesis, it would have been more likely for painters to be inspired
by a ceremony that functioned as a “sketch” than by a text of the 4™
century or the contemporary literature in general’, to which they may
not have had easy access.

Verse 7 of Psalm 23 (24) was initially associated with the Ascension of
Christ in the apocryphal text of the Apocalypse of Peter (17, 43), dated
in the first half of the 2" century®. The allusion of this verse to the
Ascension of Christ was Christologically interpreted by the fathers,
and in turn contributed to the portrayal of the Ascension in the psal-
ters of the middle-Byzantine period’. In these illustrations, Christ is
shown ascending to heaven while the angels are opening the gates of

3 Skrettas 2006: 411-435.

4 Nassis 2006: 73-76.

5 I would like to express my gratitude for the review of this article to Dr. Andrea Babuin, Lec-
turer in Department of History and Archeology of the University of loannina, Dr. Ioannis Chou-
liaras, Ephorate of Antiquities of Thesprotia and Fr. Gregory Manopoulos, PhD student in the
Department of History and Archeology of the University of loannina, for sharing their photo
material with me.

6 Kartsonis 1986; Smirnova 1992: 55-59; Antonopoulos 1993: 87-98; Deliyianni-Doris 1994: 399-435; Se-
moglou 1995/2000: 103-116; Koukiaris 1996/97: 305-318; Smirnova 2005: 303-310; Ivanova 2009: 7-21.
And for Post-Byzantine iconography see Triantaphylopoulos 1985: v. I, 238; Kalafati 2001: 173-180.

7 Touber 1976: 33.
8 Apocalypse of Peter: 418-419.
9 Gioles 1977/8: 290; Gioles 1981: 19-67.
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Fig. 1. Stuttgart Psalter, f. 29v. Ps 23. (9" c.)

heaven. The correlation of that verse with the descent of Christ into
Hades is also present in the apocryphal Gospel of Nicodemus [5 (21),
1-3], a text of the early 4" century, in which the descent is represented
as a dialogue between Christ-angels and Hades'". The association be-
tween those verses of the psalm and the descent into Hades appears
for the first time in iconography in a miniature of the early 9™ cen-
tury found in the Latin Psalter of Stuttgart (Fig. 1), a book of psalms

10 Gospel of Nikodemus: 218-219.
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Fig. 2. Patmus Graecus 171, £. 460. Job 38: 17. (9" c.)

according to the Gallican Rite'!. This miniature depicts Christ and an
angel attempting to open the gates of Hades. The same iconographic
motif is also encountered in a miniature that accompanies the afore-
mentioned psalm verse in the Psalter Sinaiticus Gr. 48, f. 25v (1075)"?,
where the angels are now portrayed holding a cross in front of some
closed gates, probably those of Hades (Fig. 3). However, an early
portrayal of Christ opening the gates of Hades himself is found in a
miniature of the Patmus Cod. 171, f. 460 (9" c.), in a passage which
makes a prophetic reference to Job, foretelling the Resurrection of
Christ (Fig. 2)".

In the Byzantine liturgical tradition of the time, the psalm verses do
not appear in connection with the Resurrection ceremony. The dia-
logue and the opening of the church doors are initially encountered

11 Tsuji 1983: fig. 7; Kartsonis 1986: fig. 19; Dodwell 1993: 79.
12 Tsuji 1983: fig. 10.
13 Kartsonis 1986: fig. 22.
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Fig. 3. Sinaiticus
Graecus 48,

f. 25v. Ps 23.
(1075)

as ceremonial elements in processions held for the commemoration
of church confirmations and at a later time in the procession of the
Great Entrance™. A typical example of this, according to the Typicon
of the Great Church (10" c.), is the procession on the anniversary of
the confirmation of Hagia Sophia (24™ December). According to this
order, during the return of the procession from the Forum, a pas-
sage from the orphan psalms was chanted as a troparion and then the
chanters opened the doors of the narthex, which remained shut until
that moment®. Furthermore, according to Patmus Cod. 719, in the
Great Entrance'® the deacon says Lift up your Gates before he enters
the Holy Doors. Similarly, in the Diataxis of Philotheus' the deacon

14 Taft 1987: 98-118; Fountoules 1997: 174-178; Tsobanis 1997: 91; Fountoules 2006: 208-212.

15 Typikon of the Great Church, v. 1, 144: Kai 6te @Odom 1) Aitr) eig tov vdoOnka, mAnoiov tav
HEYAAWVY TTUA@V, LETA TV CUUTIATIQWOLY TOD TQOTAQIOV, EDAOYEL O TATOLAQXNG KAl &QXOVTAL
ot 6p@avol 1o Apate vAag. Toug d¢ MuAwvag avotyovotv ot PaAtat). See also v. I, 138, 334.
16 Taft 1987: 105.

17 Trempelas 1997b: 10.
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enters, deposits the paten on the altar and then turns to the priest,
who is getting into the sanctuary, and incenses him. While entering
the sanctuary the priest says Lift up your gates, O princes.

The first document in which the opening of the narthex doors has been
transferred from the confirmation procession and the Great Entrance
to the Resurrection ceremony is the Typicon of the Monastery of Ev-
ergetis (11" - 12" c.). According to this Typicon, at the eighth hour,
the monks (and probably laymen) get out at the narthex of the church,
the church doors are shut, and everyone lights and holds a candle.
In front of the north gate, through which the entrances are made, the
priest blesses the doors three times with the censer and the Paschal
troparion Christ is Risen is chanted. This troparion is accompanied by
psalm verses and after the recitation of verses 19-20 of Psalm 117",
the ecclesiarchs, who stay inside the church, open the north gate, ev-
eryone enters, and the celebration of the Resurrection continues with
the matins and the Divine Liturgy®. The same ceremony is also found
in Sinaiticus Gr. 1097 (1214), with the exception that verses 19-20 of
Psalm 117 are replaced by verses 7-10 of Psalm 24*.

It seems that the dialogical form of the psalm verses and the opening
of the doors by the priest have been transferred from the Jerusalem
Typikon of St Savvas to the Constantinopolitan Resurrection cere-
mony, as we can observe in Pseudo-Kodinos’ reference included in
his treatise De Officiis. According to this evidence, at this time the di-
alogue Lift up your gates was common in many churches in Constan-
tinople, but not in the church of Hagia Sophia®. More specifically, in
Hagia Sophia the Orthros took place between the third and the fourth
hour. After closing the church doors and lighting candles, the faithful
chanted the troparion Christ is Risen, and after the litany of peace,

18 Thomas, Constantinides Hero 2000: 454-471.

19 Ps 117, 19-20: Lift up to me the gates of justice: I will go in to them, and give praise to the Lord.
This is the gate of the Lord, the just shall enter into it.

20 Typikon of Evergetis, 556: Eitat mdAwv 6 tegetg otixov y'. Avot€até pot mbAag diakaloovvng
Kat eloeABdv év avtais, Efoporoynoopat @ Kuoiw. Kat toic €v toic pvrpact. Kai ev0vg
avolyovov €0w ot TAQEKKANTLAQXAL T) AVTOSC O EKKANOLAQXNGS, O d¢ Aadg PAAAeL TO XQLOTOS
avéom.

21 Sinaiticus gr. 1097, f. 51r-v: O 1eebc ‘AdEa kai VOV’ yeyovwtéoa @wvhl “Xowotog avéotr'.
O iepevg Agate mOAaG ol AgxovTes VPV ‘XQLOTOC AVETTN KAl AVOLYWHEVWY TV TUAQV
eloodéveL.

22 De Officiis, 182: o0 unv t@wv Bve@V €Tt kekAeloHévwY 00OV Aéyel, WG €V MOAAQIC TV
exAnov Aéyetat, 10 Agarte MOAAG oL dOXOVTEG VU@V Kol T €ENG.



Fig. 4. Vaticanus Urbinas Graecus 2, f. 260v (1118-1144). John Gospel

which was recited by the archdeacon, the protopope opened the door
and the service continued with the Orthros and the Liturgy®. This
liturgical custom was quite common in the 15" century, as we see
in a side note on Bishop Thereon Marks' commentary found in the
Typicon Sinaiticus Gr. 1108 (15% c.). The note, however, deplores the
custom, since it is viewed as disrespectful on the grounds that during
this ceremony the church is regarded as a symbol of Hades*.

That “ritual drama”, which presented the Resurrection to the people
in a vivid and triumphant way, has probably been transferred to wor-
ship from the Byzantine ecclesiastical theater® in the late Byzantine

23 De Officiis: 180-182.

24 Sinaiticus Gr. 1108, f. 204v: Eita peydAn ovvamtn kat HeT& TV EKQavnoty eDOVS Aéyet Tov
Kavova Avaotacews Nuéoa kal eloeAbBwv eic v ékkAnoiov, undoAws eimwv, O6meQ TLvEg
apadeic Aéyovat, 1o Agarte TOAXG Kat amokgivetar kai étegog Tic €0ty 00T0C 6 BaciAede g
06&nc: TavTa yap dvoikela Thg duvapews To0 Oeob kot 6tL didopev @ daPdAw ddelav Kol
duvapuwy, 6t avliotato kal avtéAeye T e dNHUIOVEYY TAVIWY TV GVTWV Kl ATV TV
dapdvwv; Fountoules 1997: 178.

25 Kalokiris 2003: 26-34.
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Fig. 5. Giotto di Bondone, Christ’s Descent into Hades. Tempera on wood (1320-1325),
Alte Pinakothek Munich

period. This theatrical genre gained popularity in the Middle Byzan-
tine period and was treated by Patriarchs with tolerance®. Thus, the
events of the Holy Week were reenacted in plays, which resulted in
the introduction of those dramatic features to worship and, conse-
quently, to iconography?.

In our estimation, the Resurrection ceremony has influenced its con-
temporary iconography because it was obviously more accessible to
the faithful than texts. We know that artists of the Palaiologan era,

26 Solomou 1987: 151-211.
27 Belting 1980/1: 1-16.
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Fig. 6. Pieter van der Weyden, Christ’s Descent into Hades. Engraving (1559-1563),
British Museum

which is characterized by the enrichment of representations with
iconographic elements®, add to the iconography of the Resurrection
angels carrying symbols of Passion. This motif replaced the depic-
tion of Christ holding a cross* and has been characterized as a com-
posite iconographic type of the Resurrection inspired by hymnography
and both older and recent sermons with an eschatological content™.
Although we do not disagree with that view, we must add that the
motif is also likely to have been influenced by the ceremony of the
Resurrection, which was more direct and dramatic.

We know that since the time of the early Christian art, angels have
appeared as members of the heavenly court®, while in the Palaiolo-

28 Deliyianni-Doris 1994: 433.

29 Kartsonis 1986: 213-214.

30 Deliyianni-Doris 1994: 412-435.
31 Chrysafi 2014.
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Fig. 7. Venice, St Marcos Basilica. Christ’s Descent into Hades. Mosaic (1617/18)

gan art they are represented as deacons (e.g. scenes of the Melismos™
and the Great Entrance)®. The angels appear to occupy the position
of clerics (deacons) carrying ripidions and objects that have liturgical
and processional functions*. Moreover, the cross and the spear had a
special place in the imperial® and ecclesiastical®* contexts of the Holy
Week. Apparently, the holy cross and the holy spear as iconographi-
cal elements emphasize the Passion, and are associated with relevant
themes, such as The Man of Sorrows, Panagia of Passion” and The Res-
urrection. Although H. Deliyianni-Doris noticed that the illustration
of angels carrying instruments of Passion in the iconography of the
Resurrection is encountered in the middle Byzantine manuscripts
Vat. Urb. Gr. 2, f. 260v (1118-1144) and Parisinus Gr. 550, f. 5r (12
c.)*®, a more thorough investigation may reveal that the miniature of
the Vatican manuscript (Fig. 4) confirms the interrelation of the three

32 Konstantinidi 2008: 117-124.
33 Tsobanis 1997.

34 The instruments of Passion appeared in iconography of the Great Entrance after 17* c., see
Tsobanis 1997: 148.

35 De Ceremoniis: 3-24.

36 Typikon of the Great Church: v. 2, 72; Tarchnischwill 1959: 105; Pallas 1965: 26.
37 Belting 1980/1: 11, fig. 13, 15, 16.

38 Deliyianni-Doris 1994: 409-412.



Fig. 8. Ioannina, Veltsista, St Demetrius, Christ’s Descent into Hades. Wall-painting (1558-1560)

themes under discussion (i.e. the opening of the doors of heaven, the
Resurrection of Christ, and the angels carrying instruments of Pas-
sion) with the gospel lesson of the Paschal Liturgy”. The same asso-
ciation appears in the manuscript Parisinus Gr. 75 (12" ¢)*. It should
be noted that in Parisinus Gr. 550, the miniature corresponds to the
text of Gregory’s sermon on the Resurrection. In this miniature, we
can see figures holding candles, which is a liturgical action observed
at the Resurrection ceremony.

39John 1, 1-17.
40 Tsuji 1983: fig. 1.
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Fig. 9. loannina, Veltsista, Transfiguration, Christ’s Descent into Hades. Wall-painting (1568)

Moreover, in the ceremony of the Resurrection, the cross functions as
a ritual symbol. Specifically, in the treatise De Officiis by Pseudo-Ko-
dinos, we notice that in the Paschal office held in Hagia Sophia, after
the dismissal of the matins, the protopapas and the archdeacon stood
in front of the doors of the sanctuary, the former holding the gospel
and the latter holding the cross. The emperor entered the church and
kissed in turn the gospel, the protopapas, the cross and the archdea-
con*!. This liturgical element, i.e. the exposition of the cross for ado-
ration, was common in the Asmatikos Orthros of Sundays*, and had
also spread to the Slavic world through the liturgical Rite of Cyril
and Methodius®. It is quite evident that the introduction of the cross

41 De Officiis: 183.
42 Trempelas 1997: 203.
43 Tchiflianov 1944: 81.



into the hands of an angel in iconography indicates that the artists
have been inspired by the ceremony.

The theme Descent into Hades was very popular in Eastern-Orthodox
iconography*. At the same time, in medieval Europe, where the ec-
clesiastical theater was developed and the Divine Comedy by Dante
was composed, the relevant iconography was also enriched with el-
ements that emphasized the Passion of Christ®. Nevertheless, those
compositions differed significantly from the Byzantine iconography
of the Anastasis. Some of the artists of the Renaissance retained the
iconographical element of the cross, which is now carried by a male
figure identifiable as the Good Thief Dismas*. Some remarkable
masterpieces in which the cross has been introduced into the scene
of Descent (Fig. 4) are an icon by Giotto di Bondone (ca. 1303-1306
—1312/13) (Fig. 5), a drawing (pen and brown ink) by Andrea Man-
tegna (mid-15" c.)¥, a panel by Jacopo Bellini (1400-1470) and an en-
graving by Albrecht Diirer (1510)*. There is also an instance of an art-
work which is accompanied by the inscription Lift up your gates: the
engraving by the Flemish artist Pieter van der Heyden (1530-1572)
(made after a design by the Flemish master Pieter Brueghel the elder
(1525-1569)). The inscription added to that scene reads: Tollite o portae
capita vestra attollimini fores sempiternae ut ingredietur rex ille gloriosus
(Psalm 24:7) (Fig. 6)*. The same theme, also accompanied by an in-
scription (Owvis Fractis Portis Spoliat Me Campio Fortis), is encountered
in a mosaic created by Luigi Gaetano®. This mosaic is located on the
upper level of the basilica of San Marco (1617/18) (Fig. 7).

Another well-known Post-Byzantine painter, Frangos Katellanos, sim-
ilarly combines the representation of the Descent to Hades with that of
the Opening of the Doors. Instances of this can be seen in the frescoes
of the catholicon of Barlaam Monastery (1548) and the catholicon of
the Monastery of St Nicanor of Zavorda (1542-1548)°'. It is very inter-

44 Davis-Weyer 1976: 183-194.
45 Approaches to Cooper, Denny-Brown 2014.

46 Dismas descended with Christ to Hades before going to paradise as Christ promise (Luke
23, 43).

47 Martineau 1992: no. 65.

48 Koerner 2002: 20.

49 Riggs 1977: 34.

50 Based on cartoons by Maffeo Verona.
51 Semoglou 2018: fig. 4, 6.
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esting that in these compositions, a personification of the New Testa-
ment is illustrated in front of the doors. This corresponds to that part
of the ritual (also described by Pseudo-Kodinos), where the protopa-
pas is standing in front of the Holy doors of the sanctuary holding the
gospel.

Some decades later, in two monuments located in the Greek village
Veltsista, loannina, the scene of Christ’s Descent into Hades is repre-
sented before the composition of the Anastasis. Specifically, we find
such a representation accompanied by the inscription Lift up your gates,
O princes (APATE ITYAAC) in the church of the Transfiguration in Kli-
matia, Ioannina, a monument painted by Kontaris” team in 1568> (Fig.
8). On the left side of the composition, we see Christ descending into
Hades. Behind him there are angels dressed in imperial costumes and
holding the symbols of Passion (cross, spear and the sponge on a reed).
Under the broken gates, two angels in plain tunics strike and chain Ha-
des. In the background, figures of resurrected humans appear coming
out of rocks. The same representation, without the inscription (which
does not survive), is encountered in an earlier composition from St
Demetrius church in Klimatia, which was painted in 1558-1560. The
paintings in that church are similarly attributed to Kontaris’ team>

(Fig. 9).

A different motif of Lift up your gates, O princes appears in the church
of the Dormition of the Virgin Mary, also located in Klimatia, which
was painted in 1618/19 by the team of the painters Demetrius and
Theodore** and where the inscription Lift up your gates, O princes
(APATE ITYAAC) is similarly present. This composition is different
from the previous ones and the gates of Hades in it are closed and
upright, just like the western bronze church doors®. Moreover, the
artist did not include in the scene the chaining of demons by angels.
Some common iconographic elements are the angels wearing impe-
rial costumes and carrying the symbols of Passion, and the figures
that are awaiting the Resurrection (Fig. 10). It is certain that the two
previous representations follow the Palaiologan models that depict
angels striking/chaining Hades and standing behind Christ with the

52 Stavropoulou-Makri 1989: 99-100.

53 Stavropoulou-Makri 1989: 99-100; Papadopoulou 2014: 63, fig. 53.
54 Papadopoulou 2014: 143, fig. 143.

55 Frazer 1973: 145-162.



(1618/19)

cross and the spear in their hands. In addition, these representations
assimilate elements from the Italian Renaissance iconography, such
as Christ entering the scene from one of its sides. The third repre-
sentation follows the two previous ones but without including the
depiction of angels defeating demons.

A question arises as to why these scenes appear exclusively in these
monuments. This question cannot be easily answered. We can as-
sume that this might be attributed to the ritual of Lift up your gates, O
princes, which was very common in the areas where the monuments
are located. Furthermore, the fact that Georgios Kontaris, one of the
two Kontaris brothers, besides a painter was also a priest, leads us to
speculate that the ceremony was certainly familiar to him. Therefore,
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artists represent the priest as Christ, the deacons as angels* carrying
the processional ripidions, candles and instruments of Passion and
all the people awaiting to partake of the Resurrection as the righteous
who are looking forward to the Resurrection of Christ.

In addition, the three scenes in the Veltsista monuments are placed in
the continuum of iconographic themes in accordance with historical
and liturgical time. In the morning of Holy Saturday, the Church cel-
ebrates the Resurrection of Christ and reads a lesson from the gospel
according to Matthew. This is iconographically visualized by the icon
of The Stone. On the night of the Resurrection, the ceremony of Lift up
your gates, O princes takes place and the clergy and the people enter
the church to offer the Holy Eucharist. In this liturgical context, art-
ists, while forming the iconographic continuum of the Paschal feast,
illustrate the icon of The Stone after the icon of Lift up your gates, O
princes, which is followed by the icon of the Resurrection.

The ceremony of Lift up your gates, O princes was a more spectacular
reenactment of the events, from which the artists of the Palaiologan
period borrowed elements. These elements are transferred to the
Renaissance painting, which, in turn, in the Post-Byzantine period
influences the leading artists of the school of Northwestern Greece.
It is certain that the ceremony of Lift up your gates, O princes inspires
artists, who create a pictorial novum with the aim of highlighting the
descent of Christ into Hades and representing it in the dramatic way
it is reenacted at the Resurrection ceremony. This dramatic effect was
more comprehensible to the ordinary people of the Ottoman occupa-
tion period and could convey to them the soteriological message of
the Resurrection.

56 Gioles 1977/8: 269.
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Aoparte mvAag (Ilcaam 23[24], 7-10).
Vxonorpadusara Ha Xpucroc, oTBapsI Bpatute AA0BU

Mausac Kaparuc

BRSLOND

CratusaTa mscaeasa psAAKOTO M3o0pakeHme Ha XPWCTOC, KOWTO OTBapsl BpaTuTe
Ha Aja, OT CpeJHOBVM3aHTUIICKUA IIepro/, A0 BTopaTa ¢a3a Ha ITOCTBU3aHTUIICKa-
Ta erioxa, KOraTo ClleHaTa ce IIOsBsBa B TPU IaMeTHUKa OT pailoHa Ha Ip. SIHuHa
(1527-1630).

JaHHn 3a can3aHeTo Ha XpHUCTOC B AJa ce OTKpMBAT B allOKpM(pHOTO eBaHTeAle
Ha Huxoaum (IV B.), KkbaeTO aBTOPBT CBbpP3Ba OTBApsIHETO Ha IIOPTUTE C IIUTAT OT
ITcaam 23, 7-10. 3aroBa IIbpBUTE 3acBUAETEACTBAHN M300pakeHNs ce IOsBSBAT B
HapaTVBHI MMHHMATIOpM Ha CIIOMeHATus IMacaX B narocrposann rncaatupu (lyt-
rapacku rcaatup u Cunaricku rcaatup Ne 48), KakTo 1 KaTo MMHMATIOpa KbM ITpo-

poueckuTe caoBa 3a Brskpecennero s kuurata Ha Vos (ITarmoc Ne 171).

BbB Bu3aHTHIICKaTa AUTYpIUYHa Tpaauius cTuxsT oT Ilcaamure (23, 7-10) mbpso-
HayuaJHO Ce e IleeA I10 BpeMe Ha AUTUU U ce e Ipou3HacsA npu Beankus sxod. ITsp-
BaTa puTyaAHa Bpb3Ka MeXKAy OTBapsHETO Ha ITOPTHUTe 1 Br3kpeceHmeTo ce oTKpuBa
B TUNMKa Ha MaHactupa ,,Cs. Boropoauna Esepretuga” B Koncrantunonoa (XI-XII
B.), Clope/, KOMTO ce n3noassa u crux 117, 19-20. Maaxo mo-KbCHO ce OTKpuBa U B
tunmka Ha Cunarickus manactup (Ne 1097), xoiiro ce aatupa ot 1214 1. n onmcsa
CBIIUA pUTyaa C yrnorpebara Ha 1caam 24, 7-10. O0oOm1aBaHeTo Ha TO3M PUTyal
IIpe3 KbCHOBM3AHTHUIICKATa eI10Xa e 3aCBIAeTeACTBaHO B TpaKTarTa ,3a cAy>kOurte” Ha

riceBa0-Koann n 8 Cunarickyst tunuk ot XV B. (Ne 1108).

Tosa mososaBaHe Ha puTyala IIOMara 3a MHTepIPeTpPaHeTO Ha MKOHorpadusTa
Ha Bp3kpeceHnero 1o speMe Ha KbCHOBM3AaHTUIICKIL IIEPUOJ, KOTaToO Ce IOsABABaT
aHreay, Abp>Kaim cuMpoante Ha Crpacrure XpucTosu (KpbCT, KOIIUE M TPOCT), a
Ta3y MKOHOTpadms ce 0OACHABA OT ydeHUTe KaTo KOMOMHMpPaH MKOHOTPaCKI THUIT
Ha Bb3kpeceHneTo, moBansSHO OT XMMHOTpadusATa 1 ChBpeMeHHNUTe U1 ITPOTIOBeANL.
Taka mo Moe MHeHHUe XyAoXXHuIuTe ot Ilazeoa0roBus mepnoy mpeHacsAT CHMBO-
AUTe Ha MBUEHMETO, KOUTO Ce 110A3BaT ¢ 0coOeHa IounT 110 Bpeme Ha CTpacTHara
ceAMMmIla, TIOAYepTaBaliKi ApaMaTU4dHuUTe cTpajaHus Ha Xpucroc. KoHkpeTHO 3a
KpbCTa 3HaeM, e BeuepTa Ipeau Bp3kpeceHnero e 614 13aaraH 3a IOKAOHEHNE B

I'LPKBUTE.

Te3u eaemenTN ca IIpeHeceHn 1 B I/IKOHOFpaCl)I/I}ITa Ha B”I)SerCeHI/IeTO, KbAETO 30-



rpadute cu MO3BOASBAT Aa IIPEeMeCTAT XPUCTOC B brbJa Ha ClleHaTa 1 400aBAT A0-
Opus pasbortHuk Aucmac. ITaaeoa0rosu 1 peHecaHCOBM eAeMEHTU U3IIOA3Ba aTe-
aneto Ha Kongapuc, Kouto nmpubasAT KbM cIleHaTa U nuTaTa ,IlogurHete, moptu”
(Aparte ITVAac) B ABe ITBPKBU OT C. Bearucra, SunaCcKo. ITocae crienara ce mpenacs
OT APYTU IO-KBCHU 30Tpadu B TAMETHUK OT CBIIUS PETUOH.

Tasu uskaOuUnNTeAHA ClIeHa cAe4Ba He CaMO MCTOPUYECKOTO, HO M AUTYPIUYHOTO
speme. Taka criopeg Tunuka cyrpunra Ha Beauka cnboTa ce mpasHysa nbpso Bba-
KpeceHue, KOeTo B IKOHOTpadsTa ce IIpeACTaBs KaTo clieHaTa JKeHnTe MUPOHOCH-
1y pu rpoda. Beuepra Ha Bnskpecenne, mpu Hauaaoto Ha Hecegaanara cayxOa,
ce M3ITbAHABA pUTyaasT ,Iloguruere, mopTu”, KoiTO B M3KYCTBOTO Ce IPeACTaBs C
eJHOMMeHHaTa cileHa. Hakpas ce cay>km BeanKaeHCKaTa AUTYPIW, KOATO HaMuUpa

CBOsI aHA/0T B MIBKYCTBOTO 4Ype3 CrieHaTa BT)SerCGHI/Ie XpI/ICTOBO.

B 3akaioueHne, putyaapT Ha Bb3kpeceHmero Bamse BbpPXy MKOHOrpadusra, Thil
KaTo e O1Ja Io-AMpeKTHa U TIo-gpaMaTi4yHa Bpb3KaTa B XMMHOTpadusATa 11 XOMHU-

AUNTe, Ype3 KOUTO ce IpeJasa yoeauTeAHo TpuyM BT Ha XPpUCTOC Haj CMBPTTA.
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Narrative Sequence in the Miniatures
of Tsar Ivan Alexander’s Gospel Book
(British Library Add. MS 39627)

Elissaveta Moussakova®

Abstract. Most scholars consider an eleventh-century Greek Gospel book in Paris
(Bibiotheque nationale de France, MS Grec 74) the direct model for the illustrations
in a Slavonic Gospel book (London, British Library, Add. MS 39627) copied for the
Bulgarian tsar John (Ivan) Alexander (r. 1331-1371). In a recent monograph (2005), the
philologist Iliya Talev argues that some narrative miniatures in the Paris manuscript
reverse the sequence of the illustrated events, while the corresponding miniatures of
the London Gospel place these events in their correct order. This shows, in Talev’s
view, that the Bulgarian illustrations do not directly copy the eleventh-century Byzan-
tine ones. Talev assumes faithful copying by means of anthivola (stencils), which could
be accidentally flipped over, thus reversing the sequence of some scenes. My analysis
of the miniatures shows that the painters were very sensitive to the text-image corre-
spondence and that reversed sequence was a way to better link pictures and words.
In some cases, the artists used a boustrophedon pattern, so that text lines and pictorial
content could be jointly read as a continuous, non-interrupted narrative.

Key words: model, copy, stencil, boustrophedon, pictorial narrative, Four Gospels,
Ivan Alexander

This paper takes as its starting point some arguments put forward
by the philologist Iliya Talev in his monograph on the Gospel book
of Tsar Ivan Alexander (known as the London Gospels). For almost

1 Elissaveta Moussakova, PhD, is an art historian, Professor in the Institute of Art Studies. Her works
are in the field of manuscript illumination and Slavonic palaeography and codicology. She is a visiting
Professor at the Academy of Fine Arts and St Kliment Ohridsky University in Sofia.

2 Talev 2005.
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a century, scholars have debated the model used by the artists who
illustrated this manuscript’. Nowadays, most of them are inclined to
consider the eleventh-century illustrated Gospel book MS Grec 74 as
a direct model for the numerous miniatures in the London Gospels*.
Talev argues for a lost model® and rejects any possibility of direct
relationship between the two codices. According to him, the London
Gospel illustrations “set straight” some incorrect narrative sequences
found in the Byzantine manuscript®. This is presented as evidence
for another, non-extant model for the London Gospels, in which the
miniatures were sequenced correctly.

A close look at the corresponding scenes in both Gospels undermines
Talev’s conclusion and encourages reflection on the copying of the
London Gospels in the broader context of mediaeval illustrated man-
uscripts production’. The Bulgarian manuscript is not an actual du-
plicate of the Byzantine one, since the two differ in size. At the same
time, the illustrations in the two codices are very similar. The precise
connection between the two sets of miniatures has been continuously
debated®. Two competing hypotheses have been advanced: either the
London Gospel directly reproduces the illustrations of the Paris one,
or else its illustrations were derived from a now-lost model that was
similar to the Paris manuscript but not identical with it. The aim of
this paper is not to advance new arguments in favour of either view,
but to show in the model-copy context a possible mechanism of con-
structing relations between texts and images, which opens another
perspective in the general study of medieval illuminated books.

Bogdan Filov, who wrote the first monograph on the London manu-

3 Millet 1916: 8, 16, 591; Der Nersessian 1927; Filoff 1934: 30, 33-34; Duychev 1963: 12; Dujcev 1971:
307; Stoyanova 1985: 408; Lihachova 1986a and 1986b; Dzhurova 1998: 204; Bozhilov 2008: 562; Bakalo-
va 2012a: 349 (same in Bakalova 2012b); for summaries of the discussions see Costea 2001; Dragnev
2004; Talev 2005: 9-23,113-128; Musakova, Miklas 2018: 5-6 (for the English version see Moussakova,
Miklas 2018: 5-6).

4 Stoyanova 1985; Dzhurova 1998; Bakalova 2012a, Bakalova 2017 among others.

5 Based on the text-critical methodology for establishing the Urfext on the evidence of extant
copies and supposed missing links, the method was applied in art history by Kurt Weitzmann,
e.g. Weitzmann 1947: 182-192.

6 Talev 2005: 64, 69, 118.

7 See John Lowden’s statement in Jeffreys, Haldon, Cormack 2008: 465: ‘Yet the notion of book
production as (mere) ‘copying’ is far from simple, because Byzantine scribes were rarely required
to produce a facsimile of some model, and instead adapted what they took from their source or
sources in various ways to fulfill the demands of the new project.’

8 For its provenance see the brief account in Musakova, Miklas 2018: 5.



script, mentioned that two miniatures there reproduced ‘in negative
form’ the respective scenes in the Paris Gospels: Jesus Giving Author-
ity to the 70 Apostles® on £. 131r (Paris Gospels, Par) and £. 169v (Lon-
don Gospels, Lond), and Jesus in the Home of Martha and Maria®, f.
132r Par and f. 171r Lond"'. Talev specifies that Filov actually had in
mind ‘a mirror image” and adds the examples of three more ‘mirror
miniatures’, all demonstrating the same situation'. The first one is
the Transfiguration in Luke’s Gospel®, composed of two successive
scenes — the Transfiguration itself and Christ with the Disciples De-
scended from the Mountain on f. 139r Par and f. 166v Lond. The second
one is on f. 133v Par and f. 180v Lond and represents The Parable of
Mustard Seed™. The third miniature is The Disciples and the Women
at the Tomb®, f. 162r Par and f. 210r Lond. In Talev’s view the ‘errors’,
corrected in Lond, prove, first, that each Gospel faithfully copied its
own model by stencils, and second, since in Lond these ‘errors” were
removed, that Par cannot have been the prototype of Lond*®.

Talev’s arguments do not stand up to scrutiny. On the one hand he
claims that the copies of the miniatures in Par were made only by
stencils and were an ‘absolutely true copy’ (italic by the author, I.T.) of
their model”, but on the other hand, two lines below he says: ‘... since
in the London Gospels the errors, caused by the reversed stencils in
copying of the miniatures in the Paris Gospels, were not made...".
Moreover, there is nothing to prove his claim that each team of artists
has worked exclusively with anthivola, and each artist reproduced
meticulously what they had as a model.

I will set aside practical questions such as whether it would have
been possible or efficient to draw from tiny stencils hundreds of im-

9 Luke 10: 18-22.1; here and onward, the biblical references are to the actual illustrated verse.
10 Luke 10: 38-42.

11 Filoff 1934: 20; in his and Talev’s publication the miniatures are referred to by numbers, ac-
cording to the edition of Omont 1908, which is very inconvenient. Here the names of the scenes
are given according to Moussakova, Miklas 2018: 33-62. All miniatures may be seen online: see the
URL-links cited at the end of this article.

12 Talev 2005: 64.

13 Luke 9: 28-37.
14 Luke 13:18-19.
15 Luke 24:9-12.

16 Talev 2005: 66-69.
17 Talev 2005: 66.
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ages, whether large piles of stencils could have been easily handled
in a workshop, or whether one may assume that, looking at the Paris
miniatures, the artists of the Slavonic manuscript were able to rear-
range the images in a logical (for them) sequence. Instead, the rela-
tionship between images and texts in the two manuscripts will be
explored here by focusing both on the ‘defective’” miniatures which
Talev has analysed and on some further examples.

The first miniature discussed by Talev presents the Transfiguration,
and it is, he says, the key for drawing ‘irrefutable conclusions about
the prototype of the London Gospels” which Filov missed the chance
to make'®. In Par the image of Christ transfigured on top of Mount
Tabor is placed next to the golden cross marking the end of the verse,
thus staying on the same line with the written text which describes the
extraordinary event. Underneath are depicted the apostles, stricken
by the vision. Then, on the left, is Christ, already walking in the plane
with his disciples who kept silent about their experience. The build-
ing on the far left signifies the city to which all they have set out. It
means that this part of the composition ‘captures’ exactly the moment
after Christ came down from the mountain with the apostles and be-
fore they met crowds of people, which is the first episode in the next
chapter (Luke 9: 37)". According to Talev, the composition violates the
iconographic prescriptions and he uses the computer to ‘restore’ the
original of Par® — presumably having the correct composition, as seen
in Lond, but there copied from another correct model (!). Considering,
however, the place left by the scribe for the miniature, one is aware
that the artist who painted the scene in Par has found a wonderful
solution: by means of boustrophedon’' he made a seamless connection
of the words in the linear texts and their visual expression.

When one looks at the miniature in Lond, the “correct’ one, he or she
sees that the sequence of events, as they follow in the Gospel chapter,

18 Talev 2005: 64. Here and further the translations from Bulgarian are mine.
19 This observation corrects Musakova, Miklas 2017: 634-635 (the same in Musakova, Miklas 2018: 22).
20 Talev 2005: 65, fig. 36.

21 From Greek, Bovotognddv, ‘ox-turning’, that is, turning like oxen in ploughing; a type of bi-
directional text, mostly seen in ancient manuscripts and other inscriptions. Every other line of
writing is flipped or reversed, with reversed letters. Rather than going left-to-right as in modern
European languages, or right-to-left as in Arabic and Hebrew, alternate lines in boustrophedon
must be read in opposite directions. Also, the individual characters are reversed, or mirrored.
It was a common way of writing in stone in Ancient Greece, see Boustrophedon. — Wikipedia,
https://en.wikipedia.org/wiki/Boustrophedon (accessed 26.08.2019).



perfectly correspond to the flow of the text, in regard with its distri-
bution on the pages. Luke’s story about the Transfiguration occupies
the lower part of the recto of the folio, but the end of the last verse
is on the verso. Indeed, whatever his model, the artist would have
taken the most inappropriate decision had he copied the composition
the way it was in Par, because he had not only to conform the minia-
ture to the left margin but also to solve a different problem: to link by
images a continuous text distributed on two separate book-openings.

Next in Talev’s analyses comes the scene Jesus in the Home of Mar-
tha and Mary, on f. 132r Par and f. 171r Lond. As Filov noted*, only
Martha’s figure is a mirror image, compared with that in Lond: she
approaches the group of Christ and the disciples from the right. He
goes on to state that ‘[t]hese differences, however, are explained by
the place which the corresponding miniatures in the London Gos-
pels were given’®. Talev, convinced in the ‘wrong’ order in Par, once
again reverses digitally the miniature to match it with the ‘correct’
image in Lond and to show how it might have looked, were it not
for the stencil used improperly by the Greek artist?*. This example
seemingly confirms Talev’s point. In the Paris manuscript Martha’s
figure, on the utmost right in the miniature, actually walks towards
Peter, who is lying on a couch. The tiny figure of Mary is at Christ’s
feet, whose position mirrors that of Peter. Talev, after Filov, has good
reason to point out that only the right part of the scene is misplaced,
whereas the left one correctly depicts the group around the table.
Indeed, the biblical account suggests that Martha should rather be
approaching Jesus and not Peter. This is how the artist of Lond has
treated the scene — with Martha at the utmost left, isolated from the
whole group, the arrangement of which reproduces the Paris image.
But there is something more, because the sister to whom Jesus says:
‘Martha, Martha, you are worried and upset about many things’
(Luke 10: 41), is depicted below her name, repeated twice, thus vis-
ually responding to what she is told. Precisely this disposition of the
text — which curiously coincides in both manuscripts — must have
inspired the artist of the Slavonic manuscript to alter the composition
of the Paris miniature, whose perfect symmetry — with Martha and
Christ looking at each other across the disciples — manifests a differ-

22 Filoff 1934: 20.
23 Filoff 1934: 20.
24 Talev 2005: 69, fig. 41.
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ent compositional logic. Instead of being a testimony of once existing
‘correct’ model, faithfully copied, this is an example of the painter’s
careful regarding the text-image interrelation and of a decision inde-
pendent from a hypothetical lost model. In other words, this is not
a case of reversed sequence caused by a mistake of the Greek artist,
but a demonstration of two equally justifiable, individual artistic ap-
proaches to the same text. Talev’s explanation, which implies that not
one but two separate anthivola has been used for a single miniature,
can hardly be considered economical or convincing. Moreover, in his
digital ‘reconstruction’ of the scene in Par, the base of the building
between Martha and Jesus does not match the base of Christ’s couch,
which is not supposed to happen when using two (?) anthivola for the
same purpose.

In the frieze composition depicting the Disciples and the Women at
the Tomb, the figure of Peter in front of the open tomb is on the ut-
most right in Par while it is in the opposite end in Lond and conse-
quently, the movement of the whole procession is reversed. There is
no obvious reason to think that either arrangement is wrong because
the event can be ‘read’ in both directions, right to left or left to right:
both are equally justified visual responses to the text by the artists
and the beholders.

Jesus Giving Authority to the 70 Apostles and the Parable of Mustard
Seed present an identical case”. In Par the compositions read left to
right, up to the outer margin where, in the first miniature, is placed
the scene with the Satan and his demons falling from heaven. The ex-
planation for the “mirror’ image is easy — the compositions demands
marginal space, which is on the right on a recto page (Par) and on
the left on a verso page (Lond). Talev’s observations on these scenes
simply amount to the point that a coincidence of “mirror’ images in a
particular part of Luke’s Gospel in Par is due to incompetent or neg-
ligent work by the artist®.

Beside Talev’s examples, some cases missing in his analysis should
be discussed because they cast further doubt on both his method and
his conclusions. A miniature on f. 138v Lond represents the Annun-
ciation to Zachariah (or The Prophecy about the Nativity of John the

25 See Talev 2005: 70-72.
26 Talev 2005: 72.



Baptist), illustrating Luke 1: 8-22. The two consequent episodes with-
in the composition depict the angel speaking to Zachariah and the
speechless Zachariah communicating to the people about his vision
in the Temple. Their ‘incorrect’, right-to-left order, is the same as in
Par (f. 105r). Actually, this artistic approach employs once more the
boustrophedon pattern in order to unite picture and text with a mini-
mum visual interruption when the illustration is placed between the
end of one Ammonian chapter (or rather lection, pericope) and the
beginning of the next one.

Another instance of the artists resorting to the same device as an ‘out-
of-order’ narrative strategy is the Healing of Peter’s Mother in Law
(Luke 4: 38-40). In both Gospels, on f. 149v Lond and f. 114v Par, it is
placed immediately below the short chapter 26. As the frieze includes
the Healing of Sick People, it anticipates the story told in the open-
ing verses of chapter 27. Thus, another case of ‘linking’ illustration
is attested and, consequently, of illustration preceding the text. To
explain the reversed composition in both manuscripts as a means to
generate a coherent and unbroken text-image narrative by boustro-
phedon reading seems far more convincing than to suspect a mistake
by the artists.

Right-to-left reading is proposed for the visual narration on f. 231v
Lond and 180v Par, combining the episodes Most of the Disciples
Leave Jesus and Simon Peter Confesses Christ, Son of the Living God
(John 6: 66-69)*. That the artist intentionally imposed on the viewer
the ‘non-sequential” reading, may be guessed by the group of people
without nimbuses, moving toward the right margin of the page and
leaving Jesus. A re-arrangement of the composition in harmony with
the Gospel account would demand to reverse the group of disheart-
ened disciples so as to direct them to the left margin and out of the
page. It would contradict any compositional logic and would confuse
the viewer’s expectations to get ‘normally” to the end of the illustrat-
ed story since the relevant text does not continue after the miniature.
If, conversely, the group were positioned on the left, it would make
it move to the right, in the direction of Jesus and the group of chosen
ones among the apostles, the concept of ‘leaving” would become in-

27 These two examples of illustration preceding the text were not registered in Musakova, Miklas
2017: 634-635 (same in Musakova, Miklas 2018: 22).

28 Musakova, Miklas 2018: 59.
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comprehensible. The way the artist did it was the only pertinent way
to represent a departure; what is more, he exploited the impact on the
viewer of the antithesis, the stylistic device which in the Byzantine
church ‘was more than a figure of speech; it was a habit of thought'.
By neglecting the succession of events in time and showing them as
happening spontaneously by the antithetical arrangement of the two
groups, the artist emphasized on those who stayed with Christ and
believed in him, and to whom he prophesied of Judas’s betrayal.

Although the miniature of John the Baptist Sending His Disciples to
Jesus (Luke 7: 19-20) on f. 158r Lond and f. 121v Par seems to pres-
ent a case similar to the other ones, its relation to the words of the
text remains rather unclear. The scene on the right side corresponds
perfectly with the episode with John sending — as the gesture of his
hand suggests — his disciples and the scene on the left shows the next
moment when the two disciples converse with Christ. If so, the order
of scenes has been reversed®. However, no formal or conceptual rea-
soning explains the identical situation on the pages of the two Gos-
pels. Therefore a possibility remains that the scene on the right does
not illustrate the verse Luke 7: 19 but Luke 7: 24 — ‘After John’s mes-
sengers left’. Then, no matter that the Evangelist says nothing about
returning of the disciples to John, the order of the scenes follows ex-
actly the narrative. In the scholarly literature it is often repeated that
the medieval artists did not feel obliged to make word-for-word il-
lustrations, but felt free to amplify or reduce the narrative.

No one to my knowledge has commented on the reversed sequences
of images in MS Grec 74 in relation with the boustrophedonic con-
nection of the text lines with the frieze compositions. However, an
art historian should not be surprised to see the appropriation of this
ancient writing/reading fashion by manuscript narrative illustrations
once he or she has become aware of its application on monumental
sequential cycles in mural painting — as found in Italian churches, for
example®'. Detecting eight principles, or patterns, of visual narration
applied on the arrangement of a wall painting programme, Marilyn

29 Maguire 1981: 53.

30 As interpreted in Musakova, Miklas 2018: 52.

31 Lavin 1990: 12; as my access to the book was through Internet and thus to a limited number
of pages, I refer here also to her updated version Lavin 2014: 31, 83-87. The latter carries the mis-
leading subtitle “The Work of Art before the Work of Art’: I thank Prof. Lavin for clarifying that
it does not belong to her book.



Aronberg Lavin emphasizes that ‘even more important than the dis-
covery of the patterns was the realization that they were not random
plot manipulations for the sake of design... Rather, narrative units
were used as expressive components in patterns developed to broad-
cast messages of greater than narration value’®. In the boustrophedon
pattern, designated in her book by B, Lavin distinguishes an aerial
and a linear one*. The same author claims, on her experience and her
database evidence, that visual reading order rarely followed literary
prototypes without deviation and that therefore ‘out-of-order” visual
sequences was the rule rather than the exception®.

Reversed order in miniature painting is a familiar occurrence, e.g.
Toros Roslin’s Gospels in Yerevan, cod. Matenadaran 10675, complet-
ed in 1268: in the composition Christ Appearing to the Holy Women
his figure precedes the visit of the women at the tomb. According
to Sirarpie Der Nersessian, this is an intentional reversal that gives
greater prominence to the scene, which represents the Resurrection®.

In conclusion, the artistic approaches observed in the Paris and Lon-
don manuscripts suggest a very close collaboration of scribes and art-
ists. It was achieved in the eleventh-century Byzantine manuscripts
at the high point of the intensive, post-iconoclast processes of exper-
iments and innovative (or renewed) solutions in search of a perfectly
organized page, on which all the graphical elements would cooper-
ate in a full harmony. The recourse to a boustrophedon composition
as an interactive visual tool was possible only in the narrative cycle
miniatures, being themselves another invention of this ‘most Byz-
antine” age. In Byzantine manuscript production® they remained a
rarity that found, surprisingly, a new life in the Bulgarian royal
manuscript and in the later Moldavian copies™®.

Finally, criticism to Iliya Talev’s method and claims does not utterly

32 Lavin 1990: 6.

33 Lavin 1990: §; see her diagrams H and I on p. 9.
34 Lavin 1990: 4.

35 Der Nersessian 1993: 57.

36 See Zakharova, Oretskaya 2004.

37 The other known examples of frieze-like miniatures inserted directly, without frames, into the
text, are in the eleventh-century Laur. Plut. VI.23 (Medicea Laurenziana library in Florence) and
in the twelfth-century Skylitzes Matritensis in the National Library of Spain, MS Vitr. 26-2.

38 Reviewed in Dragnev 2004.
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discredit the idea about stencils used by the artists in these two me-
dieval manuscripts, nor does it prove or disprove the direct link be-
tween them. The purpose of the paper was to show that painters did
not work mechanically, but were sensitive in their reactions to the
potential of the text-image relationship. They were skillful enough
to produce without stencils each series of images, most of them hav-
ing already become conventional. Several participants at the Art
Readings 2019 conference pointed out that ‘copying’ did not neces-
sarily mean literal reproduction of a pre-existing image and recent
researches contested the model-book theory. It was seriously shak-
en on the example of the paradigmatic Wolfenbiittel Musterbuch, the
compiling of which is proposed to be ‘the outcome of a draftsman’s
training his head and imagination’®.

To think that an unshakable argument against the direct relationship
between the Paris Gospels and the Gospels of Bulgarian tsar has been
found is far too optimistic: the last word in this century-long discus-
sion has not been said yet. Even so, it is certain that copying, however
true to its sacred or legitimate original, is not a mechanical process
but an artistic response to a chosen or pre-supplied model. Had this
not been the case, Christ’s face would have been represented iden-
tically, like a duplicate from a photograph, by painters all over the
Christian world.

Digitised Manuscripts
https://gallica.bnf.fr/ark:/12148/btv1b105494556

http://www .bl.uk/manuscripts/FullDisplay.aspx?ref=Add_MS_39627

39 Geymonat 2013: 221.
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IloBecTBOBaTea€H pey B MAIOCTpaliUNTe Ha
/loHAOHCKOTO eBaHreaue Ha jap MBan AaekcaHabp

Erucasema Mycaxosa
BNLND

IToBoa 3a TO31M TekcT craHa KHurata Ha Viansa Taaes ,bvarapekn ,ITpeapenecanc”:
MUTOBe 1 peaaHocT”, my0anuKysaHa 1mpes 2005 r. B Hes Toi1 ce cimpa BbpXy pasand-
HU acIeKT! Ha MICTOpUATa U XyA0’KeCTBEHOTO ChAbp>KaHMe Ha IpouyToto Epanre-
Aye Ha 1ap Moan (MBan) Aaexcanabp (/AoHAOHCKOTO eBaHTeaue, bpurancka 610-
anoreka, Add. MS 39627), xkaTo oTaeast 0GCTOVHO BHMMaHUE Ha II0AeMUKaTa OKOAO
obpasera Ha 6bATapCKUs CpeAHOBEKOBEH PBKOIIIC, KOWMTO peAnIia U3CAeA0BaTeAN
BYDKAAT BB BU3aHTMIicKUA pbKornc MS Grec 74 (OpeHcka HaljMoHaAHa 610amoTe-
Ka) OT cpejara 1AM TperaTta 4eTBbpT Ha XI B. Tases ce mpucbeAnHsABa KBM ApyraTa
IpyIla, MOAABp Kallla MHEHIETO, Ue ABaTa pPbKOIINCa UMaT 1AM eAUH o011 oOpasel,
UAU ABa pa3ANYHM, HUKOJ OT KOUTO He e 3araseH. [lo3oBaBaliki ce Ha IIOCOYEHN-
Te ome oT borgan ®n10B MUHNATIOPY, BB3ITPOM3BEX AN oOpaselia B ,HeraTuBHa
Jopma”, T.e. oraegaano obbpHATH U A00ABANKIU OIle IPUMepPH, aBTOPBT U3BEXK-
Aa De3CIIOpHO criopej Hero J40Ka3aTeACTBO, ye ObATapCKOTO KOIINe He e 3aBMCUMO
OT PBKOIINCA, KOWUTO AHeC ce HaMMpa BbB PpeHckara HallMOHaAHa OMOAMOTEKa.
AHaAM3BT Ha HETOBUTE Pa3ChKAEHIs, KAaKTO ¥ HaAMIMETO Ha OIlle MUHUATIOPU C
,,OOBPHAT peA” 1 B ABaTa pBKOMICA, Ha KOUTO Taze He 0OpbIlla BHUMAaHNUE, IIPO-
BOKMpaXa ITpepasriexkjaHe Ha HeTOBUTe 3aKAIOUeHN:. B pesyaTat, mscaeiBaHeTo
Ha 3aBMCUMOCTUTE MeXAY TeKCTa U BCUYKU ,COBbpKaHNM” MMHMATIOPU AOBeje A0
yOeskAeHueTo, ye He XyAOXKHUIIUTe Ha /lOHAOHCKOTO eBaHTreAue ca ,Ionpasuan”
TpellKNUTe B IPBIIKMs PBKOINC, a Ye CTaBa AyMa 3a Pa3sAMYHO OCBILECTBsIBaHEe Ha
BpBb3KaTa TeKCT-00pa3, B KOETO SKMBOIIMCINUTE IIOKa3BaT T0AsIMa 9yBCTBUTEAHOCT I
nszobpetareaHocT. EAuH OT n31o43BaHNTe METOAN, C KOMTO Ce IIOCTUTa HeIIPeKbCHa-
Ta BU3ya/Ha Bpb3Ka MeXJy paskas U MAIOCTpars, e OycTpodeOHBT. 3a HETOBOTO
NIpUAOXeHUe B M300pasUTeAHOTO U3KYCTBO U ITO-CIeIaAHO B CTeHHaTa >KMBOIIUC
B VTaamsa mexay V u XVI Bek cBugereactsa eAHa MoHorpadust Ha Mepuanx Apos-
Oepr /laBuH. PazMecTBaHeTO Ha IIOBECTBOBATEAHNS peA B HApaTUBHM CLIeHM, ChCTaBe-
HU OT HAKOJKO eMM304a, KaKTo e B 4BaTa pBKOIIICa, € OOMYaiiHa IIpaKTIKa Ha Cpea-
HOBEKOBHUTE XyAO0XKHNUIN U B cAydas 6ycTpopes0HBT e caMO eAH OT Bb3MOXKHITE
MI0AX0AM KbM HaulHa Ha ,9eTeHe”, KOWTO yCUABa Bb3AeICTBIIETO BbPXY 3pUTeAd OT
CTpaHa Ha TeKCTa U CBIIPOBOXKAAIIUTE TO n300pakeHN:1. /0OKOAKOTO ITO3HaBa Hay4-

HaTa AuTeparypa, aBTOPbT Ha TasM CTaTusI CMsITa, Y€ 3a II'bpBU IThT C€ YCTAaHOBIBaA
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M3I10A3BaHETO B ABaTa PbKOIINMCa Ha TO3V KOMITIO3MIIMIOHEH, HO 11 CMIUICAOB ITIOXBaT.

B sakarouenme, mspognure Ha Tasep ca ocriopeHu, Ges ga ce oTpuya HaIl'bAHO
M3I10A3BaHeTO Ha KOIIMPKH B paboTaTa BbpXy MUHMATIOPUTE, HO 1 6e3 Aa ce ITpueMa
9ype3 HETOBUTe AOBOAM CBIECTBYBAaHETO Ha M3ue3Haa oOpasell. JIsroassaHute
IpuMepu OT ABaTa pPbKONNMCa IIOTBLPKAaBaT M3Ka3BaHMTe HEBeAHDXK MHEeHI:
3a KOIMpPaHeTO Ha MOJeAl KaTO aKTMBEH IIPOIiec, B KOWMTO KOIMpaILIVAT pearupa
CIIPSIMO CBOSI MOAEA 1 CbOTBETHO IO IIPOMEH: B APyTa cpea I IIPU APYTU IOPBUUTEAN.
B xonkpeTHms caydail Ttasu ,TeXHOAOIM:A” ITOKa3Ba Kak I 3aIllO0 BU3aHTUIICKOTO
eBaHreAlue e MOI40 Aa ObJde KOIMpaHO OT XYAOKHUIINUTEe Ha ObATapCKIs PBKOIINC,
0e3 Te ga ch3AaBaT ABOMHUK Ha cBOsl oOpasel]. OOscHeHMATa 3a ,IIpaBUAHUA" 1
,O0bpHaTUA” pe B MAIOCTPUpAILNTE TEKCTa CLIeHN MpealaraT Bb3MOXKeH II0AXO0A,
HO He KaTerOpM4eH OTIOBOp IO OTHOIIeHMe Ha AbATOTOAMIIHATA AMCKYCUS BbPXY

o6pa3eua Ha AOH,AOHCKOTO €BaHreAne, KojATo OYe€BIAHO OCTaBa OTBOPEHa.



Prototypes, Variations & Artistic
Innovation: The Iconography of

St John Vladimir on the Interplay
Between Frescoes, Icons, Metalwork
and Copperplate Engravings

Konstantinos Giakoumis!

Abstract: This paper investigates the mutual influence of frescoes and icons on cop-
perplate engravings and metalwork — and vice-versa —in the iconography of St John
Vladimir. The paper reviews the earliest iconographic models of the saint in fres-
coes and paper icons made in etching, discusses how each became model of diverse
iconographic types of the saint and how, in subsequent times, iconographic types
with previously distinct features amalgamate in new syntheses. Last but not least, by
way of this case-study, the paper contributes to our understanding of the delimita-
tions and syntheses of different artistic media, thereby making a contribution to our
understanding of prototypes, variations and artistic innovation.

Key words: artistic models, iconographic types of the saint, artwork’s function, Or-
thodox art from the 18" and 19" centuries

This paper focuses on the rapport between “prototypes, variations
and artistic innovation”, to use a part of the discerning title of an
unpublished paper by Theocharis Tsampouras. The theoretical prop-
ositions to this rapport?, which are subject of various papers in this
volume, approach the matter at hand from the artist’s and/or the art-

1 Konstantinos Giakoumis is Associate Professor of Art History at POLIS University, Tirana, Albania.
2 Cf. Tsampouras 2009.
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work’s perspective (Diagram 1). In this paper I am elucidating two
additional approaches: the patrons-centered and the function-cen-
tered perspective in the rapport between prototypes, variations and
artistic innovation. I am doing so by looking at the iconography
of the single theme of St John Vladimir on the interplay between
frescoes, portable icons, paper icons, copperplate engravings and
metalwork. Hence, I am discerning four approaches to the rapport
between prototypes, variations & artistic innovation:

1) An artist-centered approach; 2) An artwork-centered approach;

3) a patron-centered approach; 4) and a function-centered approach.

Artwork-Centered & Artist-Centered
Rapport between Prototypes, Variations & Artistic Innovation

=n
First-Hand z

y Reimepreted

e

=

=

- R
: Copies copies

Diagram 1

In this study I will discuss the role of patrons and function in the rapport
between prototypes, variations and artistic innovation in artworks of dif-
ferent media. Although the role of patrons in the making of an artwork
has always been instrumental, as Polyviou has demonstrated in the
case of the decorative programme of Xeropotamou Monastery, Mount
Athos’, it has been rather insufficiently studied in rapport with St John
Vladimir’s iconography. In particular, I will outline how patrons” artistic
tastes, period and regional styles, desire for innovation, theological con-
cerns and need dictated by use and function determined how artworks

3 Polyviou 1986; Polyviou 1987; Polyviou 1996.



form models or are modelled after. Iconographic transfers were rather
easily made by the use of anthivola (templates). In well-known manuals
there are instructions by such painters as Dionysios of Fourna and Pa-
nagiotis Doxaras on how to create anthivola*, thanks to which the prac-
tice of transferring iconographic elements from engravings to icons and
frescoes has been ascertained in many cases®. To accomplish the paper’s
end, I am interpreting my artworks from an iconological standpoint,
as well as social” and perceptive methods of art historical enquiry®. In
so doing, I am utilizing own previous work on the iconography of St
John Vladimir and its typology?, which, after the publication of the very
detailed monograph of Sasho Cvetkovski", requires some updates and
revisions. Before delving into the saint’s iconography, it is essential to
summarize the saint’s vita, veneration and pilgrimage for the purpose of
looking how artworks follow their patrons’ tastes and the function for
which they were commissioned at the first place.

St John Vladimir’s vita (ca. 990 — 22 May 1016) is a mixture of legend
and reality". His earliest source, John Skylitzes'?, records the dynastic
intermarriage of Samuel’s daughter with John Vladimir, in an apparent-
ly strategic move of the czar to consolidate his multi-ethnic, multicul-
tural and multi-lingual westernmost dominions of his state by coupling
own interests with those of the local princely elites. At the end of the
13" century the Cistercian monk Riidiger, commissioned by one of the
most powerful men of his time, Pavle Subi¢, compiled the Chronicle of
the Priest of Duklja (Dioclea) to serve the political ambitions of his patron
who wished to establish a Croatian Kingdom of Southern Slavs; Chapter
36 of the Chronicle incorporated the vita of St John-Vladimir for didactic
purposes and as a gesture of approach by Subi¢ towards Bulgarians®.
The saint’s later biographies published in Venice (1690, 1774 and 1858)

4 Bonovas 2010: 40-41, 42, 45 and 51; cf. Vapheiadis 2017: 250.
5 For an example, cf. Vassilaki 1995; Tourta 2001 and Milanova, Semoglou 2003.
6 Mitchell 1986; Schneider-Adams 1996: 43-64; Van Straten 2007.

7 Pollock 1988 (for a critique and adaptation of Marxist methods in feminism interventions in the
histories of art); Sholette 2011; Jaskot 2019: 2.

8 D’Alleva 2005: 109-112.
9 Giakoumis 2016; cf. Giakoumis 2018.
10 Cuoetkouski 2016.

11 For the saint’s life, see Elsie 2001: 139 and Papageorgiou 2012: 124-135, 223-5; cf. Deki¢ 2017 and
Dekic¢ 2018. For a synthesis of the saint’s early sources, see Pirivatri¢ 2013.

12 Skylitzes 2010; Pirivatri¢ 2013.
13 Papageorgiou 2012: 12-23. For a western source on his vita, see Stojkovski 2018.
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and in Voskopoja (1742) vaguely quoting earlier Serbian or Bulgarian
synaxaria*, are even more problematic to historical research. They pres-
ent quite a different version of the saint’s origin, identity, marriage story
and reason for being put to death'. These two vitae became the basis on
which hagiographic translations were compiled in Slavic languages'.

After his death, St John Vladimir’s relics”” were transported to the church
of Bogoroditsa Krajinska by his wife'®. There and in neighbouring terri-
tories, such as Mount Oblik!’, the saint’s relics were said to have worked
numerous miracles. The cohesive attributes of the saint’s veneration for
the region’s heterogeneous populations was soon realized by the Byz-
antines; hence, when, in ca. 1215, the army of the despot Michael I of
Epirus occupied Shkodra, the saint’s relics were taken to Durrés and in
the 14™ century at the latest from Durrés to the said monastery, where
they remained until recently. For similar reasons, the Albanian prince
Charles Thopia restored the monastery of St John Vladimir in 1380, as is
recorded in three commemorative inscriptions written in Greek, Latin
and Slavonic in 1381%.

The advent of the Ottomans did not interrupt the saint’s veneration with
two prelates particularly instrumental in maintaining and spreading it.
The first, Kosmas Mavroudis (1643-1701), former metropolitan of Kition,
Cyprus,* stood in for the archbishop of Ohrid during an illness, became
abbot of St John Vladimir’s monastery at Shijon, Elbasan, ended his prel-
ate life as Metropolitan of Durrés and is, all-probably credited the au-
thorship of the first akolouthia of the saint, published in Venice in 1690%.

14 AxoAovOia 1690: 39: ,Eic d¢ tax PipAia T oéoPka owletal kaAAitega 6 Blog, kal T Oav-
pata tov ayiov” (The Life and Miracles of the saint are better preserved in the Serbian books).
Cf. Tadié-Papanikolaou 2018.

15 Giakoumis 2015a; Giakoumis 2015b.

16 Savova 2018; Aleksi¢ 2018.

17 For his relics’ political life, see Giakoumis 2017.

18 Giakoumis 2017: 215. Zagarcanin 2018 has argued in favour of Svac being the centre of the Dio-
clea principality and the second burial place of St John Vladimir.

19 Yankovich 2007: 261: “On the Vladimir hill in the vicinity of Svac there is a fortification with a
church, where Oblik from the Chronicle of the Priest of Doclea (Ljetopis popa Dukljanina) could
have been.” Cf. Zagarcanin 2018.

20 Giakoumis 2017; Popa 1998: 49-52 (Inscriptions Nos. 2-5). For Charles Thopia’s activity as new
ktitor of the Virgin Perivleptos Monastery, Ohrid as a rapprochement towards Bulgarians, see
Mosin 1961: 229-30; Pentkovskiy 2013: 102-4.

21 Papamichael 1913: 282-284; Papadopoulos 1929: 89-91; Tiryllides 1974-5; Tiryllides 1976; Tiryllides
1990; Michaelidis 1992: 84-90; Tsirpanlis 1996: 126, 129-130; Hadjikyriacou 2016: 89.

22 AxoAovOia 1690; Walter 2003: 892. Cf. Tadic-Papanikolaou 2018. For the role of Venice in the



The latter was Archbishop Joasaph II of Ohrid (in office: 1719-1745) who
maintained - if not enhanced — the saint’s and his monastery’s appeal,
primarily through the publication of another akolouthia of the saint® and
by having commissioned artists to paint portraits or biographical cycles

of the saint**, among which an icon once kept at Ardenica Monastery,
Lushnjé®.

Among the three pilgrimage sites preserving his memory, one in Alba-
nia and two in Montenegro, his monastery is situated at short distance
before reaching Elbasan on the way from Tirana, at the small village of
Shijon, corrupted form of Saint John (Alb. Shén Gjon). The settlement is
relatively new and gets its name from the monastery of St John Vladimir.
According to the 1690 akolouthia, printed in Venice at the expenses of Io-
annis Papas from Elbasan (Gk. Neocastron), some of the printed copies
are “... for them [i.e. the monastery monks] to keep..., others to give to
pious persons in the provinces of the Ohrid region, or anywhere else
needed... so that the saint’s name and miracles be preached to other
places”*. On his feast-day (May 22), the monastery is attracting hordes
of pilgrims, nowadays crossing over religious and ethnic borders (Or-
thodox, Catholic and Muslim Albanians, Macedonians, Montenegrins,
Serbians, Vlachs and Greeks) to venerate the saint. Even in 1690 on the
saint’s feast-day the monastery is recorded to attract large crowds of pil-
grims “all gathered from the surrounding villages”?.

Having outlined the saint’s biography, veneration and pilgrimage, the
revised typological chart of St John Vladimir’s I am currently consider-
ing is presented herewith (Diagram 2). It is based on a large number of
artworks presenting the saint, rather widely spread from as far in the
East as Trojan Monastery in Bulgaria®, as far in the West as Myzeqe,
central Albania®, as far in the North as Rackeve, Hungary® and as far

printing and illustration of Greek books, see Maltezou 2001.
23 Cf. AxoAovOia 1742,
24 Walter 2003: 893.

25 Walter 2003: 891 and 893 (fig. 3); Drakopoulou 2006. The icon is currently kept at the Museum
of Medieval Art, Korca.

26 AkoAovBia 1690: 2-3.

27 AxoAovBia 1690: 2.

28 Cuetkouski 2016: 78, 83 and 114 (Fig. 72).
29 Giakoumis 2018.

30 Pekié, Zivanov 2016: 284-285 and Fig. 8.
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in the South a Makrynitsa, Pelion, central Greece®. Four major types are
discerned in terms of where the saint is (on a horse, on the ground, in a
reliquary or on a throne) and a fifth type of combinations thereof. Sub-
types are distinguished by way of cephalophoria (first level), the size of his
body in the painting (full-body or in-torso, second level) and the items he
holds (third level). As I shall show further below, different iconographic
types of the saint pass from one medium to another in various ways.
The different iconographic variations arguably emphasize martyrdom,
by way of the cross, the kephalophoria and, in some variations, the sword,
endurance by utilization of the cross and the acacia branch, salvation
by force of the cross, the trampling down of the sword, the appearance
of the saint in his reliquary, and, in some cases, authority by way of the
bearing of a scepter, crown or the throne on which he is seated.

Typs A: Equéntrian
L. Mo eephalophonn.
L. Heediesr, opphaiophonos.
Type B: On Groard
1. Cephalophorod.
L Full-bodigd.
L1.1. Holding a Crass.
1.2 Holding 2 palm branch and a Cross.
L.13. Holding & scepter and a Cross,
L1A. Haolding nothing.
1.5 Holding a palm branch, o Cross and a scepter.
1.6, peodding 2 palm branch and 3 Crods, o well 23 trampling down a sword,
1.1.7. Holfing 2 waper and @ Cross, 3 well a vamplog down @ sword
1.2, Toshs 1ofm
121 balding a Cross.
132 Peolding a palm branch.
123, Holding 3 waper
2. Wihoul orpholophana.
21. Full-bodied.
211, Molding a Croas
213, Holding notking.
213, Holding a scepter,
214, Holdinga Cross and a scepter |in different hands)
2.2, Tothe i
2131 Holding & scegter
2.1.2. Molding a Oross and a sceépter [n different hands).
2.3, Encobng.
Type C: in Roliguary
Type O On Theena [cephalophancs)
Type E: Hybrd forms (8.1.1.3 or B.1.2.1 AMD C combined)

Diagram 2. Typological Classification of St John Vladimir’s Artworks

31 Based on an unpublished icon of Sts Erasmos and John Vladimir kept in the upper floor of
the Byzantine Museum of Makrynitsa, Pelion, Central Greece, cf. http://makrinitsamuseum.gr/
index. el/fotografiko-arxeio-keimilion/marmaroglypta/eikones-orofou/2-ieres-eikones/de-
tail/1099-ieres-eikones-holy-icons?tmpl=component, accessed in 31.07.2019.




These traits of the saint’s ico-
nography transferred from
one medium to another (or
others) adapting to an art-
work’s function, in pursuit
of diverse ends. The institu-
tional need to prolong the ef-
fect of the pilgrimage to the
saint’s monastery, especially
for distinguished pilgrims,
necessitated the reproduc-
tion and dissemination of pa-
per icons from copperplate
engravings to pilgrims, mod-
elled after the earliest icon

Fig. 1. Constantine of Shpat, The vision of the eagle
prototypes. To address this and the Cross, top right detail from the icon of St

. . John Vladimir with Twelve Scenes from His Life, 1739,
need, the 1conograph1c types 77.4x52.7 cm, tempera on wood, National Muse-

Al and A.2, for example, um of Medieval Art, Korgé

migrated from icons to pa-

per icons. Specifically, with

regards to the A.1 type, one observes that the principal iconographic
features of the equestrian St John Vladimir bearing his diadem and
preceding a mounted retinue in pursuit of the eagle pointing the spot
where he should pray and build a monastery (Fig. 1)** are also fol-
lowed initially in the 1741 and 1742 copperplate engraving by Christ-
ofor Zefarovi¢® and later in the 1868 paper icon (Fig. 2). Minor dif-
ferences, such as the omission from the later icon of the two hunting
dogs, or the addition in the 1868 icon of the forest and a cross, as well
as the heavy Ottoman Baroque decorative elements on the medallion
should be attributed to period style and, as such, to patron preferenc-
es*. Regarding the A.2 type, the model of the 1739 icon by Constan-
tine of Shpat (Fig. 3) was, once again, grosso modo used as a model of
the 1741 and 1742 copperplates by Christofor Zefarovi¢ and the 1868
copperplate engraving (Fig. 4). The differences are again minor: the

32 Popa 1998: Inscription No. 114; Drakopoulou 2006: 136-142; Walter 2003: 891, Fig. 2; Labi 2015:
8-10.

33 Walter 2003: 892-4 and Fig. 3; Drakopoulou 2006: 136, Fig. 2. For the influence of Christofor Ze-
farovi¢’s works to other painters in the regions of Epirus and Albania until the late 19" century,
see, among many other examples, Nanou 2011: 391 and 607 (Fig. 5).

34 For other examples, see Cvetkovski 2016: Figs. 22, 23, 29, 30, 33, 50 and others.
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Fig. 2. Unknown, The vision of the eagle and the Cross, detail of a copperplate engraving of St John
Vladimir with Scenes of His Life, 1868, 73x49 cm, copperplate engraving, Hilandar and Dionysiou
Monasteries, Mount Athos [Papastratou 247-8 and Fig. 265]

hilly landscape of the 1739 icon is not imitated in the engravings, the
head of the saint bears no diadem in the earlier icon, while the direc-
tion of St John Vladimir and his retinue in the icon is reversed in the
copperplates.

The desire of patrons to render St John Vladimir in his reliquary both
in his akolouthia, as well as in icons, thereby enhancing his memory
and pilgrimage necessitated the opposite direction of iconographic
migration. Thus, while Type C of the saint’s iconography® was ini-
tially developed in Isabella Piccini’s engraving of the Reliquary of St
John Viadimir, dated 1690, it soon adopted in icon paintings, such as
in Constantine of Shpat’s, The Dormition of the Saint, bottom left detail
from the icon of St John Vladimir with Twelve Scenes from His Life, 1739.
Isabella Piccini’s engraving was also used as a model for the later

35 Giakoumis 2016: 175, 183, 204-207.



engravings mentioned
above, as well for a
scene of the cephalo-
phoros St John Vladimir
with his relics in a rel-
iquary at the bottom
portrayed in a panel of
a Gospel cover dated in
the early 18™ century™.
A similar need to en-
hance the veneration of
the saint by represent-

ing him in the provinc— Fig. 3. Constantine of Shpat, Here he moved on his mule hold-
es of the Archdiocese of  ing his head with his hands, bottom right detail from the icon

. . of St John Viadimir with Twelve Scenes from His Life, 1739,
Qhrld Wlth an empha- 77.4x52.7 cm, tempera on wood, National Museum of Me-
sis on his martyrdom dieval Art, Korgé [Popa No. 114] [Drakopoulou, 136-142;

and miraculous salva- Walter, 891, Fig. 2; Labi 8-10]

tion dictated the trans-

fer of Type B.1.1.1¥ from a number of frescoes to the 1790s icon of Sts
John Vladimir, Naoum and Clement kept in St John Bigorski Monas-
tery, Northern Macedonia (Fig. 5)*. The proliferation of reliquaries
with parts of relics of St John Vladimir in the 18" and 19" centuries
aimed at addressing the institutional needs for zitiye, as well as for re-
verse pilgrimage, i.e. taking the pilgrimage site to the pilgrims, rath-
er than vice-versa. It is therefore not strange that the iconographic
Type B.1.1.2, initially used in paper icons presented to pilgrims upon
their pilgrimage®, was then transferred to reliquaries with parts of
the saint’s relics®.

The need to make a stamp for the monastery, thereby emphasizing
(its) authority once again necessitated the transfer of the most author-
itative iconographic types of the saint on stamps. The monastery’s
stamp dated in 1870s belongs to the B.1.2.1 type, whose beginnings
are traced in Isabela Piccini’s copperplates for the 1690 Akolouthia of

36 Korkuti 1974: No. 408; Walter 2003: 895 and Fig. 6; Giakoumis 2016: 205.
37 Giakoumis 2016: 188-193.

38 Giakoumis 2016: 188-191; for the icon, see Ilievski et al. 1994: Fig. XIX; Popovska-Korobar 2005:
159 and Fig. 24.

39 Giakoumis 2016: 193-195; Cvetkovski 2016: 171-172 and Fig. 63.
40 Giakoumis 2019.
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Fig. 4. Unknown, Mounted St John Vladimir heading to his funerary shrine holding his head with his
hands, detail of a copperplate engraving of St. John Viadimir with Scenes of His Life, 1868, 73 X 49
cm, copperplate engraving, Hilandar and Dionysiou Monasteries, Mount Athos [Papastratou
247-8 and Fig. 265]

the saint. This type then migrated to a silver Gospel cover and then to
frescoes, before being adopted for the monastery’s stamp*'. The case
appears to be similar to the 1935 stamp, which belongs to another the
variant Type B.1.2.3.

The arguably most telling case of models adopting from various me-
dia to address newly emerging institutional needs and patron choic-
es is that of two icons from the region of Rréshen representing two
of the most venerated saints in the region: St John Vladimir and St.
Naoum. The placement of St John Vladimir in icons together with
other saints is not uncommon*. Both icons are painted by painters

41 Giakoumis 2016: 197-199.

42 See for example an icon kept in the National Historical Museum of Tirana, where the saint is
among the saints forming a Great Deisis, Drishti 2017: 53.



within the artistic mi-
lieu of Kostantin and
Dimitar Atanasov
and address the need
to remind the faithful
to venerate the local
saints and undertake
pilgrimages to their
monasteries. These
icons combine or
amalgamate differ-
ent iconographic ele-
ments developed in-
dependently to form
a unique iconograph-
ic category, termed
here as Type E.

The first icon comes
from the church of

St George in Reshen,

dates in 186743, and Fig. 5. Anonymous, Sts John Vladimir, Naoum and Clement of Ohria?,
is divided in two end of 18" century, tempera on wood, Monastery of St John Bigorski,

Northern Macedonia

registers. The upper

register is taken up

by the figures of the

saints represented in torso. St John Vladimir is in his imperial dress,
wearing a read himation, a green divitision decorated with flowers
and a loros. He bears his diadem, holds a cross and a small scept-
er with his right hand and his crowned head with his left hand. St
Naoum is dressed in his monastic attire. The lower register renders
the bodies of the saints laying in their reliquaries, placed on green
ground, probably indicating a garden. St John Vladimir’s reliquary is
made of gilded wood, while St Naoum'’s of stone. Two oil lamps are
hung at the top and across the reliquaries, as well as a candle stick,
indicating a ceremony, thereby constituting a festive icon that would
be used on the feast days of the saints. The iconography of St John
Vladimir amalgamates Types B.1.2.1, B.1.2.3 and C.

43 Cuetkovski 2016: 73-75, 180-182 and Fig. 62.
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The second icon dates 1868 and comes from the church of St John the
Forerunner at Jankoec (Jankovec), in the region of Rréshen*. In this
icon both saints appear in full length, their order is reversed with St
Naoum represented at the left in this icon and so is the position of
their relics with their heads placed rightward in their reliquaries. St
John Vladimir bears only a cross at his right hand in this icon. The rel-
iquaries are both made of stone here and are not adorned with candle
sticks or oil-lumps, nor are they placed in a garden of some sort, as
the painters chose to use this space to render both saints with their
bodies in full-length. The icon appears to fuse iconographic Types
B.1.1.1and C.

This paper investigated the mutual influence of frescoes and icons
on copperplate engravings and metalwork and vice-versa in the ico-
nography of St John Vladimir. It reviewed the earliest iconographic
models of the saint in frescoes and in paper icons made in etching
(e.g. the 1690 copperplate engraving of the saint by Isabella Piccini),
discussed how each became model of diverse iconographic types of
the saint and how and why, in subsequent times, iconographic types
with previously distinct features amalgamated in new syntheses.
Last but not least, by way of this case-study, the paper contributed
to our understanding of the delimitations and syntheses of different
artistic media, as well as the patrons’” and function’s role in the varia-
tion and innovation of artistic prototypes.

44 Coetkovski 2016: 73-75, 180-182 and Fig. 63.
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IIporoTumm, Bapmanm u Xy 40KeCTBeHI
HOBOBbBeAeHNs: UKOHOTpadusiTa
Ha cB. VIBan Baaanmup kaTo amaarama Mexay
CTEeHOIINCH, MIKOHH, YTBap M MeAHN rpaBlOpu

Konemarnmutroc fxymuc

Tasu craTusa mscaeasa B3aMMHOTO BAVSIHME MeXAY CTeHOINMCU U MKOHM U MeAHMU-
Te IPaBIOPY M MeTaAHM U3AeANs B MKOHOorpadusaATa Ha cs. Vsan Baagumup. Tyxk ce
npejJaraT TUIIOAOTMYHM KAacupUKaIMM 3a MKOHOTpadusATa Ha cBeTella, KOUTO
MapKupaT pa3BUTHETO ¥ MUTpaIusATa Ha MKOHOTPaCKM eAeMeHTH, Ch3JaBallii
HoBu cuHTesu. CTaTtusATa 4oNpuUHACS 3a pa3dMpaHeTO HU Ha OTAUMYUTEAHUTE dep-
TU U B3aUMOBPB3KM MEXAY PasAMIHU XYAOKeCTBeH! BUAOBE, BHACSAIKIA SICHOTA U
B OTIIO3HaBaHETO Ha MPOTOTUIINTE, BapUaLIUMUTE U XyAOXKeCTBeHITe HOBOBbBEeeHN .
BwopocHoTo ,,chraacue” Mexxay MoaeAn, Bapualiuy 1 MHOBAIUY € TI0APeAeHO B Je-
TUPU METOAO0AOTMYECKN TT0AX04a: 1) T0AX04, IeHTpupaH BbPXY XyA0KHMKA; 2) TTOA-
X04, eHTPUpPaH BbPXY IIPON3BeAeHIeTO; 3) TI0AX04, IIeHTpUpaH BbPXY apuUTeas;
4) moaxog, leHTpupaH BbpXy QyHKIuATA. [Ipes105KeHUAT TEKCT ce 3aHMMaBa IIpe-
AVIMHO C IIOCAeJHUTe ABa II0AXO0Aa, T.e. IeHTpUpa BHUMaHIETO BLPXY AapuUTels U
JyHKIMATA, KATO MHTEPIIpETHPa MUTPaIATa Ha MKOHOTpadCKI1 eAeMeHTH OT eAVH
XYAO>KeCTBeH BI/ KbM APYT Ha Oasara Ha MkoHorpadusara Ha cs. Vsan Baaanmup.



HeoOmnuarno nso0paxeHnme
B nKoHa ot XVIII Bek.
Iloaarane nmosica Ha boropoauria

Ieopzu TI'epos *

AobcTpakT: VkoHara IToaarane nosica Ha boropoauna e nsnucana npes 1783 r. mmo
nopbuka Ha 1epent Hukoaa, cun na mon Xpucro. VanoaspaHa e yHMKaAHa MKOHO-
rpa¢usl, BABXHOBEHa OT cxeMuTe Ha boropoauria JKnBoHOCeH M3TOYHNK 1 BbBee-
Hue Boropoamuno. IlpeacTaBeHa e 1epeMOHNS, B KOATO IPUCHCTBAT (POAKAOPHM
ezeMeHTH. V3006pa’keHneTo nMa CTUAOBY OCODEHOCTY, OAM3KM A0 Te3U Ha MKOHaTa
An. Toma c >xutuitnu cuenn ot 1768 1. 1 e cb3aaeHo BepOATHO B AHEIITHUTe I0ro3a-
najHu ObATapCKA 3eMI.

Kaouosu AyMU: TMTOCTBU3aHTUIICKO M3KYCTBO, MKOHOIINC, I/IKOHOI‘paCl)I/I}I, CTUA

HesaBucumo oT TOBa, Ue BCMUKI HaaIlyc 110 IipoussedeHueTo (Pur.
1), 3a KoeToO IIle cTaHe AyMa’, ca 4oOpe 3ala3eHy, 1300pa3eHOTO Ha
Hero e pa30upaeMo caMO OTYaCTH.

HagammcsT, koiiTO ce HaMIpa B 40AHATa YacT, yKa3Ba IMeTO Ha ITIOPb-
yuTeAs U JaTaTa Ha ch3gaBaHe. CTapa sICHO, ye MKOHaTa € U3INCaHa
npes 1783 r. mo nmopbuka Ha HAKON cu iepen Hukoaa, cuH Ha 1omn
Xpucro (Pwr. 2).

Haii-rope e momecrteHo 3araasueto, koeto raacu: ,+ Iloaarane...
rosc Ha npecserara boropoguna” (@wur. 3).

1 Prof. Georgi Gerov, PhD is working in the State Novgorod Museum, Russia. His scientific interests are
in the field of Byzantine and Post-Byzantine murals and icons — style and iconography.

2 Ukonata ce Hamupa B Permonaanus ucropudecku myseit — Codus (a0 2016 r. — Myseit 3a
ucropus Ha Codpus), Vus. Ne MVIC 176.
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®ur. 4. Hagnc, ykassar HaanameTo Ha boropoaudniust mosc oT BpeMeTo Ha MMIlepaTop
Apxaauit

O6o3nauennero obade He CHOTBETCTBA Ha HapucysaHoTo. ClieHaTa
ce geam Ha ABe yacTu. B ropnara moaosuHa (Heka s HapeueM ,He-
OecHa”) ca nsoOpaseHu Bbpxy obaaiu boropoanna u apxanreante
Muxana u I'aBpuna. Jesa Mapus, KoATO e IpeAcTaBeHa A0 IIOSIC,
B KPBI'bA Cb4, cTou QPOHTaAHO. B moBaurHaruTe BCTpaHu pblie Ts
ABpKH Os4a AeHTa U aleHodepBeHa TbKaH, KOATO Ce CITycKa KbM
HJKaKbB XpaM, KaKTO MOXKe Ja ce IPeAOoA0XKI 110 Oa3uAMKaAHM
BII/, Ha crpajaTta. /lecHo e Aa ce oTraTHe 1O 3a IIpegMeT e 1u300pa-
3eH upe3 AeHTaTa — TOBa € NOosAChT Ha boxuara maiika. Ilo-Tpyano
MOXe Ja ce IIOCOYM IIIO 3a IOYMTaH ODeKT IIpeacTaBAsiBa ThKaHTa.
VsBecTHO €, ye B KOHCTaHTIHOIIOA Cce Ma3eAu ABe KOHTAKTHIU PeAUK-
BU Ha boropoanmia — Heitiute Mmadgopuii 1 nosc. [loscyT ce HaMmpaa
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®ur. 5. [Ipenacsaue momure Ha apX. Credan. VI B. Peaed or caoHoBa KocT.
Tpup, xareapaaa ,Cs. [TleTnp”

)

@ur. 6. [Toaarane Ha nosica Ha boropoanua. Crenornuc.
Hosropog, nspksa ,,Cs. Cumeon boronpunmery”, mexxay 1468 n 1471 r.



®@ur 7. [Noaarane nosica Ha boropoguiia B Xaaxomparusickms xpam. XVII 8. Vikona.
[etepOypr, Pycku myseit

B XaAKONpaTuickus xpam; MapopusT, KOTOTO CUUTAAM 3a I1adaANil
Ha BM3aHTHIICKaTa cToauiia — BbB Baaxepuckms. 1o Bcuuko naraesx-
Aa, 4e adeHouepBeHaTa ThKaH 1300passisa ThkMO boropoanunms ma-
¢dpopumit. Omre noseye, 4e BbB BU3AHTUIICKOTO U ITOCTBU3aHTUIICKOTO
U3KYCTBO BpbXHaTa Jpexa Ha Boxxusara maiika HepsAKO e yepBeHa,
KOeTO e MKOHOTpadCK 3HaK 3a IJapCTBeHOTO IOTeKa0 Ha Jesa Ma-
pus. C uepsen Mapopuii 51 BU>KAaMe U Ha HalllaTa MKOHa.

Or €J4HaTa CTpaHa Ha BOI‘OpO,ZI,I/ILIa € IIpeacCTaBeH apXaHrea Munxauna.

W

f=

—_
|

7
. v 4 A
Patterns. Models. Drawings b [/ @ \



302 )1

Koaenmana, o coun kpm nosca. Ot gpyrara e I'aBpuna, Toi bk
ykaszBa Mapopusi.

Mexay , nHeOecHara” 1 ,3eMHaTa” 4acT Ha MKOHaTa e IIOMeCTeH Tpe-
TI HaAIllC, B KOMTO ce yIIOMeHaBa, de IOsChT Ha boropoauria ce
CbXpaHsABaA 4yJ0/eiHO OIje OT BpeMeTO Ha uMIepatop ApKaauii
(395-408), cun Ha Teoaocuit Beanxu (379-395) (Pwur. 4).

CpimiecTByBaT ABe pasAMYHU BepCcUi 3a IoAaraHeTo Ha Iosica Ha bo-
ropoautia. VI gseTe mpuchCcTBaT B MMCMeHN U3TOYHUIIM OT X B. Xpo-
HO/OrM4eckaTa 0A130CT Ha I'bPBOMU3TOUHMUITNTE U OPUIIMAAHUAT UM
CTaTyT 3aTPyAHsBaT B3eMaHeTO Ha pellleHle KOl OT ABaTa pa3Kasa e
no-gocrosepeH. EAMHMAT ce HaMMupa B cMHaKcapa Ha KOHCTaHTUHO-
roackara 1yppksa’. Criopes Hero peAnKsaTa ce Iasela IIbpBOHAYaA-
HO B eNNCKOIICKMS XpaM Ha rpag 3maa (ZnAa) u Ouaa npeHeceHa B
CToAMYHAaTa ITbpKBa Ha boropoauiia Xaakomnpartuiicka Ipu uMIepa-
Top IOcTunnan (527-565).

B Hamrara ukoHa ce ymomeHaBa BepCusTa OT MEHOAOTHS Ha Bacnanii
II, cnopea KOATO MOACHT ce HaMHUpaA BbB BU3AHTUIICKAaTa CTOAMIIA
ollje ITpM IjapyBaHeTO Ha uMIlepatop ApKaAmit’, T.e — B caMisI Kpait
Ha [V —navasoro na V B.

M300paseHoro B ,3eMHaTa” 4acT He MAIOCTPUPa HUTO IPeHaCIHeTo,
HIITO IT0AAaraHeTo Ha MO0:Ca, BhIIPEK! Ye BbB BU3AHTUIICKOTO ¥ IIOCT-
BU3aHTUIICKOTO M3KYCTBO ChIIeCTBYBaT MKOHOTPapCKU cxeMl KaKTo
3a LIepeMOHUM IO TpaHCIOpTUpaHe Ha Momy (Pwur. 5), Taka 1 3a
TaKyBa, 0TOeAs3BallM II0AaraHeTo Ha PeAMKBY — B TOBa YMCAO I10sCca
Ha boropoauna B Xaakonparuiickus xpam (®@ur. 6-7). Bmecro Tosa e
IIpeAcTaBeHa 40CTa 3aragbuyHa KOMIIO3ULINAL.

BasBo ca m300pa3eHy CbC CBeIM B PhIle BaCUAEBC U ChIIpyraTa My,
KOUTO ca ChIIPOBOKAaHM OT ABaMa Oe30paAyt IOHOIIN — CBIIIO AbpPKa-
iy ceru. Haii-BAsICHO e ITpe/cTaBeHa IIPIHITECa, KOSATO € CKPBCTH-
Aa pblie ripeg repaute. Ts e o64edyeHa B uepBeHa AaAMaTHKa ¥ HOCH
KOPOHa BBbpPXy ITOKpUTaTa C 05110 IOKpUBaAO raasa. B 1ienTpaaHara
JacT Ha KOMITO3MITUATA BIDKAaMe IIepeMOHIUATa, Ha KOSITO IIPYCHCT-
BaT Te3M IepCoHaXX!. Bb3pacTeH cBeleHNK, KOMTO, aKoO ce CbAM IO
9JepBeHOTO MY paco, € caMIUAT KOHCTaHTMHOIIOACKM TIaTpuapXx, Abp-

3 Synaxarium 1902: Col. 935.
4 Patrologia graeca 1864: Col. 613.



XM HaJ raaBaTa Ha MO-
Mude ThHKa Os14a AeHTa.
I'lo Bcuko usraexaa, ue
B pbKaTa Ha liepapxa ce
HaMupa CBIIUAT TO3U
II0SIC, KOWTO B ,HeDec-
HaTta” 4YacT Ha MKOHAaTa
avpxn  Jesa Mapus.
Koponara Ha raaBsaTa Ha
MOMIYETO ¥ YepBeHaTa
My HaMeTKa yKa3BaT, ue
e nsoOpaseHa olje ejHa
npuHneca. /lssata U
pbKa e MoBAUTHATa KbM
CBEIIIeHOCAYKUTeAs; B
Apyrata AbpXU I10AYy-
HaBUTa Ha pyAo0 IINpPO-
Ka 0s11a THKaH, KOTO Ce
CIIyCKa A0 3eMsTa.

Moxe aa ce moMmucanu, Y | iy : Sl
4e € MAIOCTpUpPaHO 3Ha- ®ur. 8. Emanyna Ilanec. Uyao ot cetus nosic. XVII 8. Mkona.
MEHUTOTO  u3lleJeHye T2 Myseit,benaxu”

Ha >KeHata Ha /BB VI

(886-912) ot nosica Ha boropoaniia. VMakymiennero e orje mo-roas-
Mo nopaau akxTa, 4e IIpe3 IOCTBU3aHTUIICKaTa eIloXa 4yA0TO 01110
U3BECTHO I Aa’Ke ro n300passasaan. B mkoHara obaue mpuchcTBar JAe-
TallAM, KOUTO He IT03BOASIBAT Aa Ce IIOCTaBM 3HaK 3a PaBeHCTBO MeX-
Ay pasKasza 3a M3IleAeHIeTO Ha uMIlepaTpuiia 305 U M300pa3eHoTo
10 mopbuka Ha 1epeit Hukoaa. 3a aa ce gomycHe, ye e M306pa3eHo
4y40TO, TpsiOBa Ja ce MpPeANOAOXM, 4e B ,3eMHaTa 4acT” Ha MKO-
HaTa ca IIpeAcTaBeH! BbB BIA Ha Gppus Tpu enmsoa: 1) mosisata Ha
yUMIlepaTopa I >KeHa My B XaAKOIIpaTUIICKM: XpaM; 2) aTpUapXbT
roaara rnosica Ha boropoaniia ppxy xenara Ha /AbB VI; 3) nmie-
paTpuiiata 64arogapiu 3a HoAy4eHOTO uslledeHne. Ta3u xumoresa e
HeIllpaBA0I10400Ha mopaau ¢akra, ue BbpXy MKOHaTa ca M300paseHn
JKeH!, KOUTO MMaT pa3AnydeH PbCT U ca 001e4eHN 10 pa3AndeH Ha-
gyH. CaesBa 4a ce mpueMe, Jye He CTaBa AyMa 3a pU30BO 1U300pa-
>KeHlle, ChCTOSIIIIO ce OT TPU eln304a, B KOUTO e N300pa3eH eAuH U
CBIIU IIePCOHaXX — UMIIepaTpuIia 30s.
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CpraacHo mpejaHmueTo 3a 4y4eCHOTO M3lieJeHue OT I1osica Ha boro-
pOAMIIa, KOETO e 3alyCcaHO KaKTO B HAKOM CMHaKcapy, Taka 1 B MeHO-
aorusa Ha Bacmuanii II°, GecHoBaTtaTa cpIipyra Ha umnepartop /Abs VI
roay4mnaa sugenne, ye boropoanmunuar nosic me A nanean. Orie or
BpeMeTO Ha uMIlepaTop ApKaAuil peAnKBara ce I1azela B IapaKANC
Ha Xa/AKOIpaTUICKMA XpaM, KbAeTO AeXKala 3aredaTaHa B CKBIIO-
IIeHHO KoBYexke — copoc. Beue 410 roanHm KopuesxeTo He 01110 OTBa-
psaHO, HO ABB VI 10O pasneuyataa u nssaaua nosca. Ilpucocrpammure
ce yBepuan, 4e peanksarta e IpekpacHo 3amnaseHa. Caes Tosa Bacu-
AeBCBT s BPBbUMA Ha aTpUapxa, a TOM s 110A0XUA BpXy 3os. baa-
rojapeHue Ha 4y404eliHOTO Bb3AelCTBIe Ha I10sica MMIlepaTpuliaTa
110Ay4nAa Taka >KeAaHOTO U3lleAeHHe.

I1pes BropaTa moaosuHa Ha XVII B. 2erenaara e m3odpaseHa B UKOHa
Ha Emanyna Lanec (1637-1694), osaraasena ,,Y1yao0 ot ceeTmst rmosic™
(Pmur. 8). Aeranaute Ha IPOU3BEAHIETO HAIIbAHO ChOTBETCTBAT Ha
paskasa 3a usneaennero Ha 3o:. CrOUTHETO € MoKa3aHo Ha (pOHa Ha
aricnAa, B YMATO KOHXa MMa 13o0pakeHne Ha boropoaniia ¢ Maage-
Hella, OOKPBXKeHN OT IIOKAAHAIIN UM ce aHrean. ITpea konxata e mmo-
CTaBeHO KOBYEXKeTO C peauksaTa. To Bede e OTBOPEHO U IaTpUapXbT
e II0A0XMIA I105ICa Ha ThpAuUTe Ha uMIeparpunara. Ts ce gbpria, HO
ABe JKeHU 51 IpuAbp>Kar orcTtpanu. Abs VI e KoaeHndna u ce MOA.
B ThamnaTa, KoATO OOKpbXKaBa IAaBHUTE IEPCOHAXKM, Ce OTKPOsBaT
ABaMa ASKOHU, Abp>Kallyi OTPOMHM CBeIllN, U ABaMa CBeIIeHUIIN C
Pa3TBOPeHN MOAUTBOCAOBU B pblie. V3raamenu or craBaiioro, ABa
KpUAaTu JeMOHa ca HallyCHaAM TAA0TO Ha 3051 U OTANTAT.

Vxonara na Emanyna Ilanec e manbaneHa B akageMmdeH CTIA, ChOT-
BeTCTBalll Ha 3allagHoeBporerickaTa >kusonuc or XVII B., HO croxe-
THT 11 He Oy AU CbMHeHIe — NAIOCTPUpaHa e AeTeHJaTa 3a U3lieAeHle-
TO Ha cpIpyrara Ha /1'sB VI.

Vxonara ot 1783 r. nokassa Hemo Apyro. ViMniepatopsT 1 nMIiepa-
TpUIjaTa He yJyacTBarT B lIepeMOHMATA, a caMo 51 HabA104aBaT. ChIIIOTO
IIpaBU U IpuHIlecaTa BAsICHO. CHOUTIETO € 0COOEHO Thp KeCTBEHO,
IopaAy KOeTO BacuAeBChHT, JKeHa MY U IpuApy>KaBallluTe Il A104e
Abp>KaT CBelllM, a MpUHIlecaTa BAJCHO e cBeda IJaBa M CKPbCTHAA
pblie npeg ropaute. OOeKT Ha puTyasa e Io-MAajara IpuHIeca (Be-

5 Synaxarium 1902: Col. 935; Patrologia graeca 1864: Col. 613.
6 Chatzidakis, Drakopoulou 1997: 408-423, Ne 29, eik. 315.



POSITHO ApyTa AbIllepsl Ha MMIIepaTOpcKaTa ABOJIKa), Haj rAaBaTa Ha
KOATO IIaTpUapXbT e IogHechA nosica Ha boropoguria.

Kak moxe aa ce unrepriperupa Bcudko ToBa? Kaiod xbM 3aragkara
AaBa Bb3pacTTa Ha OCeHsiBaHaTa OT peauksara npunieca. Cbaeiiku
IO pbCTa 1, TS M3AU3a OT AeTcKaTa Bb3pacT 1 boropoagnanmsar nosic
TpsiOBa Ja obeareun OMTHETO I Ha poauaka U Marika. ITo Bcuuko
U3TAeXAa, 4e IT0AyCBUTaTa Ha pyAo Os4a ThbKaH, KOSTO IIpUHIecara
ABPKU B pbKa, € CBbp3aHa C Obgell] OpadyeH oOpsA U HEHUAT 0514
LIBAT CUMBOAM3Mpa 4ICTOTaTa Ha JeBoliKaTa.

Tasu nHTeppeTanus Usraexaa Aocra HeoOMJaiHa, HO MKOHaTa e
n3nucaHa B Kpas Ha XVIII B., korato aerenanre, cBbp3aH C BU3aH-
TUIICKaTa UCTOpMs, OMAM M3BECTHM Ha OTPaHMYEeHO KOAMIeCTBO 00-
pazoBaHM AI0Je. 3a CMeTKa Ha TOBa IIOBCEMEeCTHO B XPUCTMSIHCKI
CBAT (B TOBa YICAO 1 IO ObATapCKUTe 3eMM) Ha ITosica Ha boropoaniia
O1Ay TpuIICcBaHN 9yA04eliHn criocooHoctn. Hari-uecTo Te Kacaean
oOe3IredyaBaHeTO Ha HOpMaAHO Obaeo MartanHCTBO. CunTalo ce, ue
CBPBXECTeCTBEHUTE CIIOCOOHOCTM Ha IOsica ce AbAXKaT Ha ¢akra, ue
boropoaniia Hoceaa peanksara 110 BpeMe Ha OpeMeHHOCTTa ci. BbBs
doakaopHaTa TpaguIMs ChbIIIeCTBYBAT T.Hap. , KOAaH4eTa 3a poxk0a“,
KOUTO TpsI0Ba0 Aa AOHecaT 3ApaBe Ha pOAUAKUTE Y HOBOPOAEHNTE'.

Msraexaa, 4e mpu moAydaBaHeTO Ha IIOpbUKaTa, 30rpadbT HiAMAaA
roToBa KOIIMpPKa, KOETO He e M3HeHaABalllo, MMalKu IIpeABIJ Heo-
OuyaltHocTTa Ha IOMcKaHOTO OT Jepeit Hukoaa. 3a ga msnbanu
’KedaHNeTO Ha MOpBUUTeAs], XYAOKHUKBT TpsOBado Aa MU3pabOTH
HOBO MKOHOTpa(cKko perieHne. Tosa 61140 CTOpeHO, KaTO OMAM U3-
I10A3BaHU ABe IOIyASPHM CXeMMU: ,HeOecHMAT” 4514 O1A BABXHOBEH
OT ropHaTa 4acT Ha Komnosnuumsara boropoaniia JKusonocen nsrou-
HUK, ,3eMHUAT” — oT BbBegenue boropoandno B itepycaammcKus
XpaMm. B Hamrara nkona poaure Ha Moakum 1 AHHA ce U3ITbAHSIBAT
OT BacuAeBca I JKeHa My; MAaJeKUTe OT MMIIepaTopcKaTa CBUTa 3a-
MecCTBaT A€BOVIKUTE, KOUTO BBB , BbBeseHneTro” cpIrbTCTBAT MaaKaTa
boropoamniia; MsACTOTO Ha IIbPBOCBEIlleHNKa € 3aeTO OT KOHCTaHTU-
HOIIOACKIsA IaTpuapX, Tosa Ha boropoaura B CseTast cBeTux — OT
Io-Bb3pacTHaTa IPUHIleCa, a BMeCTO BCThIIBallata B xpama /esa
Mapmns B HallaTa MKOHa BUDK4aMe MaJKaTta IIpUHIleca, OCeHsABaHa OT
boropoanunmns nosic.

7 Baeva 2010.
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Crtnaosurte ocobeHOCTU ITOKa3BarT, ye IIpou3BeAeHIeTo 0140 u3pa-
OoTeHo B aTeA1eTo, B KOeTo 15 rognHm 1mo-paHo 01.1a M3MIIcaHa KO-
Hata An. Toma c xutnitnu cuenn (Pwr. 9), xoaeknusa B Kpunrara
Ha xpaMm-tameTHnka ,Cs. Aa. Hesckn” (puanaa nHa Hanmonaana-
Ta XyAoxkecTseHa raaepust)®. Tasu nkoHa e uspaborena B rp. Puaa’.
CaegoBareaHo 3orpadure, KOUTO Ch3Aadl ABeTe IPOMU3BeAeHMN,
pabGotean B paitona Ha gHemHa IOrosanagna brarapus. Hagnucure
AaBaT AOIIbAHUTEAHA MHPOpMAIIM: BbPXy UKOHaTa Ha ail. Toma Te
Ca Ha CAaBsJHCKY, BbPXY HalllaTa MKOHA — Ha IPBIIKM, a TOBA O3HAYAaBa,
Je aTreAneTo paboTea0 KaKTO 3a CAaBAHOe3MYHO, TaKa I 3a TPbKOe-
31gHO HaceaeHne. Cael0BaTeAHO PallOHBT, B KOMTO (PYHKIIMOHUpa-
A0 aTeAmneTo, MMaa CMEeCeH eTHUYECKN ChCTaB, a AHEIIHNUTEe I0Tr0o3a-
nagHu Obarapcku semu npegcrasassaan mnpes XVIIL B. TbkMo Takbb
pernoH.

IIpasuuxsT Iloaarane Ha nosica Ha boropoaniia, yecrsan Ha 31 as-
ryct, 6ua ocHosaH npu umiepaTop Manyna Komuann (1143-1180).
Jotorasa crOUTHETO Cce 0TOeAs3BaA0 Ha 1 1041 3ae4HO C Thp>KecTBa-
Ta IO cAy4Jaii moaaraHeTo Ha boropoanuannms magopuit. Caea XIV B.
LIEHThP Ha KyATa KbM IIosca Ha boropoaniia B mpaBocAaBHMS CBAT
cTaBa aTOHCKMAT MaHacTUp BaTories, KOMTO 110Ay4na BepOATHO pe-
AVIKBaTa OT Bu3aHTUiickus nmieparop VMoan VI Kanrtakysnn (1347-
1355)1,

Herosemute pasmepn Ha IpousBeAeHMETO! M3KAIOUBAT BB3MOXK-
HOCTTa TO Aa e 0110 IpeAHa3HaueHO 3a nkoHocrac. [lo Bcsika Bepo-
SATHOCT CTaBa AyMa 3a AOMalllHa uKoHa. Ilopbunreasr, nepei Huxo-
Aa, 1 OGata My OmAn cperrjeHNIIN. /lOTMYHO e Aa ce ITPeAIIoA0XMY, e

8 HAM 3263. Cbrpaeuno 6aarogaps Ha mpod. Vsanka ['eprosa, KoATO ykasa Ha CTHMAOBOTO CXOA-
CTBO MEXAY ABETe IIPOU3BeeHIIA.

9 KTuTOpCKMAT i1 HAAIINIC, KOVTO € IIOMeCTeH B paMKaTa Ha IIeHTPaAHOTO U300paskeHue, r1acu:
1p.:

COINMCACE.CEW.ITPEKPACNIN.OBPA3D.

2p.

CTAI'0.ATIOCTOJIA.©0MA.BOBI'OXPANMMOE.CEJIO.PUJIA.COBO3BY X/IENIEMb.

3p:

BJIAI'B.KEJIATEJIb. K VP.XALIML.NEJIO .

4 p.: UCTIO[MEHB]. EPO(MONAXA) K VPITAI[CT]A ICA[KEJIA P X. BOJIAB. TIPVJTOXKICA.
BOINAMETD.ETO. 1768.

10 Vatopaidi 1998: 128. PeauxsuapsbT 3a mosica Ha boropoguma 6ua nspaboreH 1o nopbuka Ha
®uaotent, «400pkIi IpeAcTaTeab» (sic) Ha BaTomes B 1781 1., T.e. ABe TOAMHM ITpeAM U3IIMCBAHETO
Ha HamtaTa ukoHa (Byok Porfirij (Uspenskij) 2007: 865). Tosu pakT cBuAeTeACTBa 32 Bb3pacTBAHETO
Ha IHTepeca KbM peAMKBaTa B Hadyaa0To Ha 70-Te roany Ha XVIII .

11 48x22 cm.



®ur 9. An. Toma c sxutnithn cuenn. 1768 r. Vikona. Codus, , Kpunra”

MHTepechT KbM TeMara e CBbp3aH C XpaMa, B KOITO Te cay>kean. B
MeaHUK, KOIITO e pa3Ii0A0KeH B Hall-Ioro3arajHaTa yacT Ha AHeIITHa
bparapus u B xoviro npes XVIII B. >K1Bee10 MHOTOOPOIHO TPBIIKO
HaceJeHMe, ChbIIleCTBYBa IIbpPKBa, IOCBeTeHa Ha rosca Ha boropoan-
na. Juec 14 e nsBectHa karo ,Cpera 30Ha” — HayMeHOBaHUe, KOe-
TO IpejaBa gepOpMUpPaHO TPBIKOTO ,N ayia Cwovn”, T.e. CBeTmAT
nosic. ITbpkBaTa e pasmoaoskKeHa Ha TepUTOpUsATa Ha OCHOBaHUS B
Havaaoto Ha XIII . ot gecrior Aaekcu Caas manactup ,boropoauria
Crmaeornca”. Ot Bropara noaosuHa Ha XIV B. HaceTHe Tasu Mea-

o -
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HUIIIKa o0uTea e MeToX Ha Baronea. Hanmomu:M, 4e mpes mocTsu-
3aHTMIICKaTa erloxa IosChT Ha boropoauiia ce cbXpaHsBaa MMEHHO B
TO3M aTOHCKM MaHacTup. ChlllecTByBaT CBIAETEACTBa, 4e peAnKBaTa
Omaa usnacsaHa or Csera ropa MHOrokparHo. bes comuenne, BaTo-
IeACKUTe MOHACK I10Ay4YaBaAll II0 BpeMe Ha TaKMBa TaKCUMAMOTCKU
ITbTYBaHMs 3HaunTeAHu cpeacrsa. Ilpes 1794 1., T.e. 11 rogunm caeg
U3MMCBaHeTO Ha HalllaTa MKOHa, BbB Baroney e usrpajen napakauc,
IIOCBeTeH Ha CBeTUs I0sIC, TAaBeH KTUTOP Ha KOMTO O1A BaTOIeACKH-
a1 urymeH Teodna, xoiito mposxoxkaaa or Cozomoa®.

Moxe aa ce mpear0103u, ye MosAChT Ha boropoaniia e npedusapaa
B MeAHMK HeegHOKpaTHO. B TakmBa cayyan cKbIIOIleHHaTa peAnKBa
O14a 110 BCsKa BEPOATHOCT M3A0KeHa 3a ITOKJAOHEHIe VIMEHHO BbB
BaTOneAcKust MeTox ,boropoguna Crnmaeornca”. Tyk moschT Ha
Bboropoaunia moayuna ocobeno noymnraHme, KaTo HayMeHOBaHMETO
Ha peAMKBaTa Ja’ke 3aMeHIAO II'bPBOHAuYaAHOTO ODO3HayeHMe Ha
obureara. To ce cpemta 40 Bropara rmoaosuHa Ha XVII B., caea koeto
npeo01asaBa HauMeHOBaHIeTO ,boropoguria Ha ceerns mosic“. B
mrbpBara 1oaosyuHa Ha XVIII B. B MaHacTMpCKMs XpaM ca HallpaBeHU
TIIOHe ABe chljecTBeHN IpoMenn. I1pes 1727 r. e uspaboTeH HOB UKO-
HOcTac, a mpe3 1731 r. ce 0OHOBsIBa MOKPUBBT®.

ITocoyenure mcTOpMyYecKu CBeAeHUs TOBOPAT 3a aKTUBM3AlUsA Ha
KyATa KbM nosca Ha boropoauna npes XVIII 8. VIkonara, mopbua-
Ha oT epenn Hukoaa, e eauH oT pesyararute Ha TO3u mponec. Ts
IpeJCTaBAsBa PSAAKO M HEOOMYAITHO CBUAETEeACTBO 3a ITOYMTaHIEeTO
Ha peAlKBaTa cpe/, IIpaBOCAaBHOTO DaAKaHCKO HaceAeHe.

12 Nesheva 1994.

13 Porfirij (Uspenskij) 2007: 865; Vatopaidi 1998: 184.
14 Nesheva 1994: 35, 53.

15 Nesheva 1994: 53.
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An unusual image on a 18" century icon.
Deposition of the Virgin’s belt

Georgi Gerov

Z;l’\ NG

The priest Nikolas, son of priest Christo, ordered the icon in 1783. For creating the
image an unusual iconography, inspired of the schemas of “The Virgin - Life-giving
Spring” and “Presentation of the Virgin“, was used. The picture presents a ceremony
in which some folkloric elements are included. The stylistic features are very similar
with those of the 1768 icon of “Ap. Tomas with scenes of his life”. Probably the two
works of art are painted in the same artistic atelier, which functioned in the today
South-West Bulgarian territories.



MN3o00paxennsita Ha Ipopok Mans
u cB. lloan IIpeareda B cBOga Ha
nputBopa Ha CecaaBcKyst MAaHaCTUP

Mapus Korywesa'

AbcTpaxT: B cBoga Ha nputsopa Ha CecaaBCcKysl MaHACTUP ca ITOMeCTeH! HeoOu-
JaiHMTe 3a TOBa MsCTO 06pa3u Ha cB. Boropoauiia, cs. Voan Kpberurea n mpopok
Mansa. Cratudara pasraesxxga cMUChbAa Ha ChIIOCTaBSAHETO Ha ABaMarta IIpOpOLM U
HaulMHUTe, TI0 KOUTO I1apaleAbT ce BU3yaAusupa B IPaBOCAABHOTO M3KYCTBO. AK-
LIEHTHT Maja BbPXy IpUMepuTe OT IMOCTBU3AaHTUIICKMA TIepuo/ U Haii-Bede BLPXy
ABa IMaMeTHIKa, B 4MeTO M3IIICBaHe e B3eA yJdacTue eAuH OT 3orpaduTe, paboTnAu B

Cecaapckmst MaHacTHp — UbpKsuTe B 3epsat (IOxxHa Aabannst) u B 4o6bpcko.

KarouoBy gymm: IOCTBU3aHTUIICKO M3KYyCTBO, J00BpCcKo, 3epBaT

B cBoga na mpurtsopa Ha mppksarta ,,Cs. Hukoaa” na CecaaBckis
maHactup (1616) obuuaiiHuTe MeAaAbOHNU C pa3AMIHM UIIOCTACK Ha
bora mau nownsxora ¢ obpasa Ha boropoauiia ca samenenu ¢ xopu-
3oHTaaHU 1oaeta (Pwur. 1). BB BcAKO moae ca rpynmpanm no tpu
durypu B 11514 puer’. OT U3TOK e ImpejcraseHa boropoaniia Opanra
3aeaHO ¢ apxaHreante Mmxana u I'aBpuna, gppxammy cgepu ¢ Mo-
Horpama Ha Xpucroc. OT 3amnag caeABaT TpUMa IIPOPOLI: B II€HTb-
pa cs. Voan [Tpeareua, a oT ABeTe My cTpaHu — ipoporute Jannna

1 Maria Kolusheva has a PhD in Art History; since 2016 she works at the Institute of Art Studies of the
Bulgarian Academy of Sciences. Her research interests include iconography, Byzantine art, Post-Byzan-
tine painting, icon-painting workshops and artistic centres in the Balkans.

2 Kamenova 1977: 64, ua. 13, 41.
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®ur. 1. V306pakeHnsTa B cBoAa Ha IpUTBOpa Ha Iybpksara ,Cs. Huxoaa”
na Cecaasckus MaHactup, 1616 (pororpadust Visan Banes)

u 3axapus. Llenrpaanara ¢purypa B cae4BaijoTo 1oJe e Ha IPOPOK
VMans, cenposoxaan or npopounte Masaxmsa n Moucenn. Berraku
CTapO3aBeTHU AMYHOCTY AbP>KaT Pa3BUTU CBUTBLIM C U3IINMCAHU TEK-
crose’. Hait-o01m0 3a cbAbp>KaHMETO UM MOXe Ja ce Kaxe, Je I10-
BEUeTO ca CBbp3aHM C AeHs Ha Broporo mpurmectsue’, Apyru umar
AUAAKTUYIEH CMICBA’, @ TPeTU ce OTHacAT 40 XpucToBara XepTsa’.

3 Hagmmcure ca my0AMKyBaHM HEITbAHO B pasdauyHu usjanus (Kamenova 1977: 125; Gerova 2012:
49 (KOHCYATaHT 110 KMPUACKNUTe HaAIMCK B u3jzaHneTo e Xp. Auapees)). Liperan Bacuaes mpe-
LIM3Upa 9eTeHeTO I KOMEHTUPa CaMo IPBIKUTE M CMeCeHNUTe HaAIINICH, T.e. TeKCTOBeTe B CBUTD-
1uTe Ha mpopok Mouceit u ipopok Maaaxus (Vasilev 2017: 190-195). TexcroseTe OT CBUTBIM-
Te Ha cB. Voan IIpeaTeya n Ha mpopok Vaus ce mybAMKyBaT 3a IPBB BT TYK — B CBUTHKA Ha
VoaH e BB3MOXHO Aa Gbae naentudunypaso Hagyaaoto my: [IOKAHTE/L.EPATI/... (MT 3:2), a B
CBUTDBKA Ha Vlans ca u3mucaHn ABa TeKCTa — BbpXy AntieBata crpaHa dereM PEHE(H)NIAKAEA()/
CEHCR()/HEB. . ./IKOM./ME.../HOPAAN (Llap 4, 2:6), a Bbpxy obpaTHata: P€.../ITOPERN/ORAX (LTap
3,19:10).

4 TaxuBa ca CBUTBI[UTe Ha cB. Voan [peareua (B1ox Gea. 3), Ha mpopok Aarnua (Januma 7:9) u
rpopok 3axapus (3ax 5:2-3), Bux Gergova 2012: 49.

5 B cButbka Ha mpopok Mazaxus e u3nmcaH cAeAHIAT TEKCT (criope npesoda Ha Ls. Bacnaes):
»Taka I'ocriog ropopu 1o (1s14ata) 3ems 1 cuHosete Vapanaesu: He rosopere nsmama u He ce

crpaxyBaiTe”. B 134aHIETO TEKCTBT € CBHIIPOBOAEH OT 10oApoOeH KoMeHTap, Buk Vasilev 2017:
192-195.

6 B cuThbKa Ha ipopok Moriceli e uanucaH TeKCT oT Broposakonue 28:66, ik Vasilev 2017: 190-191.



OCHOBHIAT CMUCAOB aKIIeHT B IIporpamMaTa Ha CBOJa I1aga BbpXy U3-
obpakenmsta Ha Csera boropoaua, cs. Voan IIpeaTeda u popok
Mans. Obpasure Ha Cseta boropoaniia, mpeacrasena 0e3 Maage-
Hena, 1 cB. VloaH, KOUTO ca oObpHATH B €4Ha [I0COKA, MOTaT Aa Ob-
AaT pasyeTeH! KaTo Hall-OAmu3kute cBugerean Ha Bornabrenms Bor
Ca0BO 11 MOANTEAM 3a CIIACEHUETO Ha 4oBewKus poa. Heobuuaiino
B CXeMaTa e IPUCBhCTBUeTO Ha IIpopok Vans. Obpasbr My Ha TOBa
U3THKHATO MACTO MOXe Ja ObJe MHTepIpeTHpaH BbB Bpb3Ka ChC CB.
Voan Ipeareua, kato uMame ripeasua, de omte B CBeTOTO MucaHime
ABaMara ca olpeJeAeHy KaTo IIpeaiiecTseHniy Ha Mecusra.

B Hacrosmusa TeKCT ce cnmpaM MMeHHO Ha Ilapasdeda MeXAy CB.
Noan IIpeateua u mpopok Vams, cMuchAa Ha CHIIOCTaBAHETO UM U
HaulMHa, 110 KOJTO Ta3! MAesl e OTpas3eHa B IIpaBOCAaBHATa JKUBOIINC.
Ax1ieHT 111e 6b4aT IPUMEPU OT IIOCTBM3AHTUIICKIUS IIEPUOA, TTOBede-
TO OT KOMTO BCe Ollfe He ca M3CAeABaHM C OT1ej Ha TO3U IIpo0aeM, I
Hali-Bede ITaMeTHUITUTe, CBbP3aHM C eAVH OT 30rpadpure, padbOTIAN
B CecaaBCcKmsl MaHaCTuUp.

W 8 Crapus, n B Hosust 3aBet, KakTo 1 B paHHOXPUCTUHCKATa aIlOK-
pudHa anrteparypa’, mpopok Vaus e cMATaH 3a IIpejBeCTHUK Ha
nasaeto Ha Mecusara. OcseH B OmMOAeICKUTe TeKCToBe® TO3M MO-
TUB IIPUCHCTBA U B IIpaBOCAaBHOTO Oorocay>kenue. B rponapa 3a 20
1041, AeHs, B KonTo ITpaBocaaBHaTa I1bpKBa yecTtsa IIpopok ans,
TOl e HapeueH ,Bropu Ilpeareya na XpucroBoTo mpuriectsue”,
KaTo HeChMHEHO TyK e BU3UpaHa Bpb3KaTa My Chc cB. oan B Mecu-
aHMCcTHYeH KoHTeKcT’. OcBeH B XMMHOrpadusATa TeMaTa e OTpaseHa
U B IMCAaHMATA Ha ITbPKOBHUTE OTIIN. B ThAKyBaHMETO ci1 Ha eBaHTe-
aneto ot Marest Voan 3aatoyct rosopu 3a Vamst kato 3a npeareda
Ha GbaeroTo Bropo npumectsue, a 3a Voan — kato 3a mpeATeya Ha
Bede cayunaoto ce [Ivpso npumectsue'’. CeeTuAT OTell MOSCH:BA,
ye npuymHaTta XpUCToC Ja Hapede Noan ,Maus”, e , HauuHbT UM

7 Arzhanov 2010: 241.

8 B mpopouectsoTo Ha Mazaxmst ce Ka3Ba, 9e mpeAn Kpas Ha gHuTe I'ocriog mie nanpatu Vans,
KOWITO ,Ile 0ObpHe chpllaTa Ha OaluTe KbM YajaTa M ChpliaTa Ha 4ajaTa KbM Oampure nm”
(Maa 4: 5-6). OuaxBanmsITa 3a IMOsBaTa My IMPOABAXKABAT U 110 BpemeTo Ha Xpucroc. Ha Tsx ca-
must Vcyc otrosapst, ue ¢ nasaneto Ha Voan Kpnerutes, crapo3aBeTHOTO ITPOPOYECTBO Beve ce
€ U3ITbAHNAO, T.€. Ue VoaH e caezausat Ha 3emsta Viansa (Mr 11:14; 17.9-13; Mk 9:12-13; Ak 1:17).

9 Spasky 1956: 231-232.
10 Sv. Yoan Zlatoust 1936: 125.
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Ha cayxeHmne”!!, T.e. oOmia e ,cayxbara” MM KaTo IIpejBeCTHULIN

Ha Xpucrosorto npumecrsue. Teopuaakt OXpuacky, KOMeHTUpaii-
K1 nacaxa ot Ayka 1: 15-17, ninite, ge Moaun mie Aolije B culaTa Ha
VMans, 3a1oTo npuInecTseTo Ha ABamara ,JiMa eAHa I CbIlla Ci1Aa, a
VIMEHHO Aa IpuBexaa KbM Xpucra”. V1 cpInio, 3a110To u MoaH, KakTo
n Vans, 614 IyCTUHHNK, Bb3ABPKHUK 1 1300AmanTea”!?. Broporo
CpaBHEeHMe IIpeACcTaBAsABa APyra AMHI Ha ChIIOCTaBsAHEeTO Ha ABaMa-
Ta IIPOPOLM, KOSATO € IIMPOKO 3acThIleHa B OOrocA0BcKaTa MUCBA.
IIpu Hest ce M3TBKBA CHU3MEPUMOCTTa UM IO AYXOBHO ChBBLpIIIEH-
CTBO I aCKeTIYeH HaulH Ha JKMBOT, 3apajy KOeTo Te ca U3AUTHATU B
oOpasny Ha OTIIeAHNYECKNS ITOABUTY.

W ABeTe AMHUM — MeCMAaHUCTMYHATA U MOHAIIECKaTa, HAMUPAT OT-
pa’keHue B IIPaBOCAABHOTO U3KyCTBO. TeMara 3a ChIIOCTaBSHETO M,
HE3aBICUIMO Ha KOe OT ChAbprKaTeAHNUTe HyBa PYHKIIMOHNPA B IIPO-
rpamMaTa Ha KOHKPeTHIL: ITaMeTHIIK, He e IIMPOKO pa3IpocTpaHeHa I
BEpPOSITHO 3apaAMl TOBa He e IIpNBANYIaja, J0KOAKOTO MU € U3BECTHO,
CIIeLIMaAHOTO BHMMaHIE Ha M3caejoBaTeauTte. VIskaroueHne mpasu
cryausita Ha EaMona Bopaekepc, Kb4eTo, Makap U B paMKUTE Ha JBe
CTpaHuIY, IPo0AeMbT e popMyarpaH KaTo 4acT OT MKOHOTpadusTa
Ha MpOpoK Vans BbB BU3aHTUIICKOTO 13KycTBO. Cpes mpumepure,
Kouto Bopaexepc npusexxa, ca npoussegenns ot X u XI s.'* Kor-
TEKCTBT, B KOITO aBTOPBT ITOCTaBs OOpasnuTe UM, € ujesra 3a yIBbp-
>KJaBaHEeTO UM KaTo 0Opa3Iiy Ha acKeTy3Ma I OTIIeAHUIeCTBOTO.

Caea Bopaekepc kpaTky KOMeHTapy Ha ITapaseaa mpopok Vians — cs.
Noan Ilpeareua ce mosssasat criopaandHo. 11o 1moBo creHonmcure B

11 Sv. Yoan Zlatoust 1936: 126.
12 Teofilakt 2015: 16.

13 Hampumep B XKaHOHa 3a AeHs Ha CB. vV[oaH Kpberurea, nucan or Teopan Hauepranu, Buk
Spasky 1956: 231; u cbunHennsATa Ha cB. Moan 3aatoycr u cs. I'puropmit Huckn, vk Bardy 1956:
145, 148.

14 TpumTux OT cA0HOBa KOCT OT cpesata Ha X B. ipeAcTass PasnsTrie XpucToBo, B UMUTO CTpa-
HIYHU I10JeTa Hail-rope ca IOMeCTeHM MejaaboHu ¢ obpasurte Ha Vaws u VMoan. JsotikaTa
1og Tsx e Ha anocroaute Ilervp n Ilases, a B ocraHaauTe MeAaAbOHM Ca IIpeACTaBeH OTHOBO
Ha IIPUHIIMIIA Ha MapaleAy3Ma eIVICKOIIM U CBeTLM AedyuTean. B ocHosara Ha Pasmsruero, ot
ABeTe CTpaHM Ha KP'bCTa, B MaAbK pazMep ca pasnoaoxenn cs. Koncranrtun u cs. Eaena, ik
Voordeckers 1988: 182; sk ma. B Byzantium 2008: 114, Fig. 21. Bopaekepc niutupa u uzobpaxeHns-
Ta Ha ABaMaTa IIpOpoIM B KyIlo4a Ha ITbpksara ,, IIpeoOpaxenne” 5 Hosropog (1378), kpaero Te
ca IpeacTaBeHH 3aeAHO ¢ purypure Ha rmectuma rpaoruu (Agam u Asea, Hoit u Cer, Meaxice-
Aek 1 Enox), Bux Voordeckers 1988: 182-184. Apyru asa npumepa, gatupaimu ot XI B., ce oTHacAT
Ao napaaeaa Vians — Xpucroc, KoiiTo, KaKTO AaKOHIIHO 0TOeA:A3Ba Bopaekepc, e TscHO cBbp3aH
c ujesTa 3a Bpb3Kara MexxAy Vamns, Voau u Xpucroc, Byx Voordeckers 1988: 183.

15 Voordeckers 1988: 182.



npuTsopa Ha /lecnosckis MmaHactup (1349) Cmumaka I'aGeana obpbina
BHIMaHIe Ha CBIIOCTaBsIHETO Ha ClleHMTe Bh3HeceHIeTO Ha ITPOPOK
Wans n Kppienne Xpucroso'®. ABTopkaTa CMAITa, 4e IlapaeAbT MeXK-
Ay ABaMarTa IIpOPOIM 3arloyBa Ja ce Bu3yaausupa easa rpes Ilaaeo-
aorosus repruoa”’. Kbm cbIioTo Bpeme OTHaCsA ChBMeCTHaTa MM TI0s1Ba
B >xuBormmcra u Turoc Ilanmamacropakuc, pasraexxaaiky KyrioaHaTa
yKpaca Ha mamertHuimte ot Ilaseoaoroso speme’®. 3akaroueHnero
MY Ce OCHOBaBa Ha HJKOAKO IIpuMepa OT Ilepuoaa, IPOU3XOXKAalu
raaBHO OT pernoHa Ha Mopasa n Hosropog, B konro nmpopok Vans n
c8. Voan Ipeateua ca rpescTaBeHn B Kylio4a KaTo ABOVIKa. ABTOpPBT
OTJaBa IIOsIBaTa MIM Ha pasIIpOCTpaHeHMeTO Ha MCHXa3Ma CpeJ, cla-
BSIHCKIUTE HapOAM M ITpeArioAara, Je ca CAeaBaHy KOHCTaHTIHOIIOACKI
obpasu”. Ot csos crpana Ezena CaeHKOBa 24aKOHIYHO 0TOEA53Ba, Ue
KaKTO BB BU3aHTUIICKOTO, TaKa ¥ B IIOCTBM3AHTUIICKOTO M3KYCTBO €
aKTya/Ha CBITOCTaBKaTa MeXAy ABaMara IIpoporu?.

TpunTuxsr ¢ Pasnsaruero or cpeaara Ha X B., IpeacraseH oT Bop-
Aekepc?, CBUAETeACTBa, 4ye IapaleAbT Mpopok Vams — cs. Noau
IIpeareua 3arousa 4a ce BU3yaAu3yupa MHOTO IIpeAN BU3aHTUIICKaTa
KyATypHa OOIITHOCT Aa Obae MOBAMSAHA OT U3KPUCTaAM3MpaHeTO Ha
ucuxactkure naen mnpes XIV 8.2 Bee 1mak e MHOTO BEpPOSITHO 3a4eCTsI-
BaHeTO Ha M300paskeHMsTa UM IIpe3 ChIIOTO CTOAeTHe, IIPeAVIMHO B
KYTIOAHHUTe IIpOrpaMi, 4a ce AbAXKI MMEeHHO Ha BAMSHUETO Ha TOBa
y4eHue.

HaCTO}IH_U/I}IT TEKCT, IIOCBeTEeH Ha KOMIIO3MIIMITa B CecaaBckust Ma-
HacCTup, IIOBANITA BBIIPOCa 3a ChbIECTBYBAaHETO Ha HOAO6HI/I npuMmepu
IIpes3 ernoxara Ha KscHoto Cpe4HOBEKOBIE. ,Zl,ocera B AUIT€paTyparta,
OTHac:iIa ce A0 IIepunoga, HpO6/leM"I)T € KOMEHTHpPaH Ha OasaTa Ha
ChIIECTBYBaIllTE O6LHI/I ITOAOKEHMs B TpaKTOBKaTa Ha 06pa3MTe,

16 Gabeli¢ 1998: 190. 3a aaeropmynaTa Bpb3ka MeXAy ABeTe CLOUTHUS B OOTOCAOBCKaTa AUTepa-
Typa BIK cbiio Arzhanov 2010: 241.

17 Gabeli¢ 1998: 198.
18 Papamastorakis 2001: 178.
19 Papamastorakis 2001: 178.

20 Sayenkova 2010: 250. Karo nmpumep asropkara npusexJa ¢ppeckute B 0ATapa Ha MaHacTupa
Bopomnern.

21 Bux Gea. 14.

22 B manactupa Akraaa (1205-1216) eauH oA ApyT ca pa3BUTHU KUTUITHM IIMKAY Ha ABaMaTa

IIPOPOIIN, BUX Lidov 1991: 77-81. IIpeacraBenn ca B KOHTEKCTa Ha ABe TeO(I)aHI/I‘IHI/I CIIEeHU —
Kpwpinenne u ITpeobpaskenne, KakTo 1 BB Bpb3Ka C MOHalleckaTta TeMa, By Lidov 1991: 81.
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OCHOBaBalIllyl Ce Ha HOBO3aBeTHUTe IMCaHNs, HO He € IMOAKPeIlsIH OT
CBOTBETeH M300pasuTeseH Mateprnaa®. bes ga mpeTeHAMpaM 3a 13-
JepIiaTeAHOCT, TYK IIle IIpeACTaBsl ChBCeM HaKpaTKO M3BECTHUTE MU
1300paskeHus.

B nputsopa na Kpemmnkosckuss manactup (1493) npopok Mansa u
cB. Voan [Tpeareua ca mpeAcTaBeHy B 1154 PhCT 6AU30 40 KTUTOPCKa-
Ta komnozunys** (Pur. 2). JAse roguHn Mo-KbCHO BBPXy (PacasaTa
Ha IIbpkBata ,,CB. boropoamnita Ky6eanankn” (1495/6) B Koctyp ca
1300pa3eHn CIieHN OT KUTUITHNUTE MM IIUKAY, KaTo HaJ, TAX e IIoMec-
TeH Jericuc”. CTeHommcuTe ca aTpubyTHpaHM Ha 9acT OT 30rpadure,
padoruan B Kpemukosiiu®. B rpanesapusra Ha CBeTOTOPCKIS MaHa-
crup KceHOOHT, OT gBeTe cTpaHm Ha aricuaHarta KOHXa, Ha TPOH
ca mpeacrasenu Xpucroc u Csera boropoauria c Maagerera. Bopxy
10kHaTa creHa boropoauna e caeasana or Ilpearedara, apxanrean-
Te Muxana u I'aspuna, a caea tsax u npopok VMansa”. Jaruposkata
Ha CTEHOIIMCHUTEe € HeCUTypHa, HO ce Ipearioara, 4e ca U3II'bAHeHN
npes 1474/5 nan 1497 r.*® [1pnbAM3NTEAHO IO CBHIIOTO BpeMe MAesITa
3a mapaseaa mMexay Vaus u Voan e oTpaseHa u B mporpammTe Ha
ABe MOAAaBCKM MaHacTupcku 1spksu — ,,Cs. 'eopru” sus BopoHers
(1496) ® u ,, Y cienne boropoanano” 8 Xymop (1535)*. I1 B aaTa cay-
Jasi MpopoIUTe ca M300paseHn B 1114 pbeT B oatapa. Criopeg Baaa
beapoc Te ca Hamepman MACTOTO Ci TYK KaTO 0OpasIy Ha MOHaIlle-

23 Paskaleva 1980: 68-69; Gerov 1995: 322.

24 Paskaleva 1980: 68-71, na. 36, 43, 44. Lintupaitku Kocraguska ITackaaesa, Lipera Kynesa ms-
TBKBa POAsTa UM Ha IIpeduryparuy Ha XpUcToc, HO 400aBsl OIlle, 4e Bpb3KaTa MeXAy ABaMaTa
IIPOPOIY B IIPUTBOPA Ce OCBILECTBABa Upe3 TeMara 3a KpblieHneTo, xapakTepHa 3a Ta3! 4acT
Ha xpama, ik Valeva 2006: 114-115. BausocTTa UM ¢ IOpTpeTa Ha KTUTOPUTE CIIOPeZ aBTOpKaTa
npeanoara GpYHKI[MOHUPaHETO Ha 0Opa3uTe UM KaTo 3acTBIIHMIIM 3a ITOYMHAAUTE UM Jella,
Valeva 2006: 122-123. baaroaaps Ha koaerata Lipera Kynesa, ue Mu mpegocTtasu Hely0AMKyBaHa-
Ta CU AOKTOpCKa AucepTalus, IIocBeTeHa Ha CTEHOIIVICUTe B MaHaCTupa.

25 B perucrppa nog Aevicuca ca IpeACTaBeHy YeTHPU €M304a OT KUTUIHUS IIMKbA Ha CB.
I{IoaH, a Hait-204y ca u3nucanu (c.-10.): ITpopox VMaus s mycrunsara, boropoauia Crpacrsa u cs.
Moan Kpberurea. AuxsT Ha cB. IleTka e 406aBeH 11o-KbcHO, Buk Kuneva 2018a ¢ 6ubanorpadus.
26 Valeva 2006:134; Kuneva 2018; Kuneva 2018a.

27 Toutos, Phousteris 2010: ox. 15.6.1 (58-63). OcranaanTe cseTIM B peja ca IIbPBOANIOCTOAUTE
Iersp n ITaBea, cB. Hukoaa, cs. Koncrantun n cs. Eaena, roasm Opoit cBeTHM MOHacHU, KaTo
HaKpasl perucThbpbT 3aBbPIIIBa ChC CBETLIN BOUHIA.

28 Toutos, Phousteris 2010: 414.

29 BbpXy ceBepHATa CTeHa Ha oaTapa e TipeActaseH cs. Voan Kpbctutea, oobpHatT kbM Gaa-
rocaapsimust XpUCTOC B CAaBa, a Cpelly Hero, BbpXy I0JKHaTa CTeHa, e ciieHarta [Tpopok VMans B
nycTuHsATa, Bk Bedros 2008: 122-123, fig. 8, 9; Bedros 2015: 79.

30 Ipeacrapenu ca eAnH 40 APYT cpellly ABOJiKa cBeTIu BouHY — cB. Teogop Tupon u cs. Teogop
Crpatnaar, Bedros 2015: 81.



®uwr. 2. [Tpopok Mans, cs. Vioan TTpeaTeua u yact oT KTUTOpPCKaTa KOMITO3UITHS B IPUTEOPA HA
Kpemmxosckmsa manactup, 1493 (pororpadus Visan Banes)

cxust moasur’!. TIpes XVI B. 3a Tpanesapusra Ha MaHacTupa AMoHN-
cny (caea 1553) e cb3gaszeHa KOMITOZMITUSL, YMIITO LIEHTBP € 3aeT
ot 6aarocaassust c. Voan Kpberurea, mokposurea Ha oOuTteAra,
oOrpadeH oT ocHoBaTeAuTe 11 — ¢B. Avionncnii u cs. Hudon 8 moant-
BeHI 1T03n™. B rmoseraTa MexxAy ¢purypure ca BMbKHaTU MeJaAbOHN
¢ npopouute Vansa n Eanceit. Hag Tesu nsobpaxkenus e pasoao-
’KeHa UAIOCTpauMsTa Ha cTuxupara 3a Poxxaectso Xpucroso.

31 3akai0ueHMeTO My Ce OCHOBaBa Ha CTE@HOINICHTe B ITbpkBaTa B Popduti, kbaeTo obpasnte Ha
npopounute Vans u Eanceii ca pasoaoeHM KaTo aHAAHY Ha ABaMa MOHACH, IIPeACTaBeH! B
LieHTpaAHaTa JacT Ha 0ATapa, Bux Bedros 2015: 83.

32 CreHommcuTe ca mpUIMcBaHu Ha Kputcku sorpadu, Biok Kadas 2000: 59.
33 Kadas 2000: 63, euc. 0. 64; Toutos, Phousteris 2010: ox. 6.7.1 (1-6).
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B kpa: Ha croaetnero n B Hauaa0To Ha XVII B. pasnpocrpanennero
Ha Tapasea popok Maus — cs. Voan Ilpeateua npoabaxkasa Aa
Obae orpaHmyeHo Ha OoHa Ha HapacHaJaTa XyAO>KeCTBeHa aKTUB-
HOCT. AKO pasraejame IIpOPOYeCKUTe PeTUCTPU B CBOAOBETe AN 00-
pasuTe B KyIIOANTe, Ije 3abeaeXnM, ye 10400Ha Bpb3Ka He ce OTpa-
3sBa HUTO B 3alla3eHMTe ITaMeTHUIIM Y Hac, HUTO B Te3! OT AMolie3a
Ha [leukara nmarpuapmmes*. [Ipy naMmeTHNITUTE 104, IOPUCAUKINIATA
Ha [leu MsKkarOueHne e mporpaMara B cBoda Ha IPUTBOpa Ha MaHa-
ctupa omunna (1607/8), kosATo B mog00pa Ha ImpopoLuTe e 0AM3Ka
20 Cecaasckara®. B Haoca Ha CanmHmakmst maHactup (1606/7), un-
UTO CTEHOINICHU Ca CBBbpP3BaHN B AnTepaTypara ¢ ¢ppeckute B Cecaa-
BITI >, TIPOPOK VAt u cB. Moan IIpeareda ca mpeacTaBeHM eAVH A0
ApPYT B perucTbpa ¢ 00pas3yu Ha HpOpPOIIN, KaTO CMUCAOBO Ce OTHACAT
KBbM CLIEHUTE 1104 TsX — Bb3kpecenne Xpucroso u Muponocuiure
Ha rpo0a”. B Hoara murponoaus ,,Cs. Crepan” 8 Hece6wp (1591)
BbpXY 3allagHaTa CTpaHa Ha JABaTa CTbhA0a, pa3AeAsIy HeHTPpaAHN
Kopab M 3amagHus Tpaseil, oOpa3yBaH HIpHU IIPeyCTPOIICTBOTO Ha
xpama npe3 XVI B., KaTO naHAaHM B 1144 PBCT Ca Pa3OAO0KEHNU CB.
Voan Ipeareua u cs. Moan Borocaos® (®wur. 3). B nerocpeactsena
6AM30CT A0 TsIX ca cbOoTBeTHO ciieHuTe IIpopok Vans, xpaHeH ot rap-
Ba"a 1 CB. Makapuii Ernmnerckn B nemepara. B ocHoBata Ha cTba-
DoBeTe CIleHNTe ca IIOCBETeHN Ha CTapO3aBeTHU MBUeHMIN>, KOUTO
3aeaHo c baaroserieHnero B 4eA0TO Ha apKaTa MeX/y ABaTa CTha0a
3HA4YNMTeAHO pasIIMpsBaT IIporpaMara B Ta3! 4acT Ha Haoca C TeMIUTe
3a boropbpnasbmennero, Keprsara u CriaceHueTo.

34 ObuxHOBeHO IpOpOK Vans e mpeACTaBsIH HEIIOCPEACTBEHO A0 rocaeAoBareast Cu IIPOPOK
Eanceit, a B HAKOM 1O-peAKM caydan Te oOpasysaT rpyma ¢ npopok Viowna, ik Petkovic 1965:
164, 181, 189, 196, 211. Cp. Moan Ilpeareua He e usnucpan B Te3u perncrtpu. CHITOTO BaXXM U 3a
UKOHMTE OT TepuTopusTa Ha [leukaTa naTpmapIums, B YMUTO IIPOrpaMy ca BKAIOUEHN ITPOPOIIH,
BIK Matic¢ 2017:No 3,17,172, 176, 225. B cpaBHeHme cbe cprOckuTe mameTHnu pe3 XVII 5. y Hac
BIDKAaMe cB. Voan ITpejTeya 3HaUMTEAHO I10-4€CTO B IIPOPOYECKNTE PETVCTPY, HO BPb3KaTa My
¢ mpopok Vans ve e usssena, sick Gergova 2012a: 192; Kuyumdzhieva 2012: 227; Penkova 2012: 236.

35 B sennra Ha cBoga 0k0.10 oOpasa Ha Xpucroc Berxuii geumu, curaupas karo Casaor, ca pas-
M0A0XeHN PUIYpUTe Ha YeTHpUMa IIPOpONN B 114 pheT: Vs u Voan ot 1or, Aanvma u Mon-
ceil OT ceBep, BIK Sevo 1999: 75, cx. Ha c. 60-62.

36 Cruaosu u uxoHorpadCcku rapaaean ca nocouenn y Popovska-Korobar 2015: 237-239.

37 Popovska-Korobar 2015: cx. 3 (31, 32).

38 Bbrpexy MHOTOOpOiiHUTe CTaTuy, TOCBETeHN Ha CTeHOINMCUTe, TOAsAMa YacT OT KOUTO AbA-
SKIM Ha ABATOTOAMIIHMS TPy4 Ha 11po¢. ['eopru I'epos, Bee ole Anmicsa nsgdaseH MoHorpagu-
yeH TpyA. Habaogenmara mu ce agpaxar Ha TepeHHu npoyuysanmsa. CobIo Taka 6aarogaps Ha
Visan Banes 3a mpegocraBeHNsI MU CHUIMKOB MaTepuad.

39 Iloa obpasute Ha Vans u Maxapuii ca moMecTeHM ChOTBeTHO Kommosunuute Tpumara ot-
poun B orHeHara nemrt u Ceaemre Makasen 1 Maitka uM COA0MOHMA.



®ur. 3. V1306paxkeHnsra b apkara, pasjeAsia IeHTpaAHIs Kopad Ha Haoca 1 3araAHus
tpaseit, Hosara Mutponoans ,Cs. Credpan” 8 Hecebnp, 1591 (pororpadus Vsan Banes)

IIpumepn uMa 1 Ha TepuTOopuATa Ha AHemHa I'bpums. B npurso-
pa Ha 1bpksarta ,BbBegenue boropoamuno Lsamnsma” 8 Kocryp
(1613/4)* ca momecTeHM XUTUITHN CIIEHM Ha ABaMata Iipopoun. Te
ca 00eAMHEHM B CMMCAOBO II140 C APYIM CTapO3aBeTHM eNM30AN C
eBXapUCTUIHO 3HaueHNe, KaKTO M ¢ MbUeHIYecTBa Ha alloCTOANTE 1
Ha Apyru ceetriin*'. B mputBopa Ha MaHacTMpcKara Iybpksa ,IIpopox
Nans”, I7IopryuaT (FOxxna Aabanus) (1617)* BxoabT KbM Haoca e
¢paankmupan ot boropoguma Ogurntpus u Xpucroc, BbpXy I0’KHaTa

40 BeposTHO ITbpKBaTa e 61.aa MaHaCTUPCKa, BUoK Paisidou 2002: 42-43.
41 3a nporpamata Ha IpuTBopa ByK Paisidou 2002: 268.
42 3a IrppKBaTa BUK I10-404y 0ea. 66.
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®ur. 4. VIsraea oM UKOHOCTaca Ha Iybpksata B Jo6bpcko (1o Ea. ®aopesa)

creHa caeasa c. VMoau Kpbcrures, a Ha 3anagHaTa e M3I1CaH IIPOPOK
Mana®. Eaenn lum0Ouaa npearosara ChIlleCTByBaHETO Ha Bpb3Ka
MeXXAy oOpasa Ha Ipopok Vlams u crienara OTcryaHeTo Ha IAaBaTa
Ha cB. Moan IIpeareua B HaOCa Ha MaHaCTUpPCKaTa IbPKBa ,, Y CIIeHne
boropoauuno” 8 Meraaospuco, Arus (1638/9)*. AnakoHMKOHBT Ha

43 Skavara 2003: 107, ew. 32-34, 0. 1 (37-39, 51) OcBeH KaTO 4acT OT CBETLIUTE B II5IA PBCT 00Pa3bT
Ha Vlans e noauepraH oIlle HAKOAKO IIBTY B IIpOrpamMara Ha IIPUTBOpa — Ype3 ChIIOCTaBKaTa My
cne cB. [Tasea Tuseitcku 1 gBaMa CTBATIHUIIN U OITIe BeAHBXK B AaTPOHHATA HUIIA BHPXY I0KHATa
CTeHa Ha IIPUTBOpPA ChC ClieHaTa Bh3HeceHMeTo B OrHeHaTa KoAecHuIa, Biok Sdrolia 2003: 68-71,
ew. 13-14, 35, ox. 1 (7, 10). 3a BTOpM IbT Bb3HeCeHNeTO e M3MIICaHo B IaTPOHHATa HUIIA B €K30-
HapTekca, Sdrolia 2003: 117-118, euw. 41.

44 Tsimpida 2011: 129, vrroonu. 178.



I'bpKBaTa ,, Y crienne boropoaununo” B Manactupa Peanna s Arpaga
(1662) e nammcaH CcbC CIieHN OT LIMKANUTE Ha ABaMaTa IIpOpPoIy, a 3e-
HUTBT Ha CBOAA € yBeHUYaH OT 1300pakeHneTo Ha Berxuit aeHMu®.

B13 ocHOBa Ha Te3u mpuUMepU MorTarT Aa ce HaIlpaBsT HAKOU U3BOAM.
Busyaamsupanero Ha mapaseaa MexAy npopok Vams u cs. Voan
IIpeaTeya e xapakTepHO IOBeye 3a IIPOTpaMMUTe Ha MaHACTUPCKUTe
o0uTean, BBIIPEKM Ue ce cpellla I B HAKOU eHOpuiicku xpamose. [To-
3HaBaHeTO Ha MJesATa U CKAOHHOCTTa KbM BU3yaAU3MpaHeTo I MOXKe
Aa ce AbAXKM B pa3AMYHUTE cAydall KaKTo Ha OorocaosckaTa IOJ4-
rOTOBKa Ha 3orpaure, Taka i Ha oOpa3oBaHNTe ITOPBUUTEAN UAU
ChbCTaBUTEAM Ha CTeHOIMCHMUTe mporpamu. ITpumepure ot kpas Ha
XV B. cBUMAeTeACTBAT 3a pasIpOCTpaHeHMeTO Ha TemaTa IIpeAUMHO
Ha TeputopusTa Ha Oxpuackara apxuenuckorus. ITpes XVI B. T He
e XapaKTepHa 3a IIporpaMuTe Ha IIpeACTaBUTeANTe Ha ABeTe I1aBHI
xyaoxecrsenn mkoan (Kpurckara n TusanckaTa), KOUTO AOMUHU-
paT c Ipo3BejeHusATa CU B eJHI OT Hail-3HaunmMmute 3a baakanure
MoOHamecku 1jeHTpose — Cseta ropa u Meteopure. V3karodeHnne ca
CTEHOIIMCUTe B Tpalle3apusATa Ha MaHacTupa JduonHncuy. 3a nepuoa
or kpas Ha XVI u XVII B. e mo-TpygHO Aa ce mpaBAT 00OOIIeHNs,
3alll0TO ITaMeTHUIINTE ca II0BeyYe, U3IIbAHABAHM Ca OT ITbTYBaIllU 30-
rpadu, 3a YMeTO MACTO Ha ITpodecOHalHa IIOATOTOBKaA BCe OIlle He
ce 3Hae MHOTO. 3a HJAKOM OT TsX ce IIpeAlioJara, 4e ca CBbp3aHu C
pernona Ha KocTyp, KOiTO 1pe3 1eans IOCTBU3aHTUIICKY IIePUOJ, €
Ba’KeH XyJ0>KeCTBeH I1eHThbp Ha OXpracKaTa apXUencKOIs .

Bcexu eauH oT npuBeseHNTe pUMepPH 3acAy>KaBa ga Obae U3caea-
BaH CaMOCTOSIT@AHO C Or4e4 Ha KOHKPeTHMS MAEeH 3aMUChA, IOPb-
quTeAs U U3IIbAHUTeANTe Ha ¢ppeckuTe. T'hil KaTO TOBa 3HAUUTEAHO
01 HaAXBBPANUAO paMKUTe Ha TO3M TEKCT, Half-oOII0 O1 MOI10 Ja
ce Ka’ke, ye HsIMa yCTaHOBEH HaulH, 10 KOMTO OOpa3NTe Ha ABaMa-
Ta IIpOPOIN Aa Ce BKAIOYBAT B CTEHOINCHaTa IIporpaMa. B eaun ot
cAydauTe ce M3o0pa3sBaT CaMOCTOATEAHNUTE UM AUKOBE, a B APYTU
NPUCHCTBAT TEXHM KUTUIHM ClleHN. KOHTeKCThT, B KOMTO Te3! M3-
oOpakeHns (PYHKIIMOHMPAT, CBIO Bapupa M B IIOBEYETO CAydau
CMICAOBUTE aKLIeHT), KOMTO MOrarT J4a ce pasdeTar B €AJH U CbII] I1a-
METHUK, Ca HIKOAKO.

45 Sdrolia 2000: 62.

46 VImam npeaBug creHonmcute B Haoca Ha CAMMHMYKMA MaHacTUp M I'bpKBara ,Bbpesenne
Bboropoanuno Lsysina”, Bk Popovska-Korobar 2015: 236-237, 241; Paisidou 2002: 279.
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et e 1 e — === Iloxaszareaen B TOBa OT-
' HOIIIeHNe e CAeABaIlVAT
IIpUMep, KOWTO e BaXkeH U
C TOBa, 4e IIPOU3XOXKJAa OT
IIbpKBa, B KOSTO OTKpMUBa-
Me ,pbKara” Ha eAVHUS OT
sorpadure, padboruan B Ce-
caasckuA MaHacTup. Tosa ca
¢dpecknre B 1rppksara ,Cs.
Teogop Tupon u cs. Teogop
Crpatnaar” B /J00BpCKO
(1614), xonTo OTAABHA Ca aT-
pubyTupaHu Kato Herosu*
B nbpksara e 3amasena opu-
rMHa/HaTa OATapHa IIpe-
rpaja, u3I'bAHeHa eAHOBpe-
MeHHO ¢ (peckure (Pwur.
4). LlapckmAaT pea ce CbCTon
OT MKOHHUTe Ha XPUCTOC U
Csera boropoauna ¢ Maa-
AeHella OT JBeTe CTPaHM Ha
BX04a KbM oaTapa. Ot cesep

© a— ............_..._'._.......,J.... ...,.____, — Ha boropoauynara e pas-

el [Ny 3 II0A0KeHa MKOHaTa Ha apX.
' Muxamna, a OT IOr Ha XPI/IC—
CTpaHa Ha LIeHTpaAHN CThAO B ITbpKBaTa B TOoBaTa — Ta3u Ha cB. Voan

®@ur. 5. OOpa3bT Ha NPOpoK Vans BppXy n3TOYHaTa

Aoobpcko (potorpadirt Isan Banes) Hp eJTeya, cAe BaHa OT UKO-

HaTa Ha IIaTPOHUTE Ha Xpa-

Mma®., 3abeaeXUTeAHOTO B
cAyuJasi e, 4e TOYHO Cpellly MKOHaTa Ha XpIUCTOC, B apKaTa, Che AVHsIBa-
I I0KHUSA LIeHTpaA€eH CThAO C IPUOATAPHUS CThAD, € CTeHOINCBaH
00pa3bT Ha mpopok Vansa® (Pwur. 5). B cpijara apka, oT M3TOUHUSA
11 Kpail, € IIOMeCTeH CB. Moau Puacku. Eaa au Mscroro, OTpejeHo
Ha IIPOpOKa, e caydaiiHo. OT eqHa cTpaHa, KaTo ITbpBOOOpa3 Ha ac-

47 Floreva 1981: 163; Popovska-Korobar 2015: 236. Kato aea0 Ha cs. [Tumen 3orpadckiu gsata cTe-
HOINCHY aHcaMbbAaa ca pasraexaann y Gerov 1995 a: 134-135, Gergova 2003: 25-26; Gergova 2011:
277.

48 Floreva 1981: na. 13, 14.

49 TlpeacraBeH e JOIIOSICHO, ABPKU CBUTDLK, KOMTO IIpejaBa pas3roBopa My C Ipopok Eamceit
npeau B3eManeTo My ot I'ocriog (Llap 4, 2:6), Bux Floreva 1981: 90, na. 53, 71, 109; Kuneva 2012: 35.



KeTu3Ma, TOU SICHO Ce ChOTHACS
KbM Ha-TIOYUTAHUS IIpeACTa-
BUTEA Ha MOHAIIEeCTBOTO IIO
ObarapcknuTe 3eMu — PUACKUA
orer’”, a OT Apyra, MOXe Ja
Obae pasraexkAaH KaTo IaHAaH
Ha Xpucroc.

CrierinaZHO BHUMaHNe 3acAy-
>xaBa HagmncbT HAIRN B rerkm-
Te Ha ApexaTa Ha Vicyc (Pur. 6,
7). Jocera TOJ1 € KOMEHTHPaH B
AUTepaTyparta caMoO KaTo MOA-
muc Ha 3orpada, M3ITbAHNA
SKMBOITMICTA Ha MKOHOCTaca’l.
TakaBa wuHTEpIpeTanys Mu
ce CTpysa HeyOeAMUTeAHa, Tbil
KaTo 00MYaifHO IIpes UMeTO CI
sorpaure M3mucear ,0T Pb-
Kara Ha (rpemHwus:)...”" Jpyra
BB3MOXXHOCT O1 Omaa mMMeTo
Aa e Ha AapuTe, HO TOBa CBIIO
U3rAeXJa MaaAKO BepOsITHO,
TBI KaToO IIpU Te3U HaAIINCHU TO
61 TpsO6Bal0 4a e IpeAxXoXKAa-
HO OT gapyra ¢popmyaa: ,Moae-
Hue Ha paba boxxnit...” Ome

50 B moa00eH KOHTEKCT — 0AM30 A0 CBe-
TIIM MOHACU U B 3allagHaTa 4acT Ha Haoca,
e IpejcTaBeH IPOPOK Vams B ome egHa
I'bpKBa OT couiickus pernoH — ,,Cs. Tler-
Ka” B baarma, ynmro creHonucu ca gatupa-
HU kbM Kp. Ha XVI B., Bk Vasilev, Angelov
2019: 352, Fig. 2, 8, 9. ChleBpeMeHHO 13-
THKHATOTO MY I1010KeHIe B CTEHOIIMCHATa
nporpamMa (IIpeAcTaBeH € B roAsSMa HUIIIA
Ha 3allajHaTa CTeHa) HeCbMHEHO IMa BP'b3-
Ka C IIOCBeIlleHMeTo Ha Xpama Ha cB. [ler-
Ka, Thil KaTO ITOYMTAHNETO U Ha ABaMaTa e
CBBP3aHO C TeMaTa 3a CMbPTTa U CIIaceHMe-
TO Ha AyIINTe.

51 Bozhkov 1966: 26; Floreva 1981: 158; Gerov
1995: 135-136; Kuneva 2012: 37; Popovska-
Korobar 2015: 240.

Patterns. Models. Drawings

®@ur. 6. Vkonara Ha XpMUCTOC OT MKOHOCTaca Ha LIbpKBaTa B
Aoobpcko (Pororpadura Vsan Banes)

®@ur. 7. HagnucsT B Apexata Ha Xpucroc
(¢pororpadust Vsan Banes)
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e/Ha HeKOMEeHTMpaHa 40 MOMeHTa Bb3MOXKHOCT € IUIIeIUAT Aa e
IIpoIlyCcHaA CUrHaTyparta ,,1popok”. Tosa He e Helllo HeoOMYalHO 3a
HaAIMCHUTE, C KOUTO ca CUTHUpaHU HAKOM n3o0pakeHns B JoObpcko
u CecaaBckms MaHacTup®. B Takbs caydait mMmeTo B gpexata Ha Xpuc-
TOC OM MOTA0 Ja ce OTHACs A0 MPOpoK Vans.

CopIjecTByBaT g0CTaTbuyeH Opoil IpuMepy, KOUTO IIOKa3Bat, ye ca-
MOCTOsITeAHO 00pa3bT Ha Vams e chmocTaBsH ¢ TO3M Ha XPUCTOC
B CBIIIVSI MeCHaHUCTIYeH KOHTEKCT, B KOITO cpelljaMe U I1apalesa
Moan — Mans. Bopaekepc ninmtupa aBe npomnsseaenus OT nepmuoga
X-XI B.: ookos Ha pbkonuc (Cod. Lat. 1, 100) (xp. Ha X-Hau. Ha XI
B.)® 1 0OKOB Ha UKOHa OT KoAeknusaTa Ha Dumbarton Oaks (BT. 1104.
Ha XI B.)™.

B Tasu BpBh3ka MOXe Ja ce CIIOMeHe I e4HO MHOTO ITO-KbCHO ITPOM3-
BeJeHIe — MKOHaTa Ha XpUCTOC Ha TpoH ¢ antoctoan (1599/1600), ms-
II'bAHEHa 3a MaHacTupa Mopauya ot 3orpada momn Crpaxuus ot by-
anmae®. Criopes Muassa Martud 11og60psT Ha M300OpakeHMsTa B
UIKOHaTa € OCMIICAeH BbB Bpbh3Ka ¢ TeMarta Xpucroc /lo3a B KOHTeKCTa
Ha ngesTa 3a JKeprtsata u Broporo npumrecrsue®, a mpuchCTBIETO
Ha ITPOpPOK VAms T 0TAaBa Ha CUAHMS KyAT KbM HETO B oOurteaTa”.

52 Hampumep tpumata orporyt AHanmit, Azapuit 1 Mucana, cs. ['ypuii B 1ieHTpaaHms kopab
Ha Jo6bpcekara IbpKBa, Biok Kuneva 2012: 34, 1oty BCUYKY IIPOPOIM OT perncTbpa B cBOAa Ha
Haoca B CecaaBliu, KakTo 1 apxanreante Muxana u ['aBpuna B IpuTBOpa Ha CHINMS MaHACTUP,
Bk Gergova 2012: 48-49.

53 Aaruposkata e criopes A. Eastmond, ux Byzantium 2008: 402, No 82. Bepxy rnpeaHaTa cTpa-
Ha Ha 00KOBa XPMCTOC B 11511 PBCT € 3a00MKOA€H OT ABaHaleceT MeAaaboHa. OT gBeTe My cTpa-
HI Cca ITOMeCTeHM II0 IleTHMa aIrlocToAM, Haj IAaBaTa My e apx. Mmxana, a B KpakaTa — IIpop.
Mans. Ha 3agnaTa cTpana Ha 06kOBa MeJaAbOHNUTe OKOAO IleHTpaaHus obpa3 Ha boropoanuiia
ca pasmectenn. Cpeg, TsX ca MeJaAbOHUTE Ha apX. laBpuma u cs. HVoan ITpeareua. Hsaxon asro-
pu IIpearioAarar, 4e apXaHreAuTe 1 ABaMara IIPOPOLM ca oOpa3yBaau OTAEAHM ABOJVIKM, BIIK
Wessel 1967: 87-91, pl. 27 a-b; Byzantium 2008: 402, No 82 (aTop Ha KaTaA10KHaTa eAVHNIIA € A.
Eastmond). Bopaexepc pasraexkaa caMo pa3IioA0KeHNeTO Ha N300pakeHNsITa BbPXY IIpejHaTa
CTpaHa, KaTo U3rAexKAa, 4e Io IIpueMa 3a M3HauaaHo, vk Voordeckers 1988: 183.

54 Wessel 1967: 122-127, pl. 41; Voordeckers 1988: 183. Obmio oceM MejaaboHa 00rpakaar IjeH-
TPaAHOTO I10/e: Hall-Tope e IpejcTaseH Jelicuc, B cpejaTa Ha CTpaHMYHKTe I104€Ta ca 1300pa-
3eHu apxanreaute Muxana u l'aBpuna, a B AooaHus peructsp arnocroante Ilersp u I1asea ¢paan-
Kupar obpasza Ha mpop. Vans, unitto MejaaboH ce HaMMpa TOYHO 110/ KpaKaTta Ha Xpucroc.

55 Mati¢ 2017: 58-61, No 136, na. 42. B CTpaHMYHNTE 1101eTa Ha MKOHaTa, B IIeHThpa Haii-rope, e
usdpaseH BeTxuit genmu, a KaTo HETOB MaHAaH 104y, oA XpPUCTOC, e IpeAcTaBeH mpop. Vans. B
oCTaHaAUTe CTPAHIYHY I101€eTa allOCTOANTE Ca Pa3II0A0KeH! AOTIOSCHO B AaCTapuTe Ha A0O3HMIIA.

56 Mati¢ 2017: 58-61, Gea. 14.

57 B AMakOHNKOHa Ha KaTOAMKOHa Ce HaMIUpa eAVH OT Hail-paHHUTe U IOAPOOHM IMKAU Ha
rpopoka (oK. 1252 r.), Buxx Petkovié 1986: 25-34.



®ur. 8. V306pakenneTo Ha mpopok Vians ¢ Araenra boxxu B Haoca Ha ITbpKBaTa Ha
Aparaaesckisa MaHactup, 1476 (pororpadust Vsan Banes)

To3sn xbceH MpuMep MocTassl BBIIPOCa 3a OCMICASIHETO Ha 0Opasa Ha
npopok Vans ne camo KaTo npeareda Ha XpUCTOBOTO IIPUIIIECTBIE,
HO U IIO-HeNoCpeACTBeHO I'o CBbp3Ba ¢ TeMaTa 3a Keprsara Xpuc-
TOBa. SICHO Ta3u uAes e U3pas3eHa B 4Ba IlaMeTHMKa Ha >KMBOIICTA
OT IIOCTBM3aHTUIICKNSA Nepuod. Tosa ca cTreHomMcKUTe OT Haiil-paH-
HIA CAOM B Haoca Ha /Jparasesckus MaHactup (1476)% (®wr. 8) n
SKUTUITHaTa MKOHa OT /lecHOBCKMs MaHacTup (oK. 1626 1.)*°, B KOUTO

58 Gerov 1995: 316, pur. 1. Kpm kpas na XVI . HaoChT Ha ITbpKBaTa e IIpeusmucaH, BiK Penkova
2018: 47-51, ¢ 6Gubanorpadus. TpaauiMoOHHO B AUTepaTypaTa y HaC CTEHOIIMCUTE ca CMATaHU
3a Aeao Ha cB. [Tumen 3orpadcku, Ha KOITO ca mpunucsany u creHonucnte B Joonpceko u Ce-
caasckus ManacTup. Criogeasm maenneTo Ha M. KyioMaknmesa, KOATO cMsTa Ta3n aTpUOYIIIs
3a HeyOeaureana, Bk Kuyumdzhieva 2018: 14-15. CpaBHUTeAHUAT aHAAM3 TIOKA3Ba, Ye € HeBb3-
MOXHO Ja GbJe pasrpaHnyeHa ,pbkaTa” Ha eArH 30rpad, KOATO Ja ce OBTaps BB BCUUKM I1a-
MeTHu1y. Olle I0-HEBb3MOXKHO € CpeJ TsX 4a Ce IIOCoUM KOsl TOYHO e ,pbKara” Ha cB. [Tumen,
ThIf KaTo He TIO3HaBaMe HUTO e4HO HEroBO ITOATIMCAaHO IIPOU3BeAeHIe.

59 Popovska-Korobar 2004: No 65, 259-260. Jatuposkara e criopes aBTopKaTa.
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npopok VMans appxu npea cebe cu Arnenia boxxn — cuMBoandeH
obpa3 Ha Xpucroc Keprsa®. B agparaszesckara I'bpKBa CbBCEM He-
AByCMUCAeHO m3o0paxenueTo Ha Viaus ¢ Arnena e pasnoaoKeHO
Ha/ ciieHarta Pasmsatue. Tasu HeoOnyariHa nkoHOrpadus Ha IIPOPOK
Mans ciopeg I'eopru I'epos e nosansHa oT n3o0pa’keHnsTa Ha CB.
Voan IMpeareua ¢ Armeria, IMPOKO Pa3MpOCTPAHeH! B 3aIiaJHOeB-
POIIeTICKOTO M3KyCTBO®!.

Pasnoaaranero Ha mpopok Vams Ha Ipara Ha 0OATapHOTO HPOC-
TPaHCTBO B 400bpCKaTa ITbPKBa, TOYHO Cpellly MKOHaTa Ha XpUCTOC,
IOTBbpPKJ4aBa OOBbp3aHOCTTa Ha purypara My C ujesTa 3a crace-
HIIETO Ype3 eBXapUCTUIIHATa KepTBa, CUMBOAUYHO IIPMHACSAHA II0
BpeMe Ha Oorocay:keHmuero B oatapa. Tyk mpoabaxkasa ga Obje B
cuaa u lapaaeast cbe c. Voan Kpberurea, 4nsro ukoHa e pasiio-
Ao>keHa A0 Ta3y Ha Xpucroc. ChljeBpeMeHHO Ype3 ChIIOCTaBKaTa ChC
cB. Vloan Puacku e 3acTblieHa 1 TeMaTa 3a MOHAIIIECKsT [IOABMT.

Or1e eauH cTeHONMICEH aHCaMO'bA Ha TepUTOpUATa Ha AHertHa FO>xHa
Aabanus (Cesepen Enmp), TsCHO cBbp3aH € 4eMIHOCTTa Ha IAaBHUA
sorpad, paborua B Jobbpcko n Cecaasiiy, CbAbprKa TeMaTa 3a ABa-
Mara nipeareudn Ha Xpucroc. Tosa e ibpksara ,, ¥ cnenue boropoany-
HO” B 3epBart (1605/6)%. CreHOomMCHTe B Ta3M ITbPKBa Ca U3ITI'bAHEHN
OT ABe aTeaneTa, padOTIAN BepOsITHO €4HO CAe4 APYIO ¢ KpaTKa Ma-
y3a rtomexay cu. [TouepksT Ha Maiictopa ot Joobpcko u Cecaasiu
Ce pasIlO3HaBa B IIO-paHHNS eTall, KOraTo ca M3II'bAHEHM (ppecKuTte
B OATapa ¥ M3TOYHATa 4acT Ha Haoca®. KoMmosummsira, KOATO HU
MHTepecyBa oDaJe, ce HaMupa B CBOJa Ha ceBepHIA Kopab, oAydna
yKpacarta cu IIpu BTopara ¢asa Ha creHonucsaHe®. B sennra Ha cBo-
Aa ca M3IMcaHu MeJaaboHM ¢ AukoseTe Ha Casaot, Xpucroc Beank
Apxuepeii, Xpucroc Anrea ot Beaukmns cbset, Cseta boropoaniia,
cB. Vloan Kpbcrurea u omie eauH 3ae 3anaszeH oOpas B Hall-3alla/Ha-

60 Gerov 1995: 317-321. 3a n3oOpaskeHnero Ha ArHenia B mameTHuIuTe or Moaaasus sux Bedros
2011: 53-72.

61 Gerov 1995: 322.

62 Yuactuero Ha 3orpada ot JoObpcko B CTEHOIMCBAaHETO Ha ITbpKBaTa e 3a0eAs3aHo 3a IIPbB
T OT pecraspartopa [leTsp Ilomos, koriTo obave He Hy6AMKyBa Haba0aeHusATa cu. ITo-KbCHO
cxoJcTBara 0s1xa IIOTBbPAEHN 10 BpeMe Ha TepeHHM ITPOYyYBaHsl, IIPOBeJeHY B paMKITe Ha I1po-
exra ,IInTumara Ha 6aakancKkuTe 30rpadu M MOCTBU3aHTUIICKOTO XYA0XKECTBeHO HacAeACTBO B

Bparapus”. Pesyarature oT IpoyusaHmsATa Ha cTeHoImcuTe ca myoaukysanu y Kolusheva 2018:
59-74.

63 Kolusheva 2018: 67-69.
64 Kolusheva 2018: 63, cx. Ha c. 71.



®ur. 9. CreHomMCHUTe B CBOAA Ha CeBepHILs Kopal Ha ITbpKBaTa
, Ycnenne boropoanuno” B 3epsat, Aabanns 1605/6
(¢pororpadus Vsan Banes)

Ta yact (Pwur. 9, 10). VMsoOpaxeHneTo e cbC
3aAUYeH HaAINC, HO C ToAsMa A03a CUTYp-
HOCT MOXe Ja ce ugeHTuguIpa Kato mpo-
pox Mansa®.

Jaan marictopsT ot Aoobpcko n Cecaasiu e
O1A 3amo3HaT C ISIAOCTHUS 3aMUChA Ha CTe-
HOMMCHATA MPOTPaMa IO BDEMETO, BROETO € o 10 s on oo Vs (2)
paboTna BbpXy M3MMCBAHETO HA M3TOYHATA g cposa Ha ybpKBaTa b 3epsat

JacT Ha ITbpKBaTa B 3epsat? Jaau e 3aea mae-  (dororpacua Vsan Bares)

sTa U IIO-KbCHO € KOMITO3Mpa 110 CXOJeH Ha-

9H M300pa’keHusATa Ha cB. boropoaua, cs.

Voan Tpeareua u mpopok Viaus B 3eHMTa Ha CBOJA Ha CeCAABCKU
MaHactupcky xpam? ToBa ca Bce BbIIpOCH, Ha KOUTO He MOKe Ja ce

Aaje curypen otrosop. ChbIIIo Taka MOXe caMo Ja ce Ipearioara, ye

65 TTomecTBaneTo Ha ABamaTa ITPOPOIIM B 3eHNUTA Ha CBOAQ, PeAOM A0 n3oOpaskenus Ha bora B
pa3AMYHY HErOBY UIIOCTacu, € MHOTO HeoOMJaitHO 1 ako 3a cB. Voan [Ipeareua nma mnssectHn
cayyan ot nepuoga XVI-XVII B. — B cBoga Ha Haoca Ha Ibpksarta ,Cs. Hukoaa” B baaunemn
(rpeau 1500), Byx Bedros 2015: 82; B Haoca Ha rbpkBaTta Ha Kapaykosckust manactup (1602), By
Pandurski 2002: cx. VII, na. 20; Kuneva 2012: 18, cx. Ha c. 22; B nputBopa Ha Iybpksara ,, Cs. 'eopru”
Ha MaHactupa Temcka (1654), Byx Pavlovié 1966: 63; B Haoca Ha LibpKBaTa ,, Y crierne boropoaira-
HO" Ha MaHacTupa IlaTepon (caea 1631), syx Karamperidi 2006: 104, ox. 53 (107-110), To 3a rmpop.
Mans Takusa IpuMepy He ca MU ITO3HATH.

®
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M3Pa3eHoTo CIelaAHo ITIoYNTaHne KbM nIpopok Vans s nmporpama-
Ta Ha 400bpcKaTa I'bpKBa MOKe ce Ab/AKM Ha IIpeO1BaBaHeTO Ha 30-
rpada B pernosHa Ha IOxHa Aa0aHuUsI, KbAEeTO KYATHT KbM IIPOpPOKa
e ocobeHo cuaen®. KaTo akileHTHpa BbpXy HAKOM acIleKT! OT BP'b3-
KaTa Ipopok Vaus — cs. Voan ITpeareua — Xpucroc B GaakaHckaTa
JKMBOIINC, KOUTO AOCera ca ocTaBaAu 4O ToAsMa CTelleH BCTpPaHM OT
BHIMAaHMETO Ha M3cAeJ0BaTeANTe, HaCTOAIIMAT TeKCT IIOBANTa OIlle
BBIIPOCH 3a MalICTOpuUTe, pabOTIAM I10 HaIlITe 3eM!U B Ha4aA0TO Ha
XVII B.

66 B pernona ca usaurnaty gBa MaHacTupa s Herosa yecT. KM cpeaara na XVI B. € [IOCTPOEeH Ka-
TOAMKOHBT Ha MaHactupa ,IIpopok Mansa” Haa cbcegHoTO Ha 3epsar ceanine Voprynar. Oata-
PBT ¥ HAOCHT ca m3nucany 1pes 1586 r. ot monax Hukudop (creHommicuTe He ca y0AMKyBaHM).
®pecknre B nputsopa (1617) ca moanmucano 4ea0 Ha Muxana ot Aunortonn, By Skavara 2003:
52-53, 56-57. Omie eauH MaHacTUp, IOCBeTeH Ha IIpop. Vlaus ce Hamupa cepeposariagHo ot I'u-
poxkactpo, 64130 40 ceannero Creromya. Karoankonst e usaurHar ripes 1624 r. CreHonmcure B
Haoca ca u3nbaHenu ot Koncrantun, cun Ha Muxana ot Aunoronn u yuennka my Huxoaa mmpes
1653 1. criope, KTUTOPCKUS HAAIINC, a TIpe3 1672 . ca M3IMcaHU IPUTBOPBT U €K30HAPTEKCHT,
BICK Skavara 2003: 382-383, 385-386. B Haoca ca IpejcTaBeHN Bh3HECEHIETO Ha IIPOPOKa, KaKTO I
00pa3bT My B 1114 PBCT, BYDK Skavara 2003: ew. 449, 457, ox. 6 (53, 71).
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Depictions of the Prophet Elias
and St. John the Baptist
in the vault of the narthex
of the Seslavtsi Monastery

Maria Kolusheva
Z;)\ (AN

e

In the narthex of the church of St. Nicholas of the Seslavtsi Monastery (1616), in the
zenith of the vault, there is a composition consisted of several fields with full length
figures whose center along the east-west axis is occupied by the depictions of the
Virgin Mary, St John the Baptist and Prophet Elias. The main semantic emphasis
in the vault program is placed upon them: the images of the Virgin Mary (without
the infant Jesus) and St John can be deciphered as the closest witnesses of the
Incarnated God the Word and advocates for the salvation of the mankind while
the presence of the Prophet Elias is more uncommon. His image in that prominent
place can be interpreted in relation to St John the Baptist, taking into consideration
that the two have been defined as precursors of the Messiah as early as in the Holy
Scripture. For instance, in his interpretation of the Gospel according to Matthew
St John Chrysostom speaks of Elias as precursor of the coming Last Judgment
and of John as precursor of the First Advent that had already happened. In this
sense the parallel between the two has also been pointed out in the hymnographic
works dedicated to them. The juxtaposition of the two on yet another level is well
developed in the theological thought as well: they are commensurable in terms of
spiritual perfection and ascetic lifestyle and therefore were promoted to models of
an anchoret exploit.

Both lines along which their joint celebration runs — the messianist and the
monastic — are reflected in the Orthodox art. No matter which of the two levels
the subject functions on within the program of the specific monument (often, it
simultaneously does so on both) it is not wide-spread, and it has not, to the best of
my knowledge, attracted the special attention of researchers. An exception is the
study of Edmond Voordeckers where the problem is briefly laid down as part of
the iconography of Prophet Elias in Byzantine art. The context in which the author
places their images is their affirmation as models of asceticism and hermitage.

This text, dedicated to the composition in the Seslavtsi Monastery, raises the
question about the existence of similar examples during the Late Middle Ages. So
far, the problem has been commented in the literature related to the period briefly,
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on the basis of the existing general interpretations of the images based on the Holy
Bible, but without discussing thoroughly the related visual material. Without
claiming to be comprehensive here I present the images I am familiar with from the
wider region of the Balkans in the period 15%— 17" c. Based on the cited examples
one can conclude that the juxtaposition of Prophet Elias and St John the Baptist is
typical rather for the monastic mural programs but it is also found in some parish
churches. In each different case, the familiarity with the idea and the propensity for
its visualization could be due both to the theological training of the icon-painters
and to the educated clients or compilers of the mural programs. The examples
from the late 15" c. — Kremikovtsi, Kastoria and the Moldavian monuments —
attest the propagation of the subject mostly on the territory of the Archbishopric of
Ohrid. In the 16" c., with the exception of the refectory of the Dionysiou Monastery,
it was not characteristic of the programs of the representatives of the two main
artistic schools (Cretan and Theban) whose works dominated some of the Balkans’
most important monastic centers: Mount Athos and Meteora. It is more difficult to
make general conclusions about the period of the late 16" and 17" c. because there
are more monuments which were made by traveling icon-painters as we do not
know much about their professional training. As regards some of them (Slimnitsa,
Tsiatsiapa) it has been suggested that they are linked to the area of Kastoria which
is an important artistic center of the Archbishopric of Ohrid during the entire Post-
Byzantine period.

The study examines more specifically two wall painting ensembles connected to
one of the icon-painters who worked at the Seslavtsi Monastery — the Church of St.
Theodore Tyron and St. Theodore Stratelates in Dobarsko (1614) and the Church
of the Assumption in Zervat, Southern Albania (1605/6). We find the subject of the
juxtaposition of Prophet Elias, St John the Baptist and Christ in both monuments.
Its existence raises some more questions about the models and the places where the
masters who worked in our lands in the early 17" c. were formed.



The Byzantine Representations

of the Himation as a Possible Tool
for Defining Specific Authorial
Features of the Painters?

A Connoisseurship Approach

Emilija Vukovic’

Abstract: This paper investigates the representations of himation, the cloak worn
by Christ and other saints, in Late Byzantine painting. Even though many showed
strong interest in the representations of imperial, aristocratic, official, military and
clerical dress (e.g. M. Markovi¢, M. Parani, J. Ball, P. L. Grotowski), only a few schol-
ars tried to examine questions relating to the artistic treatment of the representa-
tions of the himation in Byzantine iconography (e. g. J. Repond, M. G. Houston,
T. Mitrovi¢), an ancient dress that was not part of the original Byzantine clothing
practice. With reliance on ancient written and pictorial sources, we know that the
main characteristic of the himation was its draping technique in so-called manner
émdélia (“to the right”). In relation to this, by examining case study (workshop
of Late Byzantine painters Michael and Eutychios) the paper will try to determine
whether we can reconstruct and in addition apply certain wrapping technique of
himation in order to define specific authorial feature of the Late Byzantine painters.
A smaller section of the research will discusse possible ways of medieval studying
the depiction of drapery.

Key words: Drapery, ancient, cloak, attribution, icon, Michael, Eutychios

1 Emilija Vukovi¢ is Ph.D. student in the Department of History of Art at the University of Belgrade.
Her research interests focus on zographs’ workshop practice, production process as well as diverse forms
of artistic transmission in Byzantium (such as copying from the antique or relationship between medieval
model and copy).
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The drapery (fold) as a fundamental, distinguishing form in a par-
ticular work of art, which may reveal to us the artist’s personality,
plays a decisive role in the Morelli-Berenson method of connoisseur-
ship?. In the collection of essays The Study and Criticism of Italian art
Bernard Berenson specified that “the draperies consequently furnish
an excellent test of authenticity: but we must bear in mind that in this
case a painter may have, instead of one, a number of tricks in his dra-
peries, each corresponding to a different part of the figure draped,
a peculiar fold for the drapery inside the bend of the elbow, for in-
stance, another fold or folds for the waist, another series still for the
spreading of the draperies over the knee, and still again for spreading
on the ground.”® As Carlo Ginzburg emphasized, connoisseurship
is even less possible in dealing with those “tricks”, or mechanically
repeated forms, since they all persist in forgery as well. The Morel-
li-Berenson method rather relies on “the most trivial details” and “el-
ements beyond conscious control” leading to the “innermost core of
the artist’s individuality”*.

On examining the himation (ipdtiov, 10), representation of Michael
and Eutychios” workshop, it can be noted in this paper that the paint-
ers may have developed the sort of drapery wrapping technique’
which had not been widely present in antiquity and which can be
used as a tool for discerning their specific authorial features. This
approach will be demonstrated through a possible attribution of the
fourteenth century Baptism icon from the Virgin Peribleptos” Church
in Ohrid to the group of painters closely related to the works of Mi-
chael.

Beginning with the term himation (lat. pallium), it denoted in ancient
Greek clothing practice an outer garment, a rectangular piece of cloth,
worn over a chiton (xtt«@v, 0) or alone, both by women and men, re-
gardless of the age®. The cloak was draped with no attachments in

2 Morelli 1900; Berenson 1914.
3 Berenson 1914: 138.

4 Intuition, other connoisseurs’ required equipment for consideration of the measurement of
quality is connected within David Freedberg’s studies with the latest findings of neuroscience.
See Ginzburg, Davin 1980; Freedberg 2006: 33.

5 On archaeological reconstruction of the Byzantine realia see Parani 2003. See also Markovi¢
1995; Ball 2005; Grotowski 2012.

6 Geddes 1987. Byzantine artist rarely draped the himation epidexia, 7; Cleland, Davis, Llewel-
lyn-Jones 2007: 59; Lee 2015: 113-116.



é¢mdéfia manner (“to the right”) in ancient times’, most regularly
in the following procedures: 1) drapery was thrown across the left
forearm (Fig. 1, 2) easily put over the left shoulder (Fig. 2) and split
into two parts forming the specific overlap (Fig. 2)®. Furthermore, the
technique of wearing the himation could represent the social status
and role’.

The Romans have also accepted wearing of pallium. Still, pallium was
considered to be the Hellenic symbol among the Romans (gens pallia-
ta), worn mostly in informal occasions and abroad, while toga became
the symbol of Roman ethnos (gens togata). With characteristic visual
features which were the product of complicated draping procedures,
toga looked significantly different than the Greek pallium™.

Pallium became relevant again during the period of Christianization
of the Roman Empire. Educational paradigm of Christianity, built
in harmony with paideia, Hellenic ideal of culture, emphasizes the
cloak of the philosophers as the symbol of erudition and moral au-
thority. “Rejoice, pallium, and exult!” is what Tertullian said in On
pallium, confronting the Greek cloak to toga, which became a symbol
of Roman decadence.

During the period of early Christianity, probably under the influence
of antique rhetors and philosophers, himation was taken over by art-
ists in their representations of the saint figures from the Old and the
New Testament. Although written sources testify that the prominent
philosophers, such as Justin Martyr, Tertullian and Heraclius of Al-
exandria were content to wear pallium in public, emphasizing their
devotion to philosophy and ascetic way of life, which also could have
influenced the artist. Representing the himation has endured even
once the cloak completely disappeared from the Byzantine clothing
practice. This is mostly due to the Greek linguistic origin of the New
Testament. Use of the term in the scriptures must have been compel-
ling for the Byzantine artist'".

7 For wearing the himation epidexia, see Lee 2015: 113.

8 Bieber 1928: 60-67, 72-76; Repond 1931; Houston 1947; Pekridou-Gorecki 2008: 119-120; Lee 2015:
113-116.

9 Evans 1893: 14, 48, 52; Cleland, Davis, Llewellyn-Jones 2007: 92; Pekridou-Gorecki 2008: 119-120; Lee
2015: 109-116, 225-229.

10 Wilson 1924: 17-28; Goldman 2001: 245-247.
11 Urbano 2014.
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Fig. 1. Ancient Greek himation draping methods (drawing by Mihajlo Vojnovi¢)

Byzantine artists could also have become intimate with the pre -
Christian context of dressing in himation. Beside visual art, literature
could have also been an influence on the more educated Byzantine
artist. Byzantine curriculum prescribed knowledge of the antique
works in which the artists could encounter himation characteristics
(its “leisure cut” and broad use)™.

What is remarkable is that Byzantine artists had a distorted percep-
tion of this ancient cloak. Uncritical interpretations of antique “visual
information’, probably resulting from a lack of relevant knowledge
about clothing in antiquity® led to numerous representations of a
Greek and Roman dress hybrid'. Contrary to antique practices, Byz-
antine artists maintained himation draping techniques described
above, but also incorporated elements of the Roman toga, which is
especially noticeable in semicircular edges of the fabric (Fig. 3)".

12 Reynolds, Wilson 1991: 78.

13 On the psychological problem of how people’s knowledge affects the way they perceive their
environment see Palmer 1975.

14 Mitrovi¢ 2012: 197-204.
15 Cf. Wilson 1924; Bieber 1928; Repond 1931; Stone 2001; Goldman 2001; Goette 2013; Lee 2015.
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Fig. 2. Ancient Greek himation draping methods (drawing by Mihajlo Vojnovi¢)

Irrational amalgamation of the elements of Greek himation and the
Roman toga probably happened in the period of the early Christi-
anity, although many artists understood the procedures of draping
of the cloak’. For example, in the mosaic The Wedding of Moses
and Sephora in the basilica Santa Maria Maggiore in Rome, Moses
is dressed in cloak whose draping method visually resembles late
forms of the Roman toga". Still, such examples are rare in Byzantine
monuments, considering that the way of draping mostly points to the
Greek himation.

An entirely new draping technique emerges again if we take into
consideration the himation representations in the works of Michael
and Eutychios. This workshop from the Byzantine Thessaloniki was
employed at the end of the thirteenth century and the first half of
the fourteenth by Byzantine dignitary, the megas hetaireiarches Pro-
gonos Sgouros and his wife Eudokia for the frescoes in the church of
the Virgin Peribleptos at Ohrid (1294/95) and by Serbian king Milutin
for the frescoes in the King’s Church in Studenica (ca. 1316), George
in Staro Nagoricino (1317), Prohor of P¢inja near Vranje, in Gracani-
ca (1321) and Niketas near Skopje (ca. 1320). From both iconographic

16 Repond 1931.
17 Volbach 1961: 336; Wilson 1924: 89-115.
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Fig. 3. Proposed himation draping technique in Byzantine art
(after MuTposuh 2012, reproduced by author’s permission)

and stylistic points of view, the works of this workshop are recog-
nized as “crucial” for our understanding of the so-called “Paleologan
style”, characterized mostly by classicism and narrative tendencies.
Artist Michael had left his signature in all the monuments, with the
exception of the King’s Church in Studenica and Gracanica, where
the frescoes were attributed to the same painter on stylistic grounds,
while in the Virgin Peribleptos” Church both Michael and Eutychios
left their signatures. However, as Thalia Gouma — Peterson suggest-
ed, the workshop may have included, besides Michael and Eutychi-
os, also artist Astrapa, mentioned in fresco inscription of the church of
the Virgin Ljeviska in Prizren’®, as well as celebrated painter Panselinos,

18 Kisas 1974: 36; Duri¢ 1975: 49-52; Babi¢ 1987: 200-218; Gouma-Peterson 1991: 123; Todi¢ 1998: 264-



associated with frescoes of Pro-
taton (ca. 1310) and Euthymios
chapel in Thessaloniki (1303),
whose name could, on taking
into account a possible discov-
ery of the inscription in Prota-
ton, be hiding the identity of
Eutychios®.

Analysis of himation rep-
resentations in the listed mon-
uments revealed inconsisten-
cy and variation in the quality
of rendering of the drapery,
nevertheless, in most of the
workshop’s  representations,
the lower part of the garment
is shown as skirt-like, unlike
the ancient himation, which
may also be explained by the
artists’ distorted perception of
this cloak (Fig. 4, 5). Even half
a century ago, dress historian
Stella Mary Newton in The
study of costume as an aid to
the dating of Italian Renais-
sance paintings pointed out
that “painters and sculptors,
even when they are deliber-
ately using an archaic form of
dress because they consider
it suitable to their subject, are
incapable of producing an ob-
jective reproduction of clothes
of antiquity, but must always

276; Mapxosuh 2004: 95-118.

19 Iwould like to thank Professor Miodrag
Markovi¢ at the University of Belgrade for
this information and helping provide ac-
cess to the literature (Ndstou 2015: 40-55).

Patterns. Models. Drawings

Fig. 4. A skirt-like garment marked in yellow.
St Mark the Evangelist. The Virgin Peribleptos’
Church in Ohrid
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Fig. 5. Angel. The Virgin Peribleptos” Church in Ohrid

Fig. 6. Christ before Annas, detail. St George in Staro Nagoricino



record beneath the clothes of the past the taste of their own time.” In
Raphael’s cartoon Christ’s Charge to Peter, for instance, the himation
of the young bearded Apostle suggests the puffed sleeve worn by the
model in the preliminary drawing from the Windsor Castle®. Anne
Hollander in Seeing through clothes has, similarly, demonstrated
that even the representations of the human body in art contain ana-
tomical discrepancy relating to the contemporary clothing practice.
From analysis of Goya’s famous Majas in the Prado, she concluded
that “one of the most telling features of the nude Majas body is that
it seems to show the effects of corseting without the corset which, on
the other hand, is very definitely present in the dressed version”?'. As
the tunic was the “basic garment” of most citizens of the Byzantine
empire, the artists could easily translate this contemporary trend into
a semblance of an ancient himation. However, the phenomenon need
psychological, cognitive explanations®.

Represented as an ankle-length skirt, the lower part of the himation
also gives rise to questions regarding the existence of the draping
process. As was already pointed out, painters Michael and Eutychi-
os possibly developed the type of wrapping technique which had
not originated in antiquity. The first step of the procedure, there-
fore, could be wrapping the cloak around the body several times, as
shown in drawings and photographs (Fig. 4, 5). Appearance of the
knotty segment (edge?) of the drapery in himation representations,
for instance, in the frescoes of an angle in the Virgin Peribleptos’
Church (Fig. 5) and of prophet Jonah in King’s Church in Studenica
could further support the view. In contrast, the upper, free himation
ends could obviously be manipulated in many different ways (Fig. 4,
5,7,9). The drapery could be easily thrown across the arm/forearm or
wrapped around it, while other representations of the cloak in Prota-
ton even suggest that it could be fastened or tied at the elbow?®.

The underlying assumption is that lesser rendering quality of the dra-
pery must be associated with those churches where only the painter
Michael had left his signature. In St George in Staro Nagoricino, the

20 Pearce 1953: 7-8, 13, 16.
21 Hollander 1980: 91.
22 On psychological inverstigations of wishful seeing see Dunning, Balcetis 2013: 33-37.

23 For the frescoes of Protaton see Mouriki 1978: 64-65; Todi¢ 1987: 21-31; Tsigarides 2003: 23-62;
Milliner 2012: 221-235.
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Fig. 7. The Baptism, icon.
The Virgin Peribleptos’
Church museum gallery

Fig. 8. Drapery unrealistically encircles the
body (edges marked in red). The Baptism,
icon, detail. The Virgin Peribleptos” Church
museum gallery (left) and St Prophet Jeremiah.
The Monastery Gracanica (right)



artist found even the drapery contours to be confusing, so he simply
attached Christ’s hands to the cloak without any correspondence (Fig.
6). When considering the representations of the Byzantine himation
in the context of attribution, more emphasis should be notably placed
upon the drapery forms revealed subconsciously by the painter.

The most important indicator of Michael’s hand, his artistic expres-
sion, stems from the artist’s misconception of the garment’s structure
and principles of draping employed by workshop. Lacking intimate
knowledge of drapery, the artist too often joined folds not joinable at
all or separated the integral parts of the dress. A closer comparison
of the himation of the prophet Jeremiah in Gracanica and the cloaks
represented in the church of Virgin Peribleptos at Ohrid and Protaton
(Fig. 4, 8) shows that in the fresco of Serbian church the painter con-
joined the segments of a cloak hanging from the left shoulder with
the bottom edge. In like manner, Michael blended the folds of the
fabric in frescoes Abraham’s Hospitality in Gracanica and Dormition
of Virgin Mary of the King’s Church in Studenica.

In attributing, however, the most informative are the representa-
tions of the himation whose free end is held by both hands. In all the
works principally connected with Michael’s artistic expression, the
end of the garment, sometimes marked by a fancy knot, is separated
from the remaining drapery. That is obviously indicated by the thick
contour line that divides the end of the garment held by the hands
from the “V-neck” of the robe (Fig. 10). If we compare those types
of himation representations in Virgin Peribleptos” Church at Ohrid
and Protaton (Fig. 9), we find that the artist understood the described
draping procedure better, since the lower part of the dress more real-
istically continues from the upper edges. Also, it is noteworthy that
the representations, examined chronologically, point to the existence
of another subtle amalgamation of different subjects on a visual level.
Some Byzantine representations, particularly of the Baptism, include
holy persons dressed in himation and carrying a towel; thus, it can
be assumed that artist Michael recalled towel shapes in using thicker
contours of the himation folds (Fig. 10).

The Baptism icon in the Virgin Peribleptos” Church museum gallery
that had formed part of the Dodekaorton set (Fig. 7) is considered to
be associated with the same workshop*. This icon is connected to the

24 See Duri¢ 1961: 20-25, 89.
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Fig. 9. Proposed reconstruction of the himation represented in the frescoes of Protaton

Athick
contour
line that
divides
the
sarment

Fig. 10 “V-neck” of the robe and a thick contour line that divides the garment:
1) King’s Church, The Monastery Studenica

2) The Monastery Staro Nagori¢ino

3) The Monastery Gracanica

4) The Monastery St Niketas

5) The Baptism icon, detail



well-known artists on the basis of its stylistic affinity to the frescoes
from the above listed churches. As it was already mentioned, a care-
ful analysis of the drapery provides additional arguments in favour
of attribution to the group of artists closely related to the works of
Michael.

The depiction of the Baptism follows traditional Byzantine iconog-
raphy, with Christ standing in the River Jordan in the center of the
composition between St John the Baptist and angels, standing on the
rocky banks. Above Christ’s head is the Holy Spirit, while in the low-
er part of the composition artist depicted personification of the River
Jordan and the Sea. If we consider the drapery within the context of
authenticity and connoisseurship, it is obvious by the representation
of the angel’s rosy himation that the artist kept on making mistake
of separating integral parts of the dress. The himation segment that
covers the hands in detached from the rest of the garment (Fig. 10).
The cloak of St John the Baptist, on the other hand, areally encircles
the body. A closer examination shows that the bottom edge of the
back side extends to the free himation end, held by St John's left hand
(Fig. 8).

Protomaster of Virgin Peribleptos and Protaton painter (Eutychios?)
had a much better way of himation draping. More skillful imitation
of antique patterns can also be noticed in Virgin Periblpetos in Ohrid
and Protaton. Fig. 11 shows the prophet with himation which is
draped in a way similar to Tanagra figurine. One should pay spe-
cial attention to the identical stylization of the crumpled motif. In the
fresco Dormition of the Virgin Mary in Protaton it is, also, possible
to notice varying procedures of himation draping on depictions of
Apostles — the left hand of four of the Apostles, in this particular or-
der: holds the himation, is completely wrapped by it, is attached to
himation by the wrist and the hand stretches the himation out.

In the icon The Incredulity of Saint Thomas from the Virgin Periblep-
tos” Church (Fig. 12), which is ascribed to the same workshop, it is,
also, possible to notice skillful draping by the antique criteria. Cloak
is not wrapped around the body, but perfect separation of the edge
of the cloak can be noticed. Also, irrational amalgamation of the sep-
arate parts cannot be noticed on any of the figures, so the icon must
have been painted by some artist more skillful than Michael.
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Fig. 11. Forefather, Protaton;
Draped woman wearing

a himation and holding a fan,
Louvre, Paris

Fig. 12. A girl
wearing a
sleeved chiton
and himation,
marble grave ste-
le of Mnesagora
and Nikochares
from Vari, Attica,
The National
Archaeological
Museum, Ath-
ens;

Icon’ detail. The
Incredulity of
Saint Thomas,
The Virgin
Peribleptos’
Church museum

gallery



Psychological science underlines the importance that knowledge in
the form of stored representations of past visual experience can af-
fect perception in many ways®. On an enactivist account perception,
specifically, depends on sensorimotor knowledge acquired through
bodily experience such as those that can be encountered in manip-
ulation with objects*. A draping knowledge possessed by artist of
the Protaton and Virgin Peribleptos” Church in Ohrid indicates that
painters used the specific lay figures (Fig. 5, 9)”. Only by arranging
and rearranging their positions, they could be able to better under-
stand the nature of drapery folds.

SOURCES: Blago Fund, Professor Ivan M. Dordevic¢ Collection of photo-
graphs, Professor Miodrag Markovi¢ Collection of photographs

25 See Palmer 1975.
26 Wallis, Wright 2009.
27 For the lay figures see Taylor 2004: 44-65.
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BusanTuiicknre n3o0pakeHns Ha XMMaTHOHA
KaTO eBeHTyaleH MHCTPYMEHT 3a YTOUYHsIBaHe Ha
aBTOPCTBOTO Ha 30rpadure: mO3HaBaTeAe€H IIOAXO0A

Emuaus Byxosuu

NN

B panHOXpHUCTIMSAHCKaTa 1 BU3aHTHIICKa MKOHOTpadmst XPUCTOC, CBETLINTE
u Apyru 6ubAeiickyu GUIYpHU ca 4ecTo MpeacTaBeHN 00AedeHN B XMMaTHO-
HHU, ApexaTa Ha ¢uaocodpure 1 Ha 0Opa3oBaHNUTE XPUCTVIHU. Bbrpexn
TOBa BM3AHTUIICKUAT XYAOKHMK € MMaA IIpeBpaTHa IIpeAcTaBa 3a Tasu
oJexXJa oT aHTMYHOCTTa. [IprunHaTa 3a HEITOXBaTHOTO M300pa3sBaHe Ha
JApexata OT 3orpaduTe BEPOATHO ce AbAKM Ha ¢akra, 4ye I10400Ha OAeK-
Ja He ce U3II0A3Ba BbB BM3aHTIL, 3apajy KOETO 1AesTa 3a XMMaTUOHA e
U310 3aeTa OT aHTUMYHOTO M3KycTBO. [lopaau oTcheTBMeTO Ha 3HaHNME 3a
aHTUYHOTO 001€KA0, KaKTO U 3aIllOTO He ce 3abeAs3Ba KPUTUYHO MICAe-
He, ce Ch34aBa (popMa, pa3AnyHa OT pealHaTa.

N3zobpasuteaHuTe gokazaTeAcTBa OT MPOAYKIMATa Ha KbCHOBU3AHTUI-
CKOTO aTeAne Ha Muxama u EBTuxuii, or gpyra crpasa, IIoKasBa, 4e 13-
BECTHITE XYAOXKHUIIU SIBHO ca 0pOPMIAN HAKAKbB BI/ Ha TEXHNUKA 3a 3a-
MsTaHe, KOSITO He e O14a paslpocTpaHeHa Ipe3 AHTUYHOCTTa U KOATO €
614a M3I1043BaHa KaTo CPeACTBO 3a pa3llo3HaBaHe Ha TEXHIIS apTUCTIYEH
royepk. 3a pasanKa OT ApeBHUTE MeTOAM 3a HaMATaHe XMMaTHOHBT MOXKe
Aa ce yBIe 0KOAO TSA0TO HAKOAKO IbTU. HaumubT, mo KoiTo ca n3obpa-
3eHM OJeXKAUTe B cTeHonmcuTe Ha IIpoTtaToH n Ha 1rbpkBara ,boropoau-
na IlepusaenTa” B Oxpug CblIo ITOKa3Ba, 4e BU3AaHTUNCKUTE Xy AOKHUIIN
Hall-BepOsITHO Ca M3I10A3BaAM OlpejeleH! CpeAHOBEKOBHU MOAeAN UAN
ca M II03MpaAu CBeTCKU AUIIa.



Pentecostarion-based Scenes at the
Church of Podgumer Monastery

Maya Zaharieva’

Abstract. The article presents a group of scenes from the monastery church of St
Demetrius at the Podgumer Monastery illustrating the Pentecostarion texts. The text
includes identification and analysis of the preserved fragments in the context of the
development of the cycle of scenes based on the Pentecostarion in the mural paint-
ings from the Post-Byzantine period.

Key words: Incredulity of Thomas, Women Myrrhbearers at the Empty Tomb of Je-
sus, Healing the Man Born Blind, Jesus and the Samaritan Woman, Healing the Par-
alytic at Bethesda, Jesus preaching at the temple (Mid-Pentecost), Post-Byzantine art.

Podgumer Monastery church of St Demetrius is among the un-
der-studied monuments in Bulgaria®. On the one hand, this is due to
the lack of access because it is locked inside an asylum for mentally
retarded people’, and, on the other, the condition of the murals and
the numerous layers of painting create a number of difficulties when
determining the phases of the decoration in the church.

The monastery complex has been mentioned in a number of publica-

1 Maya Zaharieva, PhD, is an art historian, Chief Assistant at the Institute of Art Studies at the Bulgarian
Academy of Sciences, working in the field of Eastern Orthodox iconography and Post-Byzantine art.

2 In 2019, the church of St Demetrius at the Podgumer Monastery was researched under the
project “Updating and Preparing for Print of a Corpus of 16"-century Wall Paintings in Bulgaria”
within the National Scientific Program “Cultural Historical Heritage, National Memory and So-
cial Development”, and this article sums up some results of this work.

3 The monastery is situated in the vicinity of the Podgumer village, District of Sofia. Today it is
part of Home No. 6 for Mentally Retarded Elderly People.
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tions as most of them are related to its history, condition and archi-
tectural peculiarities*. The only more comprehensive study examin-
ing the dating and preserved painting of late 16™ century is Georgi
Gerov’s article “Newly-Discovered 16"-century Frescoes in the Pod-
gumer Monastery”®. The last research in the “Corpus of Wall Paint-
ings from the First Half of the 19" century” have determined the late
stages of painting®.

Today, there are murals from six periods preserved at the church as
three of them date from the 19" century.” According to Georgi Gerov
the earliest layer dates back to the second half of the 15" century and
it used to cover the naos and the eastern facade of the narthex. In
1596, the church’s narthex was painted as at that time the bottom reg-
isters with the figures of the standing saints located on the northern
and on the southern walls of the naos were also re-painted®. Proba-
bly, the western fagade, the southern facade of the naos and the east-
ern wall of the gallery were painted in the 17* century’.

The early murals in the naos cannot be analyzed in their entirety be-
cause of the later, 19*-century interventions but nevertheless a part of
the initial iconographic program could be reconstructed. In this text
I would like to pay attention to several fragments which belong to a
group of scenes illustrating part of the Sunday Gospel Book readings
of the Pentecostarion.

4 Popov 1927:91; Marinov 1929: 14, 10-12; Mutafchiev 1931: 7-11, 19; Kamenova 1970; Bogdanov 1971:
21,72, 107, 113, 117; Chavrakov 1974; Dimitrova, Ganeva, Popov 1982; Dimitrova, Ganeva, Stoyanova
1980: 13, 41, 64; Tuleshkov 1988: 35, 52; Kamenova, Mlachkova-Spasova 1990: 20-25; Temelski 1995: 12-
19; Dineva 2007: 289-290; Shanov 2008: 174-182; Sharlanova 2013: 249-253 and others.

5 Gerov 1996: 641-654.
6 Zaharieva, Vanev 2018: 716-728.

7 In the 19" century, the church was thrice re-painted. First, this happened during 1840s and
from that layer some fragments are preserved covering the eastern half of the naos, the eastern
part of the southern facade of the church, the eastern wall of the gallery and the patron saint
depiction on the western fagade. In the second half of the 19" century, the murals on the western
half of the vault in the naos and the upper registers of the northern, western and southern fagades
were renewed. The last stage is related to the painting of the western facade of the narthex.
For the 19™-century murals see Vasiliev 1965: 591-592; Dimitrov 2014: 197-214; Gergova 2016: 3-13;
Kuyumdzhiev 2016: 44-49; Zaharieva, Vanev 2018: 716-728.

8 The scene of the Vision of St Peter of Alexandria and the figure of St Spyridon of Trimythous
are partially preserved in the altar; St Theodore Stratelates, St Pantaleon, St Cosmas and St Dami-

an — on the southern wall, and a small fragment of the figure of St John the Baptist of the Deesis
— on the northern wall. See Gerov 1996: 642-643.

9 Gerov 1996: 641-654.



Healing of the Man Born Blind, naos, Church of St Demetrius at the Podgumer Monastery

Jesus and the Samaritan Woman, naos, Church of St Demetrius at the Podgumer Monastery
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The iconographic program in the naos of St Demetrius church con-
sists of several main subjects. Traces of medallions and a register with
depictions of prophets can be seen on the vault. On the southern and
on the northern walls there are scenes showing the Great Feasts and
the Passion of Christ. The Christological cycle finishes in the highest
register on the northern wall by the compositions the Women Myrrh-
bearers at the Empty Tomb of Jesus, the Harrowing of Hell and the
Ascension of Jesus. The painting layer of the second register locat-
ed underneath on the northern wall is almost completely destroyed
but despite its poor condition at present several compositions can be
idetified.

The first scene under examination is situated in the eastern end of
the northern wall and only its upper part is preserved. What can be
seen of it today is part of a building and some pale traces of a nimbus.
Part of an inscription — oce[..]Jne — is preserved in the left-hand part of
the composition field, as well as one in the right-hand part — owmbino,
which shows that the scene of the Incredulity of Thomas is depicted.

Next to it, underneath the Resurrection of Jesus, the Healing of the
man blind from birth (Gospel of John 9: 1-41) is represented. The
nimbi of the disciples can be seen against the background of a rocky
landscape and pale outlines of letters (ic xe, w). The central part is
destroyed but two figures depicting one of the apostles and Jesus
standing before the blind man’s figure can be seen. In the right-hand
part, a detail depicting a hand and the foundation of the water ba-
sin, showing the moment of the very healing, is preserved. During
the Post-Byzantine period this episode is characterized by stable
iconography which is helpful during the identification of the com-
position from the Podgumer Monastery church. In almost all of the
preserved examples in the left-hand part of the composition the fig-
ures of Christ, the apostles and the blind man are painted. A second
depiction of the blind man washing his eyes in the Pool of Siloam oc-
cupies the right-hand half". The text of the Gospels was meticulously
followed by the icon-painters during the period under examination.
One can distinguish some iconographic peculiarities in the manner
of painting the water pool and the background. The condition of the

10 See Millet 1927. There are also some cases where the blind man is painted for a third time,
including in the moment when he goes to Jesus, for example in the church of Panagia Mavri-
otissa in Kastoria, see Pelekanideés 1953: 209.



Podgumer composition does not allow an overall iconographic anal-
ysis to be made, however the comparison to examples extant in oth-
er monuments support the proposition that it follows precisely that
part of the Gospel (John 9: 1-41).

The third scene from that register depicts the meeting of Jesus and
the Samaritan Woman. In the upper part the city of Sychar can be
seen with several figures and part of an inscription ([...]x [...]). In the
bottom part the apostles and Jesus are depicted, as well as the well
and part of the figure of the Samaritan Woman.

The fourth composition from the third register is partly covered by a
decorative ornament of the late additions made in the 19th century.
It could be clearly deciphered in its bottom part where a pedestal
depicting Jesus is preserved. To his left and right sides, the figures
of the Jews listening to his sermon are painted. Obviously, the scene
illustrates the text of the Gospel (John 7: 14-30) describing the sermon
of Jesus at the synagogue.

The last composition from that register is the Healing the Paralytic at
Bethesda (John 5: 1-17). The Gospel tells the story of Jesus’s visit to
the pool of Bethesda in Jerusalem making its water healing. The mir-
acle happened when an angel went down from heaven and touched
the water. There was a sick man lying there who could not enter the
healing water because of his disability. Jesus saw him and told him:
“Pick up your mat and walk” (John 5: 8). At that instant the miracle
happened and the paralytic picked up his bed and went to tell the
Jews what had happened.

During the Late Middle Ages, a number of details entered the com-
positions that visualise this plot following closely the text of the Gos-
pel of John. In some examples the paralytic is depicted twice: before
and after the healing. The compositions contain the disabled man ly-
ing on his bed, and right next to him there is a pond and the angel
touching the water. The pool of the Sheep Gate and the disabled man
after his healing could be outlined in the background. Also present
are Jesus, his disciples and the witnesses to the miracle'. Another
approach to the representation of the text of the Gospel is to illustrate
a shortened version which includes the pool and the disabled man or

11 Underwood 1975: 290.
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Jesus Preaching at the Temple (Mid-Pentecost), naos, Church of St Demetrius at the Podgumer
Monastery

Healing the Paralytic at Bethesda, naos, north wall, Church of St Demetrius at the Podgumer
Monastery



the paralytic’s figure is depicted only at the instant of healing follow-
ing the second part of John 5: 8-172.

The fragment from the Podgumer Church of St Demetrius is a fairly
accurate illustration of the narrative from the Gospel. It is preserved
in its bottom part where the figure of Jesus and the Evangelists are
painted. To the right, we can identify the pool of Bethesda which
is shown, as a well and the figure of the angel. The depiction of the
healed man with his bed flinging over his shoulder occupies the
center.

Clearly the abovementioned scenes from Podgumer Church are re-
lated to the Post Paschal cycle, which started to be depicted often
during the Post-Byzantine period. The texts of the Gospel character-
izing it are part of the Sunday lessons read during the Liturgy in
the period between Pascha and Pentecost. The Post Paschal Gospel
readings are included in the Penticostarion together with prayings
and hymns for the moveable cycle of the church year’. The Pentecos-
tarion begins with the readings on Pascha and includes the readings
for the Bright Week and the Sunday readings until Pentecost: the In-
credulity of Thomas (Thomas Sunday, the first Sunday after Easter),
the Women Myrrhbearers at the Empty Tomb of Jesus (the second
Sunday after Easter), the Healing the Paralytic at Bethesda (the third
Sunday after Easter), Jesus and the Samarian Woman (the fourth
Sunday after Easter), Healing the Man Born Blind (the fifth Sunday
after Easter). Sunday of the Holy Fathers, Pentecost and the Sunday
after Pentecost — All Saints Sunday. In this period the liturgical texts
follow the Gospel of John.

It is precisely the Pentecostarion that influenced the icon-painters
in their choice of compositions at the Podgumer Monastery Church
of St Demetrius. The scenes depicted in the second register on the
northern wall: the Women Myrrhbearers at the Empty Tomb of Je-
sus and Resurrection, and the ones situated in the third register on
the same wall: the Incredulity of Thomas, the Healing the Man Born
Blind, Jesus and the Samaritan Woman and the Healing the Paralytic
at Bethesda, represent the Sunday Gospel Book readings during the

12 An example of that are the compositions from the narthex and the naos of the Rozhen Monas-
tery, the Church of St Paraskeva in Vidin, the Church of the Assumption in Arbanasi. See Gerov,
Penkova, Bozhilov 1993: 90-91, 94; Kuyumdzhieva 2012: 88-90; Kuneva, Gergova 2012: 170-171.

13 Velkovska 2002: 229-230; Starobalgarska literatura 2003: 517-518.
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Church of St Demetrius at the Podgumer Monastery, naos, north wall

liturgy in the period between Pascha and Pentecost. The composition
of Jesus preaching in the temple that is situated between them marks
the feast of Mid-Pentecost which divides the Post Pascha period in
two equal parts. The text of the Gospel telling that event (John 7: 14-
30) is read on Wednesday after the Fourth Sunday of the Paralytic of
Bethesda.

The order in which the scenes should be presented is not respected.
Thus, after the scene of the Harrowing of Hell in the third register,
the icon-painter showed the first two readings from the Gospel for
the Sundays after Pascha, i.e. the Women Myrrhbearers at the Empty
Tomb of Jesus (the second Sunday after Easter) and the Incredulity
of Thomas (the first Sunday after Easter). The remaining four scenes
must be examined in reverse order: the Healing the Paralytic at
Bethesda — the third Sunday of the Paralytic (situated in the western
end of the second register) followed by the Mid-Pentecost, Wednes-
day after the Sunday of the Paralytic, Jesus and the Samaritan Wom-
an — the fourth Sunday of the Samaritan Woman, and the Healing the



Man Born Blind - the fifth Sunday after Easter.

In 16™ — 17 century, the cycle based on the Pentecostarion was be-
coming increasingly popular in the wall painting ensembles on the
Balkans: it can be found in the Churches of St Prohor of P¢inja (1489),
the Church of the Holy Mother of God in Gradiste (1620), the Monas-
tery of Podvrh (1613/14), the narthex of the Church of St Nicholas of
Shishevo (1630), the Church of St Peter and St Paul in Tutin (1646/7),
the narthex of the Patriarchate of Pe¢ (1565)", the Church of St Nich-
olas in Velika Hoca (1577), the Church of the Holy Trinity near Plje-
vlja (1592), the Church of St Archangels in Kuchevishte (1631), the
Church of St Nicholas in Novo Hopovo (1654) and others®™.

The idea of combining the Passion of Christ with the Post Pascha cy-
cle in the iconographic program became an exemplar as soon as it
was used in the monasteries of Great Lavra (1535), Dionysiou (1547),
Koutloumousiou and Docheiariou (1568)*. It was often reduced to a
small number of scenes supplementing the cycles of the feasts, pas-
sions, miracles and acts of Jesus.

In addition to the Pentecostarion, the texts of the Gospel also entered,
at a later stage, the miscellanies and herminiae. The recommenda-
tions stated in them conformed to the views of the clergymen also
influenced the arrangement of the compositions in the church space
and their iconographic peculiarities'.

Some of the scenes were depicted as early as in the Early Christian
age. Initially, only three compositions were put in — the Healing the
Paralytic at Bethesda, Jesus and the Samaritan Woman and the Heal-
ing of the Man Born Blind"®. They follow the events described in the
Gospel of John and are presented together, even before the sequence
of the Gospel readings during the liturgy in the moveable cycle of
the church year was conclusively shaped out. Water is an important
element of the Christian religion associated with healing and bap-
tism. In the three scenes water is the leading element that brings them

14 Djuric, Cirkovié, Koraé¢ 1990: 255-260.

15 Petkovic 1965: 97; Djuric, Cirkovié, Koraé 1990: 255-258; Prolovic¢ 2015: 280-298.
16 Millet 1916: 30-34.

17 Medi¢ 2002; Medic¢ 2005.

18 Millet 1916: 38; Underwood 1975: 264-265.
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together’. It is an image of salvation by adopting the Christian teach-
ing®. Before the liturgical readings comprising the period between
Pascha and Pentecost were conclusively shaped out, the three stories
according to the Gospel of John were often also grouped in the lec-
tionaries of early Christian church. They have very close elements in
their liturgical use*. The compositions that illustrate this texts are
characterized by their stable iconography.

On the Balkans during the Post-Byzantine period the stories accord-
ing to the Gospel of John entered the church decoration as part of
the cycle of the Acts and Miracles of Jesus, as a cycle according to the
Pentecostarion and as separate compositions having their symbolic
meaning. In the cycle of the Acts and Miracles of Jesus in almost all
examples the three compositions of the Healing the Man Born Blind
and the Healing the Paralytic at Bethesda are presented side by side.

19 Underwood 1975: 258; Gerov 2002: 33-34.
20 Gerov 2002: 34.
21 Underwood 1975: 260.



We can find an example of such grouping in the wall painting en-
sembles of the Church of St Stephen, Nessebar (1599)%, the Church of
the Dormition of the Mother of God at the Cherepish Monastery (16™
— 17*-century)®, the Church of the Nativity in Arbanasi (1681)*, the
Church of St George in Arbanasi (1709/10)%, the Church of the Dor-
mition of the Mother of God in Arbanasi (1684/92)%*, the Church of the
Dormition of the Mother of God in Divrovouni (1603/4), the Church
of the Dormition of the Mother of God in Zervat (1605/6)* and others.
In other cases the icon-painters combine the compositions according
to the Pentecostarion with scenes showing the texts of the Sunday
Matins Gospels: the Church of St Theodore Tyron and St Theodore
Stratelates in Dobarsko (1614)%, the Church of St Nicholas at the Se-
slavtsi Monastery (1616)*, the Monastery of St Nicholas, Novo Hop-
ovo (1654), the Slimnitsa Monastery of the Virgin (1606/7)%.

An important peculiarity of part of the examples to the inscriptions
belonging to the scenes is the stated designation “Sunday of...”
which clearly shows their link to the liturgy and the concept of this
part of the fresco program®.

It is an interesting question whether the liturgy did influence the
placement of the compositions into the church space. In most pre-
served examples the cycle according to the Pentecostarion is painted
in the naos where the reading of the respective texts during the litur-
gy is done. Of course, there are also other instances where it is paint-
ed in the narthex, among them the Rozhen Monastery of the Nativ-
ity of Theotokos. This solution on part of the icon-painters might be
due to the lack of sufficient space to depict the iconographic program

22 Gerov 1991: 21-29.

23 Zaharieva 2015: 31-36.

24 Gerov, Bakalova, Kuneva 2012: 91-125.
25 Gergova 2006: 113-126.

26 Genova, Gergova, Popova 2006: 83-100.
27 Kolusheva 2018: 59-74.

28 Kuneva 2012: 33-43.

29 Gergova 2012: 47-57.

30 Popovska-Korobar 2015: 209-248.

31 Thus are marked the compositions from the Church of the Holy Trinity near Pljevlja, the
Church of the Holy Mother of God in Gradiste, the Ilientsi Monastery, one of the scenes at the
Church of St Nicholas in the Seslavski Monastery and others. See Petkovi¢ 1965: 97; Gergova 2012:
47-57.
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as conceived in its entirety. The analysis of individual monuments
shows various choices of iconographic solutions, different selections
of compositions connected to the conceptual design of icon-painters
and clients who commissioned the paintings.

The abovementioned list of the monuments from the Post-Byzantine
period where we can see the cycle according to the Pentecostarion
makes no pretence to be exhaustive. Nevertheless, it shows that dur-
ing the said period this cycle was more popular among the circles of
the high clergy.

This article paid attention to a small part of the wall paintings from
the naos of the Church of St Demetrius at the Podgumer Monastery.
Depsite the poor condition of the paintings which have been dated
by the researchers to the second half of the 15™ century the preserved
fragments show different approaches to depicting the figures and to
building the compositions. We could assume that the differences are
due to the team work of the icon-painters who did the commission
or to the repainting of the naos at a later stage. The question of when
the initial painting of the naos was done remains open. Further and
more in-dept analysis needs to be done in order to research all of the
iconographic and stylistic characteristics of the murals in the Pod-
gumer Monastery church.

Photos Ivan Vanev
Translation Atanas Igov
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Coenm nio lBeTHMs Tp1o B ITbpKBaTa Ha
IToarymepckmst MaHaCTUP

Maiis 3axapuesa
LD

CrartusTa ImpeacTasst IpyIia OT CIIeHM OT Haoca Ha MaHacTuMpckaTa Iybpksa ,,CB. Au-
mutbp” B . Iloarymep. Te He MoraT ga 6bAaT aHaAM3UPaHU ITAA0CTHO TIOpaAu KbC-
Hute HaMecn oT XIX B., HO BBIIpeKN ToBa OM Moraa ga ObAe peKOHCTpyMpaHa JacT

OT IbpBOHAYaAHaTa MKOHOTpadcKa IIporpama.

B Haoca ca usmmcaHn HAKOAKO OCHOBHM TeMMU. BbpXy cBoga Amyar caeam OT Me-
AaJbOHM U PETVCTBp C 0O0pasuTe Ha mpopoun. Ha 10)kHaTa 1 ceBepHaTa CTeHa ca
UAIOCTPUpPaHN CLieHM, TpeAcTaBsmu Beankure npasauum n Ctpactute XpuUCTOBIL.
XpMCTOAOTMYHMAT IMKDA 3aBLPINBa B Hall-BIUCOKIIS PEIVICTDP Ha ceBepHaTa CTeHa C
xkoMmnosunymte JKernre MupoHocunn Ha rpoba I'ocrroaen, Cansane B Aza 1 Bnane-
ceHne Xpucropo. Pa3noa0:xeHusT 1104 HEro BTOPU PerucThbp Ha ceBepHaTa CTeHa e
IIOYTH U3IISIA0 pas3pylileH, HO BBIIPeKU AOIIOTO ChCTOsIHIE, B KOETO ce HaMMpa AHec,
Morar ga ce nadeHTnguumpar caeiHute komnosunun: Hesepuero na Toma, Vaie-
ZeHne Ha cAemys 1o poxkaeHne, Cpelrjata Ha XpucToc 1 caMapsiHKara, [Iporoseara
Ha Xpucroc B cuHarorata (IIpemoaosenne), Vsieaenue Ha pascaabennst oT Bures-
Aa. Te mpeacTaBAT HeAeAHUTE €BaHTEACKN YeTVBa IO BpeMe Ha AUTYPIus B Ileproja
Mmexay ITacxa u Ilergecetnnia (texcrosere no Lisetnms tpuog). Pasnoaosxenara
MeXXAy TsX KOMIIOo3uIms XpUCTOC IIPOIIoBsABa B XpaMa oTOeAs3Ba npasHuKa [Ipe-

I10A0BeHNe, KOMTO pa3jeasl caellacXaAHNs IIep1o/ Ha ABe paBHM 4acTI.

HacrosmaTa cratus oOpbllla BHMMaHMe Ha e/Ha MaJdkKa 4acT OT CTeHOIMCUTe OT
Haoca Ha 17bpkBarta ,Cs. Aumutsp” B [Togrymepckns manactup. Boipekn aomoro
CLCTOsIHME Ha JKMBOIIMCTA, AaTHpaHa OT M3cAeAoBaTeAlTe KbM BTOpaTa I10A0BUHA
Ha XVI B., cbxpaHeHnTe pparMeHTN IOKa3BaT 4acT OT UAEMHIS 3aMIChA Ha 30Tpa-

$u 1 nopvunTean.



On an Iconographic Version
of the Vision of St Peter of Alexandria
from the 15" - 16™ Century

Tsveta Kuneva’

Abstract. The article examines the iconographic version of the Vision of St Peter
of Alexandria, which by painting liturgical text onto the saint’s scroll fits into the
concept of the Adoration of the Sacrifice while also preserving its main symbolic
meaning associated with the Tri-unity. This iconographic version of the Vision also
includes the image of infant Jesus with a mandorla and a torn robe stepped on the
Holy Table, and the depiction of the heretic Arius in the yawn of the infernal mon-
ster. The examined examples show that this is an innovative interpretation of the
icon-painters of the Kastoria artistic circle of 15" - 16" centuries.

Key words: Post-Byzantine period, Kastoria, Ohrid, liturgical texts, the heretic Arius.

In Orthodox art the image of the hieromartyr Peter of Alexandria is
found in two versions. One iconographic scheme of depiction of the
saint is as a standalone figure with an open scroll, a participant in
the Episcopal service, and the other one is in the symbolic scene of
his Vision. From the 14" century on it became widespread in Balkan
painting as it was most often depicted on the northern wall in the
altar space”. The representation of the figure of St Peter of Alexan-

1 Tsveta Kuneva, PhD, is an art historian, Chief Assistant at the Institute of Art Studies with the
Bulgarian Academy of Sciences. Her scientific interests are in the field of Balkan Orthodox painting,
in particular: iconography, icon-painting studios and artistic centers from the Post-Byzantine period.

The research is part of the project “Updating and Preparing for Print of a Corpus of 16"-century
Wall Paintings in Bulgaria” within the National Scientific Program “Cultural Historical Heritage,
National Memory and Social Development”.

2 For the development of the scene see Millet 1930; Grabar 1968: 479, 488; Akrabova-Zhandova 1946:
24-36; Grozdanov 1990: 102-107; Koukiaris 2011.
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dria outside the apsis is explained by an episode from the life of
the saint when during the liturgy he did not stand at the high place
assigned to him alongside the other bishops due to his modesty and
reverence for the “divine light”>.

One of the earliest examples of the Vision of St Peter of Alexan-
dria, the one from the liturgical scroll from the Patriarchal Library
in Jerusalem from the late 11" century, attests that the composition
appeared as an illustration of the liturgical text*.

The life of the saint® — one of the principal opponents of the Ari-
anism which was denounced as a heresy at the First Ecumenical
Council of Nicaea in 325 — describes his vision in jail before he was
slain. Twelve-year-old Jesus in torn robe appeared to him in a man-
dorla. To St Peter’s question “Who tore your garment, Saviour?”
Jesus answered: “Arius, the madman”. With minor variations this
dialogue represents the text that has traditionally been written in
the composition. The torn garments of Jesus are interpreted as an
allusion to the disputes over the Tri-unity caused by the heresy of
Arius that also tore apart the Church unity. Thus, the depiction of
St Peter of Alexandria in his Vision combines several aspects: of a
defender of Christian faith, of a martyr but also as a clergyman and
participant in the Adoration of the Sacrifice.

A number of authors have contributed to the analysis of the spe-
cific examples of the Vision of St Peter of Alexandria®. In general,
one main problem has been highlighted in the publications connect-
ed with the topic, and namely: the composition’s significance and
place in the wall painting programs of the churches. In this respect
the generalizing studies join together around the thesis that the
iconographic plot is related to the Eucharist but according to the
individual authors’ the scene has to do with different images in the
wall painting program: the Adoration of the Sacrifice, the Divine
Liturgy, the First Ecumenical Council or the Last Judgment.

3 Lidov 2000: 188.
4 Grabar 1968: 488.

5 For the versions of the life of St Peter of Alexandria whose feast day is November 25, see Millet
1930: 99-115.

6 See Grabar 1968; Akrabova-Zhandova 1946; Grozdanov 1990; Cuvetkovski 2012 and the literature
quoted therein.

7 Millet 1930; Grabar 1968; Walter 1982: 213-214; Koukiaris 2011; Bogdanovic¢ 2013.



Fig. 1. Vision of St Peter
of Alexandria, Church
of St Athanasius of
Mouzaki in Kastoria
(1383/84)

Fig. 2. Vision of St
Peter of Alexandria,
Church of St Nicholas
of the nun Eupraxia
in Kastoria (1486)
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This study focuses on the iconographic version of the Vision of St
Peter of Alexandria which is pointedly inscribed into the composi-
tion of the Adoration of the Sacrifice while at the same time it also
preserves its main symbolic meaning associated with the Tri-unity.
In this variety the Vision of St Peter of Alexandria is a supplement
to the composition representing the Episcopal service precisely by
painting a liturgical text on the saint’s scroll.

The version of the Vision which is a matter of interest for us includes
the depiction of the heretic Arius in the yawn of the infernal mon-
ster, an element of the scene rooted as early as in the Constantinople
iconography®. It has also been studied in relation to the spread of
demonology as well as a manifestation of a “provincial painting”
or of Western influences’. This episode is absent from the life of St
Peter of Alexandria but it is a direct reference to the Last Judgment,
thus emphasizing on the plot’s didactic aspect.

Although the depictions of the Vision of St Peter of Alexandria ap-
peared in the Orthodox painting as early as in the late 11" century
in the miniatures the iconographic scheme which is the object of the
study was not developed until the second half of the 15" century
and this happened mostly in the monuments related to Kastoria as
an artistic center'’. We can also find similar examples in some works
of the “Ohrid artistic School” from the 15" century'.

A harbinger of the iconography of the Vision of St Peter of Alexan-
dria which is typical of the Kastoria circle of monuments from the
15%-16™ centuries is the image from the Church of St Athanasius of
Mouzaki in Kastoria (1383/84) but it still lacks the mandorla around
the figure of Jesus and the text of the dialogue between Jesus and
the saint which is traditional for the scene is written on the scroll®.
About a century later this dialogue is placed into the margin of the
scene and the text on the scroll is replaced by a liturgical one.

The earliest example of depicting St Peter of Alexandria with a

8 Grabar 1968: 469-496.
9 Akrabova-Zhandova 1946: 30-31.

10 For general information about the “Kastoria artistic circle” see Suboti¢ 1998; Valeva 2008 with
the literature quoted.

11 For general information about the Ohrid artistic School see Subotic 1980.
12 Pazards 2013: 75-78.



Fig. 3. Vision of St Peter of Alexandria,
Church of St Demetrius in Boboshevo
(1488), (photo Ivan Vanev)

Fig. 4. Vision of St Peter of Alexandria,
Kremikovtsi Monastery of St George
(1493), (photo Ivan Vanev)

scroll with liturgical text in his Vision, which also includes a depic-
tion of the heretic Arius in the yawn of the infernal monster that we
know is the one at the Church of St Nicholas of the nun Eupraxia in
Kastoria (1486)" — one of the most representative monuments of the
Kastoria artistic circle of 15" — 16" centuries.

The previously unpublished inscription on the saint’s scroll into
the composition at the Church of St Nicholas of the Nun Euprax-
ia is a matter of special interest not only because it is the earli-

13 Pelekanides 1953: ill. 181.
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Fig. 5. Vision of St Peter of Alexandria, Fig. 6. Vision of St Peter of Alexandria,

Church of St Saviour at the Monastery

of Chebren (1532/33), (photo Ivan Vanev) (photo Ivan Vanev)

Q
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est one that has been preserved but also because it is extremely
rare: O TON APPHTON K AGEATON MYZXTIPI OX ITAP Q OI
OYXZAYPOITE ZOPI K TE INQXEQX. ATIO (O twv doontwv katl
TV d0edtwv pvomnelwv Oedg, map’ @ ol Onoavol g coping
Kal TS Yvwoews ol amokguot. In translation: “O God of ineffa-
ble and unseen mysteries, in You are hidden the treasures of great
wisdom and knowledge!”). The text renders the beginning of the
prayer from the Liturgy of the Preconsecrated Offerings which is
read before communion™.

There is no clearly established text for the scene. No such is recom-
mended in the Hermeneia by Dionysius of Fourna as well: what it
proposes to be written is the traditional dialogue between Jesus and
St Peter of Alexandria'. Thus, the choice of liturgical texts should,

14 I thank Tsvetan Vasilev, PhD, for the deciphering and identification of the inscription.
15 Dionysiou tou ek Phournd 1909: 154-155, 268, 279.

Toplicki Monastery of St Nicholas, naos (1536/37),



Fig. 7. Vision of St Peter of Alexandria, Toplicki Monastery Fig. 8. Vision of St Peter of Alexandria,

of St Nicholas, northern chapel, (photo Ivan Vanev) Chapel of St Apostles in the Church of
St Nicholas Bolnichki in Ohrid,
fragment (1460s)

perhaps, be attributed to the icon-painters or the ktetors.

Two years after the painting at the Church of St Nicholas of the
Nun Eupraxia was made, in 1488, the Church of St Demetrius in
Boboshevo was painted, which has long been associated with the
15"-century Ohrid artistic School'®. The icon-painters preferred not
to depict a mandorla around the figure of infant Jesus but the scroll
of St Peter of Alexandria again contains a liturgical text: pocTorno 1
npageano ¢'. This is the beginning of the prayer of the Anaphora (the
Eucharistic canon under the Liturgy of St John Chrysostom), which
prayer affirms precisely the consubstantiality and indivisibility of
the Holy Trinity.

The scroll of St Peter of Alexandria in the composition of his vision

16 Suboti¢ 1980: 134-141.
17 Staneva, Rousseva 2009: 44.
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Fig. 9 (1-2). Vision of St Peter of Alexandria, fragments of the destroyed church of St Spyridon
in Kastoria (late 15" century), (Canellopoulos Museum, after Skampabias, Chatzeddke 2007)

at the Kremikovtsi Monastery (1493) contains a more extended in-
scription: pocToHNo H Np(AJREANO TeBe METH TeBe BAA(NOCAOJBHTH TeBEe XBAAHTH
Tese BACAIPOAAPHTH Tese [kaantTH c¢]'’. In an unpublished manuscript
by Hristo Andreev the author puts forward the thesis, without ana-
lyzing the other known examples, that in the Vision of St Peter of
Alexandria from Boboshevo and from Kremikovtsi the icon-paint-
ers selected the text of the scroll as the finishing part of the dialogue
between St Peter of Alexandria and Jesus against the heresy, i.e.
what is written is a question, an answer and an affirmation of the
Orthodox dogma®. In our opinion, in a broader sense this thesis is
also applicable to all liturgical texts used in the Vision because in
practice they all affirm the Tri-unity. But the inscriptions on that

18 Valeva 2005: 42-43.

19 Andreev 2007: 12-13. In the monograph on St Demetrius in Boboshevo there is only a mention,
without quoting the study: “H. Andreev draws an interesting conclusion: namely, that the text
on the scroll is actually the end of the dialogue and that it is St Peter’s answer to Christ, in which
he affirms and glorifies the Holy Trinity”, Staneva, Rousseva 2009: 44.



wall are indeed more directly connected to the Eucharist as far as
the compositional, spatial and purely visual connection with the
Adoration of the Sacrifice in the apsides of the churches is of no less
importance.

The similarities of the scenes with the Vision of St Peter of Alex-
andria at the Kremikovtsi church and at the Poganovo Monastery
(1499) deserves a special emphasis although at Poganovo the mas-
ter chose a specific approach and the saint is represented with a
rolled up scroll in his left hand®.

The composition from the Church of St Saviour at the Monastery
of Chebren (1532/33) on the River of Cherna in the region of Mar-
iovo, whose painting is the latest exactly dated monument of the
Kastoria artistic circle of 15" — 16™ centuries, is very close to them
in terms of style and iconography®'. The inscription from the scroll
is partially preserved: [...]gew[...]u u[...]w [...]a Te oynoratoyse. Its con-
tent can be hypothetically restored on the basis of other similar
examples® but it certainly does not show the dialogue of the saint
with Jesus, which is traditional for the Vision of St Peter of Alex-
andria. The text of the Prayer behind the Ambo under the Liturgy
of St John Chrysostom and St Basil used to bless the believers for
dismissal, which text is often found in the decoration of the altar
spaces of the churches but as a part of the Adoration of the Sacri-
fice, was most likely written here®.

The wall paintings at the Toplicki Monastery of St Nicholas in the
region of Demirhissar which belong to the studio of the icon-paint-
er Joan Teodorov of Gramosta who studied in Kastoria are almost
contemporaneous with the ones in the Chebren’s church*. Two
scenes of the Vision of St Peter of Alexandria are preserved at the
Toplicki Monastery: both repeat the iconography under exam-
ination. In the naos dating back from 1536/37 the saint holds a
scroll with a long text of the prayer pronounced upon the conse-

20 Zivkovi¢ 1986: 30.
21 Kuneva 2017.

22 For example the text of the roll of St Peter of Alexandria at the Decani Monastery: sA[arocac]
gen BA[a]r[ocAlorelpete e TH W wegeLal Na e oyni[o]Ratouyiere , see Zidno slikarstvo manastira Decana 1995: 21.

23 Babi¢, Walter 1976: 272, 274, 276, 277.
24 Spahiu 2010.
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Fig. 10. Vision of St Peter of Alexandria, Church of St Nicholas of the archontess Theologina
in Kastoria, fragment (late 15" century), (photo Ivan Vanev)

cration of the Holy Gifts during the Proskomedia®: EITTIPANON
A(E)ZITOTA TO ITPOZQITON OY EII TOYX ITPOX TO ATTON
OQOTIZMA EYTPEIIIEOMEN(OYE) K(AI) EITIIIIOGOYNT(AY)
TON THX AMAPTI(AY) MOAHXIMON AIIOTINAEAXAI
(Emtigpavov déomota 10 mMEOCWTOV 00V ETtL TOVUG TEOG TO AYLOV
POTIOHa eVTEETILOUEVOUG Kal émimobovvTag TOoV TG ApAQTIAG
pHoAvopov amotwvaéaoBat). The same text was written one year
later on the scroll of the saint in the naos of the northern chapel of
the Toplicki Monastery?.

Finally, the spread of the iconographic scheme under examination

25 Spahiu 2011: 51; Brightman 1896: 347; Babi¢, Walter 1976: 272, No. 29.
26 Spahiu 2012: 221.



can be illustrated but only hypothetically by three monuments
preserved in fragments which are also associated with the Kasto-
ria artistic circle.

The first of them, part of the painting from the chapel of St Apostles
in the Church of St Nicholas Bolnichki in Ohrid from the 1460s%, has
been repeatedly examined as belonging to the Kastoria artistic circle
due to some iconographic similarities but according to G. Subotic¢
whose opinion we share it belongs to the works of the Ohrid School.
The inscription from the scroll is not preserved.

The second example comes from the fragmentary preserved paint-
ing of the destroyed church of St Spyridon in Kastoria from the
late 15" century, which due to its poor state of preservation can
only be stated here by its stylistic characteristics. Both fragments
— with the depiction of St Peter of Alexandria and with the figure
of Jesus — are kept at the Canellopoulos Museum in Athens (inven-
tory No. 164 and No. 165)*.

The third one is the previously unidentified fragment of the Vision
of St Peter of Alexandria situated underneath the Harrowing of Hell
on the northern wall in the church of St Nicholas of the archontess
Theologina in Kastoria from the late 15" century®. The only obser-
vation that can be made is that the traditional dialogue between
St Peter and Jesus (THZ X[...]TONA ZQTEP AIAAE (Tig cov tov
XEltwva, wteQ, dtetAe) is written in the margin of the composition.

With no pretense of being exhaustive, we do not know of any pre-
served examples of the iconographic version of the Vision of St Pe-
ter of Alexandria under examination here from Balkan monuments
earlier than the 1480s and later than 1530s which suggests to us
that this version of the Vision is an innovative interpretation by the
icon-painters from the Kastoria artistic circle of 15" — 16" centuries,
which went out of use in the wall painting programs after the de-
cline of those studios.

Translated by Atanas Igov

27 Suboti¢ 1980: 108.
28 Skampabias, Chatzeddke 2007: 110-111.
29 For the monument in general see Sisiou 1995: 57-70.
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3a eauH MKOHOIrpadp CKM BapMaHT
Ha Buaenuero Ha ¢B. IleTbp Aaexcanapmiicku
ot XV-XVI Bek

Llsema Kynesa
NN

B nienThpa Ha HaCTOAIIOTO U3CAeABaHe e eAuH MKOHorpadcky BapuaHT Ha Buaenme-
TO Ha cB. [leTbp AseKkcaHAPUIICKM, KOMITO IIOAYePTaHO Ce BIMCBA B KOHLIEIIINsTa Ha
komnosuumaTa IlokaoHeHMe Ha >XepTBaTa, KaTO ChIEBPEMEHHO 3alla3Ba 1 OCHOB-
HIUS CU CUMBOAMYEH CMMChA, CBbp3aH ¢ Tpueauncrsoro. B Tasu cu pasHosuaHocT
Buaennero ce sBsABa gorrpaHeHne kbM CaysxbaTta Ha apXuepenTe IMeHHO 4pe3 13-
ICBAHETO Ha CBUTDHKA Ha CBeTella Ha AUTYPIrUYeH TeKCT, BMEeCTO Ha TPaAULIVIOHHIS
3a creHara amaaor MexAy cs. [letnp u Xpucroc. Maakuat Xpucroc ce npeAcTass
crermma Ha CpeTaTa Tpamesa C pasKbCaH XUTOH M B CHMsHME, cuMBoAmaupaiio bo-
JKecTBeHaTa CBeTAMHa. VIHTepecyBamuaT HU BapMaHT BKAIOUBA U M300pa’keHneTo

Ha epeTlnKa ApI/II71 B I1aCTTa Ha aACKOTO 9yAOBUIIIE.

Wscaeasannte npumepn 3a Buaennero Ha cB. [TeTbp AaekcaHApPUIICKU B Ta3! MKO-
HorpadcKa cxeMa TIOKa3Bart, 4e Ts ITpeAcTaBAsdBa eAHa HOBATOPCKa MHTePIIpeTalyi
Ha 30TpauTe OT KOCTYPCKI XyAOXKecTBeH Kpbr oT XV-XVI 5.
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Temara ,Xpucroc /1o3a” B
AeKopaTHBHaTa mporpama
Ha eAVH KBOT 3a MOIIN

Aapuna Botikuna

AlcTpakT: TekcTsT pasraexxia ocoOEHOCTUTe Ha yKpacaTa Ha KMBOTa 3a MOIIU OT
Aesrdeckusa MaHactup ,,ITokpos boropoanuen” B CaMOKOB, KOATO gocera € KOMeH-
THpaHa 9aCTUYHO ¥ HETOYHO B Hay4HaTa AuTepaTypa. TyK ce mpaBy MKOHOTpadCKI
aHaAm3 Ha KoMmmnosunuara Xpucroc /lo3a, moMecTeHa BbpXy Karaka, KakTo 1 IIpe-
rae/ Ha BB3MOYKHITE MKOHOTpadCKU MOAeAN, KOUTO 3AaTapsT e caeapal. Hakpasi,
OIlMpaliKM ce Ha AUTYpIUYHaTa Bpb3ka MeXAy XpUCTOBM: 00pa3 1 MOIITUTE Ha CBe-
TIINTe, e IIpeAA0>KeHa XUIIoTe3a 3a ceMaHTMKaTa Ha KOMIIO3UIVITa B AeKOpaTUBHa-

Ta IIporpamMa Ha TO3 ITaME€THIK.

Kaiouosu aymm: kusot, Moy, CaMOKOB, MKOHOTpadus, AUTYPIriudHa PyHKITVL

B caeaBamure peaose 1ie craHe gymMa 3a KMBOTa 32 MOIIIM, KOWTO ce
HaMmmpa B Aesrdeckust maHactup ,ITokpos boropoanaen”? 5 Camo-
KOB I € Cpea 400pe IO3HaTuTe B HayuyHaTa AUuTepaTypa Ipou3Be AeHIs
Ha 341aTapCKOTO M3KYCTBO OT epuoja Ha bbarapckoro Be3paxaane,
IyOAMKyBaH HEKOAKOKPATHO IIpe3 ITOCAeAHUTE JABe AeCeTUAETIS .
IToBOoABT OlIe BegHBXK 4a ce OObpHe BHMMaHMe Ha TO3U IIaMeTHUK

1 Darina Boykina is a PhD candidate in Institute of Art Studies, BAS, working in the field of sacred
goldsmith and church plates, with interest in cult of relics and the reliquaries during the Ottoman and
Revival period.

2 Iska3BaM Gaarogapuoct Ha MoHaxuH: [leaarns or camokosckust Metox ,[Tokpos boropoau-
JeH" 3a ITpeAOCTaBeHaTa Bb3MOKHOCT Ja pabOoTs ¢ TO3U MHTepeceH ITaMeTHUK.

3 Dzhurova 2000: 133-137; Dzhurova 2001: 63-78; Dzhurova 2002: 25-31; Dzhurova 2008: 14-17.
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®ur. 1. Kusot 3a momy, 1860 r., gesuaecku manactup ,[lokpos boropoanaen” CaMOKOB,
Kanak (cuuMmka A. boriknHa)

®@ur. 2. Kusot 3a momn, 1860 r., gesuueckn manactup ,,ITokpos boropoanuen” 8 Camokos,
rpe4Ha crpasa (cHumKa /. boriknHa)



€ IoMecTeHaTa BbPXY Kallaka Komrodunus Xpucroc Josa — permie-
HIe, KOETO KbM MOMeHTa e Oe3 aHaJAo0rI cpe/ IO3HATUTe MU MOIIle-
XpaHUTeAHUIN 110 ObarapcknuTte 3eMu 40 OcBOOOXKAEHMETO — OCTa-
HaJla HeKOMeHTHpaHa B JOocerallHuTe nmyoamkanum. B Hacrosmoro
KpaTKO 13/A0KeHNe IIe ce OObpHe BHMMaHIe Ha CbAbP>KaHMETO Ha
AeKopaTMBHaTa IIporpaMa I Io-crerjuaaHo Ha XpucToBoTo n3odpa-
KeHIe, KaTo ce HaIlpaBy OIINT Ja ce M35ICHM HeroBaTa MKOHOTpadus,
a Hakpas Ije ObAe IpejcTaBeHa XUIIOTe3a 32 HETOBOTO CMBOAMYHO
3HayeHMe B yKpacaTa Ha MoOIlleXpaHUTeAHUIIaTa.

IIpean aa ce mpUCTBIIM KBM aHaAU3, TPsAOBa Aa ce MPUIIOMHU Ha-
KpaTKO KakK musraexga cammar kusoT. PopMara Ha mpeamera ce
OTHacs KbM IpyllaTa Ha T.Hap. ,KyTUM KOBUYeXXeTa”, KOUTO ca cpe/
Hali-pasnpoctpanennTe mpe3 XVIII u XIX B.* B neHThpa Ha Karmaka
e npeAcTtaBeH Xpucroc, 61arocaassIily ¢ ABeTe CU pblie, C pa3TBOPeH
KOAEKC BbpPXy I'bpAUTE U eApU I'PO340Be OT gBeTe My crpanu (Pur.
1). KbM BBTpelIHaTa yacT Ha Kallaka € MOHTMpaHa MaJka cpeObpHa
I11acTMHA, BBPXY KOATO B TeXHMKaTa HIMeAO ca n3o0pasenu cs. ITan-
TeAeiiMoH 1 cs. CaBa Apxuenuckon Cpnocku (Pwr. 2). Cetrinre ca
IpeACTaBeH! B TUIIMYHATA 3a 00pas3uTe NKOHOTpadusl, a CUTHATYPU-
Te VIM ca I'paBUpPaHU B I104eTa OA TAX. BAABO: ¢Th nanTeAenM, a B AsIC-
HO: CTh CAR. APXTl. ¢¢g6. BbpXy BbTpemnms kanax (Pur. 3), KbM KOWUTO
Ca IpUKpEeIeHy MOUINUTE, IMa HaAIC ChC CA@AHOTO ChAbp>KaHue:
NACTOALUMT & CB : MOLUMT © NA & MJARN : MPOUF\ME © UCATA & CA CBOM NKANRENME
: 1860 maia : 10 g» knAunns. B 11leHTHpa Ha naacTuHaTa e IpeABUAEHO
MJICTO 3a MaAbK KPBCT, IOKPUT OT CEMIThA ODOKOB, KaTo OT ABETe My
CTpaHM ca IIpOOUTH OTBOPU 3a MOIIUTE, a A0 TIX MMa KAeliMa CbC
CUTHATypa ¢ : B : NaNTaAeniMons. BaskeH aertaiia e MaakuAT cpeObpeH
OOKOB, IIpMKpeIlieH KbM e4Ha OT KOCTUTe, BbpPXYy KOMTO e IpaBupa-
HO 1MeTO Ha cbinus ceeter] (Dur. 4). KuBoTsT ce cbcTOU OT UacTy,
KOUTO Ca IIpaBeHN B Pa3ANdIHM 34aTapcku aTeaneTa’. CTUABT Ha Op-
HaMeHTaAHaTa yKpaca BbpXy IAacTMHaTa C MOIIUTE, KOATO CIIOpej
nHpopManuATa OT Hajluca e u3padoTeHa BbB BuauH, e HaII'bAHO
MAeHTUYHA C yKpacaTa BbpXy Kallaka Ha Kupota. OT chIus 31atap
e HallpaBeHa I IleHTpa/AHaTa I11acTiHa Ha Karaka ¢ XpucToBus 00-
pas®, 3a KoeTo IoAcKa3Ba CXOAHOTO TpeTupaHe Ha popmuTte 1 GUHN-

4 Genova 2004: 122.

5 Jocera oTaeannTe yactu ca aTpudyupann norpenso. Buox Dzhurova 2000: 133; Dzhurova 2002:
26; Dzhurova 2008: 14.

6 Crnopea A. JxypoBa Tasy yacT e uspaboTeHa OT 34aTapsl, M3pabOTHA OCHOBaTa Ha KMBOTa.
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®@ur. 3. Kusot 3a Moy, 1860 r., gesnyeckn MaHactup ,Ilokpos boropoanuen” 8 Camokos,
BbTpelnHa yact (cuumka /. boiikina)

®ur. 4. Mormu Ha cB. [Tanreaeitmon (caumka A. bovikiHa)



AT po0oIi, Marpaxaan mackunnsa Gpos. Tesn yacTn ca MOHTHpaHN
BBPXy OCHOBaTa Ha KIMBOTa, YIATO OpHaMeHTalHa yKpaca ce OTAnda-
Ba CTMAOBO OT KaIlaKa M BBTPeIIHaTa I11aCTiHa, HO KbM MOMEHTa €
TPYAHO 4a ce TIOCO4M OTKbAe Ipousxoxga. PopmaTa Ha IIpeamMeTa
U MOHTMPaAHMAT KPBCT B II€HThpa Ha BhTPENIHaTa IL1acTiHa JAaBaT
BB3MOSKHOCT Ja Ce IIPeAII0A0KY, 4ye KMBOTHT € M3II0A3BaH KaTo TaK-
CMAVIOTCKa KyTHs’.

YKpacara BbB BBTpeIIIHAaTa YacT Ha KMBOTA ce OTpaHI4aBa C IIpeAcTa-
BSIHETO Ha ABaMa cBeTl. AKO 00pa3bT Ha cB. [lanTeseiiMon HamMmupa
CbBCEM AOTVMYHO MCTO IIOpaAM ChXpaHsIBaHUTE HETOBM MOIIN, ITO-
TBBbPAEHO KaKTO OT KJeliMaTa OKOAO OTBOPUTe 3a MOIIHU, TaKa I OT
CcpeOBpHIS 0OKOB, MOHTMPAH KbM €4Ha OT KOCTUTe, BbPXY KOITO e
rpaBUpaHO METO MY, TO , IIpo0AeM” IIOCTaBsI ApyraTa KOCT, KOSTO €
ocTaBeHa Oe3 OOKOB I 3a KOATO AOcCera ce TBbpAellle, e IpMHAAAeKN
Ha cB. Casa CppOckn® — Xxunoresa, usrpageHa BbpXy IpeAroa0xKe-
HIETO, 4e M3KOBAaHMAT HaAuC ,,cB. IlaHTeaelIMOH" HeImocpeACTBeHO
A0 OTBOpa 01110 pe3yATar OT Irpellka Ha 3aataps’. Hackopo Gsixa cb-
Opann u anaausupanu ot V1. I'eprosa oOpasute Ha cB. Capa CpbOcKkn
B bparapus, aatuparu ot XIX . ABTopkaTa 0600111aBa, 4e Mo4InTa-
HIETO Ha ITbPBIUSI CPBOCKY apXUEINCKOII IIPe3 TO3M IIePIIOJ, Ce IIOA-
ABp>Ka I1aBHO OT XMAEHAAPCKU MaHACTHUP M Ce PasIpOCTpaHs;Ba
Hall-Bede C ITIOMOIIITa Ha ITbTYBAIINTe XNAEHAAPCKI MOHACH, a U30-
OpakeHMsITa Ha CBeTella MapKIUpaT BPb3KITe Ha CBeTOropcKaTa 00m-
Te/ C pa3ANIHI AYXOBHM CpeAMINia U rpajoBe 0 ObArapcKuTe 3eMI
Ipe3 ocMaHCKus nepuoa. Vimaiiku mpeasug, dye AeBUIeCcKIIT Ma-
Hactup B CaMOKOB e X11eHAapCKU MeToX'?, a 3a MOIIUTE ce IIpMeMa,
Je ca 4OHeCeH! OT XuaeHaapcknst MoHax Cepadum, KOITO I'1 ClioMe-
Ha/ B CBOETO 3aBelljaHie", M3raex/Ja MHOTO ITO-BepOATHO OOpasbT
Ha cB. CaBa CpBOCKl Ja e ITpeacTaBeH 3aeAHO cbC cB. [IaHTeaeliMoOH ¢
I1e4 Aa IMoKaXke IIPMHAAA€XKHOCTTa Ha ITpeAMeTa KbM XIAeHAAPCKI
MaHacTHp, a CbXpaHsABaHNUTe BBTPe MOIIU Ja IIpMHAAAeXaT eAVH-

Bux Dzhurova 2000: 133; Dzhurova 2002: 26.

7 Bux Genova 2000: 34; Genova 2004: 122.

8 Dzhurova 2000: 137; Dzhurova 2001: 75; Dzhurova 2002: 30-31; Dzhurova 2008: 17.
9 Dzhurova 2000: 136-137; Dzhurova 2002: 31.

10 Gergova (in print).

11 Gergova (in print).

12 Dzhurova 2001: 65; Dzhurova 2002: 18; Dzhurova 2003: 64.

13 Dzhurova 2001: 71; Dzhurova 2002: 17.

395



Nw <
[e% N
Q [a ¥
s < O
XMSK
B w..C“MO,mW
i ¥ 2B ER
H7a SR >0
SRR APMWJ&
: : Lo~ X5
= 2R BECMO
=< R
g 5. 13 EEEL
3 g 2
e m%wom
28 D..7H.K0
N I 2 ¢
Y O T 2 £ g
— 248 Ss 808
T g 8 E20
LR 2220
.reB pn
WMWJO _@MVMC(\
e E




CTBEHO Ha ITI0CAeAHN .

Komnosummsara Xpucroc /103a, romecreHa B CbKpaTeH BapUaHT Bbp-
Xy KallaKa Ha KIBOTa, Ce cpellla CPaBHUTEAHO PsAAKO 110 ObATapCKUTe
3eMn Ipe3 nepuoga. Tosu nkoHorpadcku croxer ce e Gpopmupaa B
aTeaueTara Ha KpuTckute 3orpadu mmpes XV B. criopeg uscaegonate-
AUTe B pe3yATar OT 3allaAH! BAUSHISY; Hall-4eCTo IpeAcTass Xpuc-
TOC AOIIOSICHO B OCHOBaTa Ha pa3KAOHABAIIA Ce A03a, YUNUTO KAOHU
oOpasyBaT MeJaAbOHM C IPO340Be, B KOUTO ca IIOMeCcTeH! oOpasuTe
Ha eBaHTeAMCTUTe, KaTo IO TO3M HauMH KOMITO3UIIMATa UAIOCTpUpa
KOHKpeTeH esanreacku Tekct (Moan 15:1-7)' u uma noauepran esxa-
pUCTIeH XapakTep. BapuaHTBT ¢ mpeAcTaBsaHeTO Ha XPUCTOC B 11514
PBCT ce mosBsBa B HAKou puMepu ot XVI B. 1 ce pasnpocTpaHsBa
B IIMPOK reorpadpcKu apeaa mpes caeasainoro croaerne’®. [pes me-
puoga XV-XVII B. T4 ce 11osABsABa B pa3ANYHU 110 BI/ IPOU3BEACHN
Ha IIPaBOCAaBHOTO M3KYCTBO KaTO CTEHONMCH', UKOHN'®, ANTYpIUIHN
ogexan”. VI31oa3BaHeTo Ha KOMITO3UIIVATA € ChBCeM OY4aKBaHO Bbp-
Xy I'bpPKOBHITE yTBapM, y4acTBallll B M3BbPIIBAHETO Ha TallHCTBOTO
Esxapucrusa. Hai-panausr nossar npumMep e nnotup ot XVI 8., gacr
OT KOoAeKlMsATa Ha MaHactupa ,,Cs. Moau Borocaos” Ha o. ITatmoc,
13IIbAHEH BbB Benenua®. I1pes caeaBaIioTo croaeTue ce MOsABsBA B
pa3AMIHM BapMaHTU U BbPXY HAKOAKO OOKOBa Ha eBaHIreAus — IIpe3
1657 r. 8 manactupa Tpebune B bocna u Xepriierosuna®!, mpes 1676 r.
BBPXY IIpeJHaTa Kopuiia Ha esanreane ot Oapun® (Pur. 5), Kakro u
BBbpXy OOKOB Ha eBaHreAne 3a Iybpksara ,,Cs. Bacianii Beankn” Ha o.
Kopdy?, xoiito ce gatupa Hait-o0110 B XVII B.

KbM Kpast Ha ChIIIOTO CTOAeTHe KOMIIO3UIIMSATA IPEThPILsABa IIpoMe-
HI B MKOHOTrpadcKaTa cxema, B KOSITO XPUCTOC Beue ce IpeacTaBs
KaTto Beanx Apxuepeir*. Karo mpuMep Moxke Aa ce TOCOYM IKOHA OT

14 Mantas 2003: 348-351, c mo-crapa 6ubanorpadus.

15 Mantas 2003: 347.

16 Mantas 2003: 354.

17 Gerov, Penkova, Bozhinov 1993: 60-61, Mantas 2003: 352-353.
18 Bux Chatzidakis 1975: 32, N. 22; Mantas 2003: 353.

19 Papastavrou 2007: 177-180.

20 Ikonomaki-Papadopoulos 1988: 225, 260-261, ill. 39-41.

21 Radojkovi¢ 1962: 68, ca. 51.

22 Fotopoulos, Delivorrias 1997: 380, ill. 650; Ballian 2011: 64; Delivorrias 2016: 142.
23 Mantas 2003: 358-359, fig. 10.

24 Drakopoulou 2006: Ne 66, 190-191; Giakoumis 2018: 136-140.
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LIapCKUs pe4 Ha MKOHOCTaca B ITbpKBaTa ,, ¥ cienne boropoanano” B
rp. AgamaHTac Ha 0. Muzoc, usnucata mpes 1691 r.” Tosu BapuaHT
ce pasIpocCTpaHsiBa IIpe3 CAeABallloTo CToAeTNe 1 AHeC ca U3BeCTHU
TaKlBa MKOHM OT pa3AnM4yHI Kpawuira Ha baakannure. Kpm TsXx mpu-
HaaAaeX1 MKOHa oT 1729 1., AHec B KOAEKILIMsITa Ha BusanTumckms u
XPUCTUAHCKY My3ell B ATiHa*, nkoHa oT BceaeHckaTa maTprapmms
B VcranOya ot 1746 r.¥, uxoHa ot LIbpKoBHIMA My3ell Ha MUTPOIIO-
AndATta B AaekcaHApyroanc ot 1757 1.2, uKoHa oT HapcKus peA Ha He-
M3BeCTHA ITbPKBaA OT palioHa Ha Babopa (AaOaHus), nsnmcaHa mpes
1792 1. ot Teopruoc u Voanuc Letupuc® (®wur. 6), apyra napcka
MKOHa, nanucana camo ot Voanuc Ietnpuc pes 1798 . 3a IrbpKsa-
ta ,,Cs. 'eopru” pB Ouep (Aabanna)™.

Bpoiaiiku ce Ha pasraexxAaHus TyK IIpumep, TpsiOBa Aa ce oTOee-
K1, ye 1pe3 1860 r. Hem3BeCTHMAT BUAVHCKIU 34aTap ce e IIpUAbp-
’Kaa KbM IIO-CTapys BapMaHT Ha KOMITO3MIIMATa, KOETO IOBANTa Bb-
IIpoca 3a HeltHuTe UKoHorpadpcku Mmogean. [lo 6barapckure semu ot
nepuoga XVIII-XIX B. eBxapucruiinara >Xeprsa Ha XpUCTOC PAAKO
ce MAIOCTpUpa C Ta3u KoMIo3unys. BapmanTy Ha xommosunusATa
Xpucroc /losa Morar ga ce 1ocodaT B yKpacaTa Ha HAIKOAKO MKOHO-
cTaca, B KOUTO HaJ peda € llapcKuTe NKOHI, B LIeHTbpa Ha pe300BaHO
2103080 cTe010, e mpescrased Xpucroc XKeptsa. Tosa pertienne ce ot-
KpuBa B MKOHOCTaca Ha ITbpksaTta ,, ¥Ycnenne boropoanano” B ITup-
Aot (Pur. 7), nppksara ,, Y crnenue boropoanano” 8 Konpusmniniia,
ubpksara ,Cs. Hukoaa” spB Beanko ThpHOBO 11 B KaTOAMKOHa Ha
I'roxenckus maHactup?. Kpm kpas Ha XIX B. B yKkpacaTa Ha MKO-
HoOcTaca oT 1ybpkBaTa ,CB. ¢B. amn. [lersp u I[lasea” B c. Maitop V3y-
HOBO, Buanncko, Hag mapckure Apepu e u3o0pas3eH pa3TBOPeH KO-
J€KC C TEKCT OT eBaHreaneTo Ha Voas, IOCAY>KIA 3a AUTepaTypHa
OCHOBa Ha KOMIO3MIINATA, KaTo 110 TO3M Ha4lH e IpeAcTaBeH HeMH
CbKpaTeH BapuaHT. MoraT 4a ce rmocoJaT ABa rpapMuHM N3TOYHMKA,
B KOUTO e IIpeJcTaBeHa KOMIIO3UIIMATA, 1 ABaTa gaTupaiiy ot XVII

25 Mantas 2003: 357-358, fig. 9.
26 http://www.byzantinemuseum.gr/el/search/?bxm=2402

27 http://www.saint.gr/christicons.aspx;  https://www.ec-patr.org/mones/fanarion/ENG/patr-
eikones3-eng.htm

28 http://corect.ipet.gr/index.php?option=com_chronoformsé&chronoform=mnimeio&id_mni-
meio=647&action=show&lang=el#page=page-1

29 Drakopoulou 2006: Ne 66, 190-191; Giakoumis 2018: 136-140.
30 Drakopoulou 2006: Ne 64, 186-187.
31 Gergova 1991: 11-12.



®@ur. 7. VIkoHocrac, 1rbpksa ,, Y cienne boropoanano”, [upaomn, geraita (cuumka V. Banes)

B. ITo-paHHMAT e TMTyAHaATa CTpaHMIIa Ha eBaHreame OT /BOB OT
1633 r.*> Bropusart e orneuataH mpe3 1666 r. 3a Kneso-Ileuepckata
AaBpa, a HETOB €K3eMIIASAP KbM MOMEHTa e IIO3HaT eAVHCTBEHO OT
maHactupa Crysennna®. Joxoako obaue 31aTapsT € MMaA AOCTBII
A0 TAX, € TPYAHO Ja ce IPeAII0A0XKN.

IIpes XVIII B. BapMaHThT Ha KOMIIO3MIMATA, B KOUTO XPUCTOC €
npeAcTaBeH 004e4eH B XMMAaTHUI U XUTOH 1 C Pa3TBOPeH KOAeKC Bhp-
Xy r'bpAUTe, IpOAbAXKaBa 4a ce U3I10A3Ba B pe3dapcKuTe areaneTa
Ha Aton. Omie ot kpast Ha XVII B. u Hauaaoto Ha XVIII B. koM1I0311-
L1sATa BCe I0-4ecTo 3aMecTsa cieHara CraposasetHa Tpouma B ae-
KopaumsaTa Ha nmaHaruute™. Haii-paHHuAT mosHat npumep, KOMTO
MOXe Ja ce TI0COYM, e TlaHarus ¢ Kommnosuiuute Anpso Veceeso
u Xpucroc Josa or Bropara nmoaosuHa Ha XVII B. ¢ HemsBecten

32 Petkova 2017: 31-32, ¢ auteparypa.
33 Sakota 1988: 229, ca. 9.
34 Genova 2004: 72, c no-crapa 6ubanorpadus.
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ponsxod, AHec B My3eli ,benakn” B Atuna®. [lanarun c nspssana
Ha e/HaTa cu cTpaHa KoMnosunusa Xpucroc /lo3a ce cbXxpaHsABaT B
Aevyanckns MaHactup®, B manactupa Crygenuria®’; mosHat e eAuH
ekseMILAsp oT Koaekunsara Ha HIIVIAM, aatupan B XVIII B.% [Ty6-
AUKYBaHU ca U HAKOAKO IIpuMepa OT MaHacTupa Bartomea® u ot
Xuaengap® (Pur. 8). Vimariku mpeasns ToBa U aKo ce Ipueme 3a
BSIPHO, Y€ KUBOTBT € CBbp3aH ¢ XMAeHAAPCKU MaHACTUP, U3TAeX-
Aa Bb3MOXKHO MEeHHO II0A00Ha IMaHarus Aa e 0uaa n3oodpasureleH
MoO/Je/, II0A3BaH OT 31aTapsl BbB BuanH.

IIpes mepnoga Ha Bu3paxkgaHeTo TO3M BI/, CBEIleHN IIPeAMETH ca
Cb3AaBaHM He caMo 3a ChbXpaHeHle Ha MOII[UTe Ha CBeTIUTe, HO ca
U Ba>KHa 4acT OT MICHUTE Ha ITbTyBaIlluTe MOHACK. 3a ChbXXaleHue,
HJAMa NUCMEHM CBUAETeACTBa, KOUTO Ja IIOCOYBAT KOHKpeTHaTa
yrorpe0a Ha TaKCMAMOTCKIUTE KyTUI B paMKIUTe Ha II0400HO IIbTY-
BaHe. 3a TsxHaTa Oorocay>keOHa QyHKIINSI MOXKe Aa ce IIpealioaara
BB3 OCHOBA Ha KOCBeHN JaHHU. Hampumep B HAKOU IaHAaXycu ce
cpellaTt MPU3UBYU KbM BspBalllUTe OT UTYMEHNTe ¢ MOA0a Aa KaHAT
U3IIpaTeHUTe OT TSIX MOHACHU B KBIIUTE CU 3a U3II0BE ] A BOAOCBET
C MOIIIUTE U KP'BCTa, KOUTO HOCAT chbe cebe ci*'. Ha HAKOAKO MecTa B
xmnaeHgapckarta koHauka ot XVIII B. e otbeas13aHo, ye Ha MOHacKUTe
3ae4HO C MOIINUTE ca JaBaHU KPBCT U eNUTpaxmna*?, KoeTo moackas-
Ba, 4e MOIIMTe, HOCeH! OT TaKCUAMOTUTEe, MMaT U OorocaykeOHa
poAs, a He 11eAAT eAMHCTBeHO Aa IPUBANYAT ITOKAOHHUIIV M MMU-
aoctuH:. ToBa ce MOTBBpIKAaBa U OT BBTPEIIHOTO OPOpMAEHNe Ha
9acT OT KMBOTHUTE, B KOMTO OCBEH MOIIY, Ca IIOCTaBeH! pasraoosem
KPBCT UAM MaAKa VKOHa.

Tyk Tpsi0Ba Aa ce oTOeaeXM, Ue OT aHaAM3a Ha yKpacaTa Ha IT03Ha-
TUTe 40 MOMEHTa TaKCUAMOTCKI KyTun ce popMupa rpyma ot 06-

35 Fotopoulos, Delivorrias 1997: 324, ill. 533-534.
36 Sakota 1984: 342, 346, 352 ca. 6-7.

37 Sakota 1988: 112, 152, ca. 67. [Tanaruu ot Apyru cpsOckn MaHacTupu ik Radojkovié 1977: 10,
ua. 49a, 52a, 53, 55, 696.

38 Angelov 1998: 99; Genova 2004: 72. 3a ykpacara 1 $yHKIMATa Ha naHaruute pes XVII-XVIII
B. 110 GbarapckuTe 3eMu BIDK Genova 1993: 54, 85-88; Genova 2006: 46.

39 Ikonomaki-Papadopoulos, Pitarakis, Loverdou-Tsigarida 2000: 272-273, Ne 110, 274-275, Ne 111, 280-
281, No 114, 300-301, No 124.

40 Milovanovi¢ 2008: 106-107.
41 Radev 2008: 14-22.
42 Bux a. 41a, 416, 42a. Raykov 1998: 44-45.



@wur. 8. [Tanarms, XVIII B.,
XnaeHaapcku MaHaCTHP
(o Milovanovi¢ 2008: 107)

pasyu, CIieHM U KOMIIO3MIIUM, KOUTO B Hall-00IIl CMICHA ca CBbp3a-
HU C eBXapUCTUIHATa TeMa, IPUCHCTBAIIN TOYTHU 3a4BAXKUTEAHO B
CTeHOINCHATa IIporpaMa Ha 0ATapHOTO IIPOCTPAHCTBO, MKOHOCTAC-
HUTe IIperpaAy AU ITbPKOBHUTE yTBapM, IpeAHa3HaueHN 3a U3-
BbpIIBaHe Ha TallHCTBOTO M CBhbXPaHsABAaHU BBPXY CBeTa Tparmesa. B
AeKopaTMBHaTa IIporpaMa Ha TaKCUAVOTCKUTe KyTuu oT Be3paxa-
HeTO ce MosABABaT n300pakenus Ha Craposaserna Tponma®, Xpuc-
Toc Beauk Apxuepeit*, cs. boropoanta llupimnas vebec” (Pur. 9),

43 Bwpxy Kamnaka Ha cpeObpeH KMBOT 3a MOLIM OT Puackust MaHactup, uspaboren npes 1828 r.
Bk Kovachev 1911: 29-30, Ne 4; Angelov 1998: 78, 80.

44 KommnosummsTa ce IIOsIBsABa B yKpacaTa Ha TAKCUAMOTCKaTa KyTIs Ha JiepoMoHax Xaaxu Ma-
nacuit ot 1813 r. Buox Kovachev 1911: 25-26, No 1; Genova, Viahova 1988: 45, No 11; Genova 2000:
34-35; Genova 2000a; Genova 2004: 124-125.

45 Ta3y KOMIIO3MLIVS MOXKe Ja Ce ITOCOYM B ABa PUACKU KMBOTA, M3PpabOTEHM I10 IIOpbUKa Ha
Huxnudop Puaer npes 1833-1838 r. m 1841 r. Bux Kovachev 1911: 56-57, Ne 35, 57-58, Ne 36;
Genova 2000: 35; Genova 2000a: 209.
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®ur. 9. Kusot 3a momu Ha Huxndop Puaer, 1833/1838, Puacku manacTup, BhTpelIHa cTpaHa
Ha Kanaka (cauMmka I'. AnHKOB)

Aeitcuc*, xakto 1 Ha PasmsaTue ¢ eBanreancrure?’, Koeto HaITOMH:I,
OT eAHa CTpaHa, yKpacaTa Ha HaIIpeCTOAHNUTe eBaHTeAls], a OT APY-
ra, Ha HaIIpeCTO/AHUTE KPBCTOBE U BeHUNAKaTa Ha MKOHOCTACUTE, a
Te BCUYKM AVPEKTHO ca CBbp3aHU C XyA0XKeCTBEHOTO opopMaeHIe
Ha 0ATapHOTO IpocTpaHcTBO. C IT0A4epTaH eBXapJICTUEH CMUCHA €
CAy4asAT U C pasraeXxaaHaTa TyK Komrodunus Xpucroc /osa.

ITomecTBaHeTO Ha TEMU C €BXapUCTNEH XapaKTep B yKpacaTa Ha Tak-
CUAMOTCKIUTE KYTHI Haﬁ-BepOﬂTHO e AbAKNM Ha yCTaHOB€HaTa OT
BEKOB€ BpP'b3Ka MEXAY M3BbPIIBAHETO Ha TaTHCTBOTO EBX&IPI/ICTI/UI u

46 Karo npumep Moxe 4a ce Iocouy yKpacara Ha MOILeXpaHUTeAHNIa, udpaboTeHa npes 1848
1. ot Toma Cugep. Bux Kovachev 1911, 33-34, Ne 8; Planinska 1983: 30; Genova, Vlahova 1988: xar.
No 8, 44; Genova, Vlahova 1988a: 42-43; Genova 2000: 36; Genova 2000a: 210; Genova 2004: 96. Kakro
1 B eAVH KMBOT OT baukoBckust MaHacTup ot 1824 r. By Ivanov 1967: 49-50; Genova 2004: 124-125.

47 Bopxy kanaka Ha kusoT oT 1758-1804 r. or baukosckus manactup. Bux Ivanov 1967: 46-47;
Genova 2004: 124.



MoIuTe Ha ceeTruTe. JoOpe M3BEeCTHO e, 4e 3a 4a Ce CAYXU AUTYp-
rus B JajeHa ITbpKBa, € Bb3MOXKHO €AMHCTBeHO IIPU yCAOBUe ue B
TeXHIUTe IIPeCcTOAU ca BTpajeHy MOIIY MAM Ca ITOCTaBeH! aHTUMMH-
CU C IPUIIUTH YaCTUIIN OT TsAX. Ta3y ImpakTiKa ce ycTaHOBsIBa OIlle B
neproja Ha paHHOTO XPUCTISHCTBO, KOETO Ce YTBhP>XKAaBa C IIpaBu-
20 1o speme Ha Ceamus BceaeHcku cr0op B Hukes (787 r.), u mmpo-
AbAXKaBa Ja ce U3IIbAHsBA IIpe3 nepuoja Ha bbarapckoro Bb3pax-
aane. OT eroxaTa ca IMO3HATU CBUAETeACTBa C pa3AMyeH XapakTep 3a
TOBa KaKBM MOIIY Ca IT0AO0KEeHU B 0ATapuTe, KOeTO IipeArioaara, ye
e ChIlleCTByBa/ M3BeCTeH MHTepeC OTHOCHO Ta3) IIPaKTUKa, a Hall-sp-
KO TOBa Ce MAIOCTPUpa C ITOCTaBJIHeTO Ha MKOHA B I[apCKUsl pej Ha
UKOHOCTaca ¢ o0pas3nTe Ha Te3U CBeTIN, YMMTO MOIIN Ca BrpageHn
B OCHOBaTa Ha cBeTa Tpamnesa®. [Tocouennre rmo-rope Temn, oT Apyra
CTpaHa, ca Hall-AMPeKTHUAT HauMH Ja ce OHardeAu uaesra, ye KuBo-
THUTe 3a MOIIY, Cb34aBaHN 110 ITOp’bUKa Ha MOHACUTe TaKCUAMOTH, Ce
Bh3IIpueMaT KaTo MaAK/ IIPeHOCUMY oATapu®.

3a ga ce goKaxke Ta3u Te3a oDaye, TpsiOBa Aa ce MOTHPCU AAAN Cb-
IecTByBa Bpb3ka Ha OOrocay>keOHO HIBO MeXKAy XpUCTOBUs 00pa3
1 MomuTe Ha cBetuyTe. OTTOBOP Ha TO3M BBIIPOC BEPOATHO JAaBa
eAVH KbCeH Ipenuc Ha UMH 3a ocselllaBaHe Ha XpaM, daTupalll OT
1881 r. Omre B caMOTO Hauaao ce 0TOeAsA3Ba, Ye MOIIM OT TpUMa CBe-
TIM TpsIOBa Aa ce ITOCTaBST Ha AMCKOC, IIOKPUT OT 3Be3AMIIa U BO3AYX,
KOIITO Ce ITOCTaBs Ha aHaA011 mpea XpucToBaTa NKOHAa Ha MKOHOCTa-
ca, KbAETO apXxuepesT yete onpeseaenn Moantsn™. Ha cprmys ancr
3a ca oTOeAs13aHM U HAKOM MPAKTVKY, U3BBPIIBAHN HAa TEPUTOPUATA
Ha BuanHcka erapxius1, B KOUTO apXuepenTe IOCTaBT MOIIUTE Bbp-
Xy IpOCKOMUAMIIHATa HUIa. B Te3u caydyan ce mpearincsa 3a4bAXKN-
Te/AHO Aa ce ITocTaBs XpUCTOBa MKOHa, IpeAn Aa ObAaT M3UeTeHN MO-
AUTBUTE, C KOUTO 3aIl0¥Ba OCBelllaBaHeTO Ha XpaMa’'. B gorrbanenne
Ha TOBa, MOXe Ja ce IIPUIIOMHH, Ue CBeTaTa Tparie3a ce Bb3IIpuieMa
KaTo IIpecToa, Ha KOMTO ceAut XpUCTOC. 3aTOBa, Ue Ta3y CUMBOAVKA
ce e pp3nMTaBaja y BappamuTte 1pe3 XIX ., rosopu ,Kpatkoe T04-
KOBaHMe Ha OokecTBeHHBIaTh XpaMb”. TaM Ha BbIIpOCca KaKBo ,,3Ha-
MeHyBa” cBeTaTa TpaIle3a, € JaJeH OTTOBOP, Ue KOraTo e I10CTaBeH Ha

48 Bux Gergova 2018: 50-52; Stoykova 2014: 39.

49 Genova 2000: 33; Genova 2004: 121; Stoykova 2006: 18-19; Dautovic 2014: 141.
50 HBKM Ne 1387, a. 3a. Busx Karadzhova, Vutova, Hristova 1996: 76.

51 HBKM No 1387, a. 3a. Busx Karadzhova, Vutova, Hristova 1996: 76.
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eAVH cTba0, T cuMBoansupa Xpucroc™. Taka ore Be AHBX XpucTo-
BaTa (purypa crom Ha IIOCTaBeHNUTE B CBETATa Tparie3a MOIIN, MaKap
M caMO Ha CUMBO/AMYHO HUBO.

Bppimaiiku ce OTHOBO KbM JeKOpaTUBHaTa IIporpaMa Ha KMBOTa 3a
MOIIN OT AeBudeckust MaHacTup B CaMOKOB, U3TAeXKJa, 4e IIoMec-
TeHaTa KoMIto3unusa Xpucroc /losa BppXy Kallaka e IIpsKO CBbp3aHa
¢ YHKUMOHAAHOTO IIpeJHa3HadyeHIe Ha IIpeAMeTa, U3I0A3BaH 10
BCsIKa BEPOSITHOCT OT MOHaX TaKCUAMOT 3a U3IIbAHSIBaHe Ha OIIpe-
AeaeHy Tpebu u rmocaegosaHysl. 3a Ta3y QYHKII Ha MOIIeXpaHU-
Te/HMIIaTa M0ACKa3Ba 1 NpuchbcrsreTo Ha cs. Casa CpbOCKH, KOWTO
IIO BCsAKa BepOsATHOCT e BKAIOYeH B JeKOpaTMBHATa IIporpama, 3a Ja
IIOKa’ke Bpb3KaTa ¢ XnaeHaapckns MaHactup. Hakpast Ou Tpsi0Baao
CBIIO TaKa Aa ce 0TOeAeX1, 4e Te3V MOIlleXpaHUTEeAHUIY, B KOUTO e
IpeJcTaBeHa eBXaplICTUIIHATa TeMa, ca CBbP3aHM TACHO C MaHaCTUp-
CKa cpega, KbAeTO IIocoYeHaTa TOKy-1110 Oorocay>keOHa yrioTpeda Ha
MOIIUTe ¥ Bpb3KaTa UM C XPUCTOBOTO M300pakeHNe BepPOATHO ca
6uan 400pe mosHaTi. AKO ce IIpMueMe Te3aTa, Yye TaKCUAMOTUTE ca
U3II0A3BaAM KMBOTHUTE 3a MOIIU C HOroCAy>KeOHM 11eAM, a caMUTe Te
ca OmaAM BB3IIpUeMaHU KaTO MaAKY IIPeHOCUMI OATapH, TO ce oPpop-
Ms TpyIlla B TO3U BUJ, ITbPKOBHA yTBap, YMATO geKOpaTUBHa IIporpa-
Ma 1Ma criennpryeH cMMBOAMYeH cMIChA. Taka MoKe ga ce TOBOPU
3a IIpeaBapuUTeleH 3aMIChA Ha YKpacaTa Ha MOIIleXpaHUTe AHUIIATe
ot nnepuoga XVIII-XIX B., KoeTo npeBpbliia Ta3u Irpyna OT ITbpKOBHMI
yTBapU B KyATOBM IIpeAMeTH C IIO-CAOKHA CeMaHTMKa, OTKOAKOTO
MOJXXe Ja ce AOIIyCHe Ha IIPbB IIOTAeA,.

Msnoassaam cbKpameHms

HIIMIAM - HanjnoHaseH 1IbpKOBEH MCTOPUKO-apXe0A0TUYeCKI My3eil

52 Kratkoe tolkovanie 1846: 9.
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Christ the True Vine
in the Decoration of One Reliquary

Darina Boykina
Z;l’\ x{-\!‘ O

The article discusses once again the reliquary, which belongs to the Intercession of
the Theotokos Monastery in Samokov. This is among the well-known artifacts of
goldsmiths in Bulgaria during the 19* century, and information about it has been
published several times in the Bulgarian literature, but still numerous problems in
its history, the donator and the contained relics are unsolved. However, the study
deals with the reliquary’s decoration and its function. The first chapter of the text
presents the stylistic and iconographic characteristics of the object, focusing on the
composition Christ the True Vine placed on the lid of the reliquary, which is very
rare in Bulgarian lands in this period. The examples of iconographic variations of
the composition show that the unknown goldsmith from Vidin was influenced by
the models used by the contemporary woodcarving craftsmen in the workshops of
the Mount Athos, who followed the iconographic tradition of the 16" and the 17*
centuries. At the end, the study presents briefly the liturgical relation between the
image of Christ and the relics of the saints, according to The service for the consecration
of the churches, in Vidin in 1881. The analysis shows that the decoration has liturgical
function related to the specifics of the reliquary and its usage as a so-called “taxidi-
ote” box.
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IIpounsBegeHms Ha CBeTOTOPCKN
3orpadpu B Pmackmus MmaHacTup
ot Kpas Ha XVIII Bek

Arexcandop Kyromoxues'

AOcTpakT: B craTusita ce mpeACTaBsAT CTEHONMCU M MKOHM OT Puackus MaHactup,
Aatupamy ot Kpas Ha XVIII B., ToasMa 9acT OT KOUTO ce aTpuOympar Jocera KaTo
Aea0 Ha caMOKOBCKI 30rpad Xprcro Aumutpos. BebIrHoCT Te ca paboTeHN OT cBe-
TOoropckure Maiicropu 3axapuit u Bennamun or 'aaaTtucra, uneTo TBOpyecKko npu-
cbcTBue B Puackus maHacTup TpsiOsa 4a Obde peabmantupano. Toa HensOesKHO
BOAM A0 HaMaAsBaHe Ha ITpOM3BeJeHMATa, M3IIbAHEHU OT CaMOKOBCKMS MaiicTop,
a OTTYyK ce MpeoOpbINa 1 MpeAcTaBaTa 3a POAATa U BAUSHIETO MYy BBPXY Bbh3pOXK-
AEHCKOTO HM M3KYCTBO. BcaescTsie Ha TOBa HeroBaTa TBOpuecka Omorpadus 6m
Tps6Baa0 aa Obae OCHOBHO peBM3MpaHa, a HaBAM3aHETO Ha HOBY TeMU, CIOKEeTH I
MOJeAM BbB B3POXKAEHCKOTO HI U3KYCTBO Aa Ce CBhP>Ke AMPEKTHO C IIPOAYKIIMATa

Ha CBETOTOPCKIUTE sorpaq)M Yy Hac, a He CbC CaMoOKOBCKaTa I1K0Aa.

Karouosu aymm: 3axapuit, Benmamun, I'asarucra, nkonn, crenonucu, Xpucro Au-

MUTPOB

B xaToAMKOHa Ha Prackust MaHacTup ca 3aria3eHn HAKOAKO VIKOHMU OT
3orpad, rmoamcaa ce Kato 3axapuit MoHax>. Te gatupar or 1791 1.’ u
IosIBaTa VM € CBbp3aHa U3LIs140 C IIpeyCTpOoIiCTBaTa B CTapaTa XpeAbo-

1 Dr Alexander Kuyumdzhiev is an Associate Professor at the Institute of Art Studies, Bulgarian
Academy of Sciences; working in the field of Bulgarian National Revival Art, mural and icon paintings.

2 3a nero Bk Mavrodinov 1947: 16; Mavrodinov 1957: 63; Kliment Rilets 1963: 37; Vasiliev 1962: 482;
Vasiliev 1965: 537-538; Bozhkov 1984: ill. 192; Bozhkov 1994: 225; Genova 1996: 310; Prashkov 2000:
156; Gergova et al. 2007: 210; Moutafov et al. 2008: 76-77.

3 Vixonute ca norpemHo gatupanu ot 1797 r. y Gergova 2000: 473; Popovska-Korobar 2006: 292.
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Dwur 1.

,,CB. Vloan
Kpberurea”,
11apcKa MKOHa
OT MapaKAuc
,,CB. Moan
Puackn”,

3axapmit 1791 1.

(cHmMKa Apxus
Ha V3K)

@ur. 2.
Xpucroc ot
LAeicuc”,
MpasH1IHa
VIKOHa OT
napakauc ,,Cs.
WMoan Puacku”,
3axapwi,

oK. 1791 1.
(cHmMKa Apxus
Ha V3K)

®ur. 3.
Xpucroc
Beeanpxures,
CTEHOTINC OT
ppksara ,,Cs.
Ayka”, Puackn
MaHacTup,
3axapwuit,
1798-1799 r.
(cHmMKa Apxus
na V3K)

Ba ITbPKBa, U3BBPIIIEHN B Ha4al0-
to Ha 90-Te roanmun ga XVIII B4
Ot A. Bacuanes ca ny0AnKyBaHU
nKoHuTe Ha Xpucroc Beeabprxu-
Tea u boropogumia Ogurnrpns,
Ppas3II0A0KeHN AHeC CbOTBeTHO Ha
IOKHISA Y CeBePHIS ITPOCKMHNTA-
puit A0 BXOAa B Haoca Ha KaTOAN-
KOHa 1 Ha cB. VMoan IIpeareda, Ha-
MUpallia ce B CeBepHIs TTapaKAC
,CB. Hukoaa”®. Ha mapckms peg
B IOKHUA napakawuc ,,Cs. Moau
Prackn” ce namupar omie 4etu-
P HeTOBU MKOHI. TpM OT TsX ca
MOAIVICAaHY, AaTHpaHM U UAEH-
TUYHU KaTO CIOXKEeTV Ha IIpejHI-
Te®. UeTBbpTaTa e c oOpasa Ha CB.
Voan Puackn. Tst He e moarmica-
Ha U JaTupaHa’, HO MOXe Oe3-
CIIOPHO Ja My ce MpUIINIIe IO
CTUAOBU Deae3nt.

4 3a mpeycrpoiictBata BIoK Neofit  Raylets
1879: 48-49; Semerdzhiev 1913: 20; Radkova 1972:
39; Gergova et al. 2007: 33, 206-209; Kuyum-
dzhiev 2015: 115-118.

5 Vasiliev 1965: 537-538, ma. 315-316. 11 Tpure
VIKOHM Ca ITOAIIVICAaHY 1 gaTupanu ot 1791 1.

6 Vasiliev 1965: 538, camo crioMeHaBa ChbIlie-
CTBYBaHETO Ha MKOHM OT 3axapuil MOHaX B
napakamuca. /Be OT TsX ce cioMeHaBsaT 1 y Bo-
zhkov 1994: 225. Tpu y Koeva 2000: 108.

7 Y Moutafov et al. 2008: 78, e morper=o moco-
JeHO, Ye KOHAaTa e IIOAIINICaHa, JaTUpaHa I ce
Hammpa B napakamnca ,Cs. Hukoaa”. Ha pas-
amgun pororpadum ot XX B. ce BIKAQ, Ue T
He e 01112 Ha MKOHOCTACa, a TaM Ca Ce CMeHAAU
pasavany ukonu. Biok Rilskiyat 2000: 126. E.
INonoBa st OTKpUBa MOHTUPaHA B CTasTa My3eit
Ha Heout Pracku u cMsATa, 9e Mpousxoxja
OT rpoOMIIHaTa I'bpKBa Ha MaHacTupa. Brok
Popova 2001: 94-95, 291, ill. 24 — uxoHara e ga-
AeHa U C TpelllHu pasmepu 64x43 cMm, KOUTO
CBOTBETCTBAT Ha MKOHNTE OT IpOOUIITHATA I]b-
PKBa, IOpaAu KOETO BEPOATHO e CBbp3aHa OT
aBTOpKaTa C Tas I'bpkBa. PasmMepuTe Ha MKo-
Hata ca 120x67 cm.



OpurnHaaHoTO NnpejHazHaueHe Ha Te3) MUKOHU e OOBUTO B XUIIOTe-
311°, KaTo e sICHO caMo, Ye MKOHOCTAChT B IMapaxanca ,, Cs. Moaun Pua-
CKI1” He e IIpeHeCeH U3IISIA0 B OPUIMHAAHNUS CU BIA OT cTapaTa Xpe-
AbOBa IIbPKBa, THII KaTO e psI3aH U CHaXKJaH, 3a Aa ce cbOepe BBTpe’,
a U AHecC ChABprKa pa3ANIHM 110 BpeMe Ha n3paborsane yactu. Llap-
CKHTe ABepu ca gaTupanu ot 1787 r. u ca paboTtenn ot Apyr 3orpad.
Ho npasamunnTe nkonn'® u PasmsaTueTo oT BeHYnAKaTa ca IIpaBeHn
oT 3axapmuii, KOeTO e BUAHO OT TeXHUTe CTIAOBU Oeaes3n. /uricaTa Ha
IpsIK AOCTBII A0 MKOHNTE He TI03BOAsABA Ja ce KaKe Aaal Cpej TsX
MMa noAnycanu u gatupann'. Ho e Haif-10rM4HO Te Aa ca paboTeHNn
3ae4HO C 4YeTpUTe IIapCKU UKOHU U Aa gaTtypart ot 1791 r.”2

ITosHatu ca ollle ABe MKOHU Ha 3axapuil MOHaX U3BbH Puackus Ma-
Hactup. [TspBara e boropoaurja OAUrnTpus, KOsITO He € TIOAIINCAHA,
HO e gatupaHa ot 1795 r.”® Criopeg cBeaenmsTa, kouto gasa H. Mas-
POAVHOB Ts e IIpMHajJeXkala Ha 3eMeHCKIs MaHacTup'!, a AHec ce
cpxpanssa B HAVIM-BAHP. Bropata e ukona Ha cs. Voan Puacku'®
OT ThpHOBCKaTa Iybpksa ,CB. cB. Koncrantun u Eaena”", cera Haxo-
Asima ce B Myseit ,Bp3pakaane”, Beauko TeproBo®. Tasu nkoHa He
e IOoAIIICaHa U AATUpaHa, a CTUAOBUTe 11 Oese3U ca 40CTa BUAOU3Me-
HEHII, BEpOSITHO CAe/, pecTaBpaTopcKa HaMeca. VI ABeTe MKOHU Morat
Aa ce OTHecaT KbM TBOPYECTBOTO Ha 3axapuil MOHaX, KaTO OCTaBaT

8 3a Tsx Bux Radkova 1972: 55; Ivanova, Koeva 1979: 162, 166; Koeva 1995: 43, 59; Genova 1999: 27.

9 Or ceBepHaTa My CTpaHa e 400aBeHO KOCO 110.1€, Ha KOeTO Ma AOII'bAHUTEAHA VIKOHA, a ITbK OT
101 e psasaH. Buox Koeva 2000: 107.

10 Te ca 14 na Gpoit, Bkalounteano ,Jeiicuc”, pasaeaeH Ha Tpu UKonu — ,Xpucroc Beeanp-
>XuTtea Ha TpoH” u ipasu ¢urypu Ha boropoauma u cs. Moan Kpnerurea. OcraHaanTe MKOHN
ca ,Poxaecrso Xpucroso”, ,Cperenne”, ,Kpbuienne”, ,Banzane B Vlepycaanm”, , Pasrarue”,
,Bb3kpecenne Xpucroso”, ,Hesepue na Toma”, ,Bnsnecenne Xpucroso”, ,Ileraecernmuma”,
~PoxaectBo boropoauuno”, ,¥crenne boropoanmano”.

11 VixonmTe ca MM M3BeCTHU eAMHCTBeHO 1o ¢oTorpaduu, mpeodaajapalaTa 4acT OT KOUTO
ca OT apxmBa Ha MaBpoAMHOBY, a HAKOU ca ITyDAMKYBaHU cAe/ pecTaBpaliyATa UM B Oporrypa,
usjajeHa ot MaHacTupa. Bux Ikonite 2017.

12 Prashkov 2000: 156, ru aatupa ot 1787 r., moABeXAaliK1 ce TI0 BpeMeTO Ha M3IIMCBaHe Ha Liap-
CKITE ABEPUL.

13 Moutafov et al. 2008: 77, ¢ rpelTHO ITOCOYBaHe Ha ToAMHaTa Kato 1793.
14 Mavrodinov 1957: 63.

15 Gergova, Gatev, Vanev 2012: 50, 135-136, Tyk MKOHaTa e JaJeHa C BBIIPOCUTEAHA 3a aTPUOYIIN-
Ara.

16 Ilyoaukysana y Moutafov et al. 2008: 77.

17 Kuleliev 2004: 27, 140-142, Tyx uKoHaTa e aTpuOyMpaHa KaTo 4eA0 Ha TPeBHeHCKN 30rpad OT
Hayaaoto Ha XIX B.

18 VnsenTapen No 34, pasmepu 64x46 cM.
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®ur. 4. Goropoauma Oaurutpus, uxkona or HAVM, ®@ur. 5. boropoguma OAUruTpms, MKOHa OT
3axapwmit 1795 1. (chumka Visan Banes) bpksara ,Cs. Ayka”, Puacku manactup, 3axapuii,
1798-1799 r. (mo Eaena ITomosa)

MHOTO BBIIPOCUTEAHN 3a TsXHaTa IIosBa B C. SEMeH, aKo IIpueMemM
TOBa 3a BSJIPHO, KaKTO I B ThpHOBCKAaTa IbPKBa.

UYpes ctnaosu cpaBHeHUs Mexxay boropoanunara nkona or HAVIM
(1795), mpasHMYHNMTe U LIAPCKM UKOHM OT napakanca ,Cs. Moau Pua-
ckn” (1791) moxxe aa ce MOTBbpAU Oe3CIIOpHO, ye 3axapuil MOHaX
€ aBTOp Ha CTEeHOIMCHUTe UM MKOHUTe OT IrbpkBara ,Cs. JAyka” npu
eAHOVMMeHHaTa IoctHuIia B Puacknsa manactup (1798-1799) u cre-
HOIIMCUTe OT Haoca Ha mapakamnca ,Cs. Aumurep” B MaHacTupa
3orpad Ha Cseta ropa (1797). Ha 3axapuit Morar Aa ce IpUIIMIIAT U
TpU OT MKOHUTe Ha MKOHOCTaca B napakauca , Cs. Aumnurop”, eana
OT KOUTO e gaTupaHa oT 1797 1., a ToBa OM Tps10Ba10 OKOHYATeAHO Aa
AaTypa OT Ta3U TOAVIHA U M3ITbAHEHNETO Ha CcTeHomcuTe'.

B Puackus MaHacTup ca 3ariazeHu cepusl OT CTeHOIIICY U MKOHH, pa-
6oTeHN OT Apyr 30rpad, KOUTO IO CTUAOBM Oeae3n ce A00AMKaBaT
TOAKOBa IIABTHO A0 Te3U Ha 3axapuil MOHaX, 4e B IPOAbAXKeHe Ha
AeCeTnAeTUs Ch3jaBaT CIIOpOBe B ATepaTypaTa Ha 4nsl pbKa Ipu-
Haaaexart. Criope pasAMYHUTE BePCUM Te ce IIPUIICBAT Ha XPUCTO

19 3a gaTupanero Ha creHomcKuTe 0ko40 1797 r. Bux Genova 1996: 314; Popova 2001: 63-76.



AvvuTpos® man Ha HeM3BeCTHU cBeToropcku 3orpadpn®, a H. Mas-
POAVMHOB OTHACs HAKOM OT pPUACKUTE CTEHOIIVCY ¥ MIKOHY KbM TBOP-
4yecTBOTO Ha Jaxapuit 1 Bennamun ot c. I'aaatucra, cmATankn 3axa-
puit MoHax 3a Opatr Ha Benmammun®. Ilpeau aa KoMeHTHpame Te3u
Bepcuy, e Hy>KHO Ja pa3rpaHMduM paboTtuTe Ha 3axapuil MOHax U
Ha sTopus 3orpad. Tasm 3agaua He e HMKaK AeCHa, ThI KaTo Te 4eCTO
U3I1013BaT eAHaKBY MKOHOTpaCKI MOAeAN, U3KAIOUUTEeAHO 0AM3KI
a B CTIA0BO OTHOIIIeHIe I HeCbMHEHO ca 0OyyaBaHM Ha e4HO MsCTO.
OcseH TOBa, ¢ M3KAIOUeHNe Ha MKOHMUTe OT 1791 r. Ha 3axapuii, Te
He MOAINCBAT IIpOU3BeJeHNATa CU, a HAKOMU OT TAX paOOoTAT U ChB-
mectHO. HechbMHeHO roBopuM 3a 30rpadcKyt eKuIl, HaTpyIiaal Bede
M3BeCTHa IIpaKTMKa, KOeTO O3HayaBa yeJHaKBsiBaHe Ha CTUAOBUTE
pazandus Ipu CbBMeCTHUTe UM IpoussedeHusd. ITogo0HO Ha Apy-
I TaKMBa €KUM, KaksuTo ca Hanpumep Koncrantun n Atanac or
Kopua, Taka 1 B TO31 cay4ail pasrpaHMdaBaHeTO Ha TsIXHaTa paboTa
€ MHOIO TPY4HO, HO TO € He0OOXOAVMIMO, Thi1 KaTo IIje HI Jaje cBeje-
HIS 3a BpeMeTo, B KOeTO Te ca pabOTUAN 3ae4HO MAU ITOOTAEAHO B
Puackumsa manactup. 3amjoTo NpUChCTBMETO MM Ha MSICTO He cCaMO He
OuBa aa ce 1oaaara Ha CbMHEHIE, HO TO € U AbATOTOAMIIIHO, OKOAO
AeceTnleTre, He3aBUCUMO JaAl Ipe3 ToBa BpeMe Te ca HallycKaAu
MaHacTHpa U ca ce BpbIljaal B HEToO Py HOBa ITOpbUKa.

3anouBaiiky ¢ Ipou3BedeHnsTa Ha BTOpMs 30rpad, TpsAOBa 4a 104-
gyepTaeM, e BCMIKIUTe My IyOAMKyBaHM 40Cera TBOpOU ce IIPUIIICBAT
Ha Xpucro AUMHUTPOB, a B OCHOBaTa Ha Ta3y IOTPeITHa aTpuOyIu:I
cron MKoHara ,Xpucroc Beamk apxmepeir” or Murporoanrckara
ubpksa B Camokos. Ts e gatupana ot 1797 1., HO He e moANucaHa.
ITpummcana e Ha Xpucro Aumutpos ome ot H. Maspoaunos®. Taszn
rpemHa aTpuOynms e Bb3npuera obade y A. Bacuanes na Gasata
Ha CepMO3HM Harae A0BOAM, Thil KaTO aBTOPBT TOBOPU B TeKCTa CU
3a MAEHTUYHA KaTO CIOXKeT M CTUAOBU Oeae3y MKOHA OT ITbpKBaTa
,CB. Hukoaa Crapu” B Codus, koATo 6maa noamnmcasa ot Xpucro
AuMutpos u gatupada ot 1793 r.** 3a cbxaseHue, UKOHNUTE OT Ta3!
I'bPKBa ca M3ropean, a Bacuanes He myOAMKyBa CHMMKa Ha MKOHa-

20 Hait-moapo6no six Popova 2001, ¢ mo-craparta auteparypa; BioK cbio Bozhkov 1994: 225;
Genova 2004: 9-17; Gergova 2000: 472.

21 Prashkov, Sharenkov 1987: 126; Genova 1996: 312; Prashkov 2000: 156.
22 Mavrodinov 1957: 63.

23 Mavrodinov 1957: 71-72.

24 Vasiliev 1965: 315-316.
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®ur. 6. Cs. Moan Puacku, rapcka
nkoHa ot napaxauc ,Cs. Voan Puackn”,
3axapwmit, 1791 r. (cuumka I'eopru AuHKOB)

®@ur. 9. Cs. Voan Puacku — getaiia,
Iapcka nkoHa ot mapakauc ,Cs. Voan
Puackn”, 3axapuii, 1791 r. (cHuMKa
l'eopru Aunkos)

=, 8

®ur. 7. Cs. Vioan Puacku, Hapcka
UKOHA OT KOCTHMITaTa Ha Puackust
MaHactup, Bennamus, 1795 r. (cHuMKa
l'eopru Aunkos)

®ur. 10. Cs. Vloan Puacku — aeraiia,
LlapcKa MKOHA OT KOCTHMIIATa Ha
Puackna manacrup, Bennamun, 1795 1.
(cammxa 'eopru AunkoB)

®ur. 8. Cs. Moan Puacky, ukona or Hoso
ceao, Mum, Xpucro Aumurpos, 1810 1.
(caumKka VBan Banes)

®ur. 11. Cs. Vloan Puacku — aetaiia,
ukoHa oT Hopo ceao, Illun, Xpucro
Aumutpos, 1810 r. (cHumka ViBan Banes)

®ur. 12. Cs. Vloan Puackm — AeTaiia,
LjapcKa MKOHa oT napakauc ,Cs. Voan
Puacxn”, 3axapmii, 1791 1. (cHumKa
l'eopru Aunkos)

®ur. 13. Cs. VMaapuon — aetaiia,
CTeHoIuC OT Ibpksara ,Cs. Ayka”,
Puacxku manacrup, 3axapwmit, 1798-1799 .
(cummka Apxus Ha VIMVI3K)




Ta, 3a KosATo nuure. Obaue, KaTo s CpaBHABa C MKOHaTa OT Murpo-
I0AMTCKaTa ITbPKBa, TOI M3I10A3Ba U3pas3a ,HalTbAHO Haroao0s1Ba”
coduiickaTa MKOHaA C Ilea Aa IloAdepTae IPUAUKITE MeXKAY ABETe.
I'oBopeiiku Taka 3a cXoacTBaTa MexX4y Tsax oOade, Ha APYTO MACTO B
TeKCTa CU Toi oTOeAs13Ba 1 pasaukute. Criopes Hero B MKOHaTa OT
couiickaTa ITbpKBa AUIICBa IlI044epTaBaHeTO Ha KAellaua 1104, OKOTO
U T/aBaTa e C APYTY IpOIIOPIINN>, a TOBA CBIUAETEACTBa, UYe KOHATa
oT copuiicKaTa ITbPKBa € ,, MAeHTIYHa" ChC CAMOKOBCKAaTa eAMHCTBe-
HO CIIope/ IIpOMEeHAVBUTe BriedaTAeHus Ha Bacumanes. Ho Taka, Ha
IIpaKkTHKa, TOV y3aKOHsBa IIOTpellHaTa aTpuOyIus Ha MKOHaTa OT
Mutponoanrckara nppkBa B Camokos*. HampaHO 3aKOHOMeEpPHO
cae/ ToBa B MOHOrpadusaATa cu 3a camokosckus 3orpad E. ITormosa
ce onypa Ha MKOHaTa OT MuTpornoanTckara IybpKsa, CMATaKM 5 3a
eJHa OT CUTypHUTe TBOpOU Ha Xpucro JuMUTPOB, BBIIPEKU e He e
noanucana”. VI Ha HeliHa Oa3a M3AypBa U II0COYBA OIIle peuIia IIpo-
u3BeJeHNs Ha To3u 30Tpad), 0OACHABANKY TY C BapMaluuTe B CTUAA
Ha Xpucro AuMNUTPOB 1 HeropaTa KpeaTnBHOCT. Taka eAVH 11491 KpbT
OT Mpou3BeJeHus He caMo OT Puackus MaHacTup ca arpuOymupaHu
KaTo npomssedenus Ha Xpucro dumutpos. Cpea TsAX ca CTEHOIN-
cute OT cTapaTta Xpeabosa IIbpksa (1794), cTeHONIMCHUTE M MKOHUTE
oT rpobuiHara wbpksa B Puackus manactup (1795), mkoHuTe OT C.
spaoso (1795), a Beye 1O MHEPLIVA U 11O CTUAOBUTE CXOACTBA C TBOP-
OuTe Ha 3axapuit MOHaX KbM Te3! IIaMeTHMII ce BKAIOYBAT U CTEHO-
nucute ot 1bpksara ,,Cs. Ayka” n ot napakanuca ,Cs. AuMutrsp” B
MaHacTupa 3orpad, Kouto ca paboTeHn ot 3axapuii MOHax.

E. ITorroBa MHOTOKpaTHO OTOeAs3Ba B CBOsAITA KHIATA 3a POJOHaYaAHM-
ka Ha CaMOKOBCKaTa IIKOAa CTUAOBUTe IIPUAUKI MeXAY TBOpOuTe
Ha 3axapuil MOHax I Ha TO3U BTOPM aHOHMMeEH 30Tpad), KOUTO Ts
cMsTa 3a Xpucro AuMutpos. JOIrMIHO Ts I'M OOsICHSBA C BAVSIHIE
Ha CTuAa Ha 3axapuil BbPXy CaMOKOBCKM: 30Tpadp U C HAKOU AIO-
OONUTHM XUIIOTE3M 3a TEXHU BH3MOXKHU POAHMHCKM OTHOIIEHMS®.
Ho peaana mpeacrasa 3a mpoussegeHnsATa Ha Xpucro JAuMUTPOB
MoraT 4a 4ajaT eAMHCTBeHO IIOAINNCAaHNUTe MY MKOHU M TO Te3U OT
TSX, B KOUTO 30TpadybT e IoCouMA u3pudHo, ye e or Camokos”. A

25 Vasiliev 1965: 315-316, 318, 321.

26 Vasiliev 1965: 321.

27 Popova 2001: 19.

28 Popova 2001: 273.

29 Tlpunmcpanata My ukoHa ot 1787 r. ot AXI' — IlaosauB He MOXe Ja ObJe IIpMeTa 3a I'bPBO
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TaKMBa 3arla3eHy AHeC ca e4MHCTBeHO MKOHUTe OT IybpKBaTa B HoBo
ceao, Hlum*, xouro obave ca 40cTaTHYHO MHOTO Ha OPOIL, ¢ pa3HOO-
OpasHU CIOJKeTH U MOTIaT Ja CAy>KaT 3a OCHOBA IIpy aTpuOyLIMATa Ha
TBOpOUTE Ha CaMOKOBCKILA 30rpad. dopu caMo pu cpaBHEHNE C TAX
e Bb3MOXHO Ja ce I1ocoyar ollle Iopejuiia Ipou3BeAeHs, KOUTO
IpMHajJexaT Ha HeroBaTa pbKa. bescriopHo, TakuBa ca gBe MKOHI
oT Puackus maHacTup, AaTupaliy BeposiTHO OT I'bPBOTO JAeceTiae-
tue Ha XIX B.3' Herosu npoussegeHin:t ca ¥ MKOHUTe OT baTKyHCKIsI
MaHactup, oT Ocorosckus MaHacTup, ot c. [oaamo beaoso, ot Koc-
terern, oT ,,Cs. [letrka Crapa” 8 Codus, ot Ilasapaxuk u peaniia
Apyru®. CpaBHABalIKi BCUYKM Te3U MY IIPOM3BeAEHUs ChC CTHAA
Ha MKOHMTe OT I'pOoOMIIIHaTa ITbpKBa, ¢ pparmMeHTUTe OT XpeaboBa-
Ta ITbpPKBa M OCTaHaAUTe PUACKU ITaMeTHHUIIM, CTaBa SICHO, 4e TOBa
ca paszamynu 3orpadu. Brpouem Xpucro AuMuUTpOB ce oTAM4YaBa
CBIIECTBEHO U OT 3aXapuil MOHAX, Thil KaTO IIPOU3BeJeHIsATa, KOU-
TO ca TO cOAM>KaBaAu JOcera C HeTO B AuTeparypara, IpuHajlexxaT
CcaMo Ha TO3U1 aHOHMMeEH CheKUITHUK Ha 3axapuil. B aerictsureanocr,
Xpucro e MHOTO ITO-0AM3BK KaTO CTUA A0 IIPOU3BeAeHMATa Ha APYT
cseToropcku 3orpad — Hukudop or Kapnenncy, ¢ xororo cpio e
Hee/HOKpaTHO OOBbpPKBaH™.

Boripekn ye ca nmourtu usnsgao ceopannu ot E. Ilomosa, B Puackms
MaHacTUp MMa Ollle Npou3BeJeHNs Ha ChbeKUITHMKa Ha Jaxapuii
MOHaX, KOUTO He ca 1y0AuKysaHu. KaTto Takusa Ile IocounM eAuH
KOMIIAeKT UKOHU OT ITpopodecKu Gppu3 Ha MKOHOCTAC, KOUTO CIIOpes,
¢dororpadust oT apxusa Ha MaBpoAUHOBY ca O1LAV MOHTUPaHN KaTo
Hall-TOpeH pe/ Ha MKOHOCTaca B ITbpKBara ,, ¥ crienne boropoanano”
npu Metoxa [Tyeanna*. /l0K0AKOTO MU e M3BECTHO, Te3V MKOHM Ca
CIIOMeHaBaH! caMo I10Z4 OOl 3HaMeHaTeA, 3aeAHO C MKOHOCTaca, a 1
ca norpemHo atpudymnpann y H. MaBpoanHos kato gea0 Ha 3axa-
puit Monax®. Vkonure ot To3u ¢ppus ca 12 Ha 6poii, camo ¢ odpasu

AOCTOBEPHO CBeJeHIe 3a HETOBOTO TBOPYECTBO, Thil KaTo TA € pa3AMdHa KaTO CTHA OT KbCHUTE
My TIPOM3BeJeHIs I e TIOAIIMCAHa CaMo ¢ MMeTo XPHCTO, 6e3 yTouHeHNe 3a TPOU3X04a Ha TO3M
sorpad. 3a uxonara K Popova 2001: 18, ¢ aureparypa.

30 3a Tax By Popova 2001: 116-121, ¢ anreparypa; Popovska-Korobar 2005: 44-50.
31 Popova 2001: 142-143.

32 3a Tax sux Popova 2001, ¢ mo-crapaTa autepatypa; Stoykova 2003: 32-34; Genova 2004: 9-17;
Popovska-Korobar 2005: 44-50.

33 Ioapobuo Bux Kuyumdzhiev 2018: 21-32.
34 Genova, Vanev 2018: 235.
35 Mavrodinov 1957: 63; Vasiliev 1965: 537-538; Prashkov 2000: 156.



@wr. 14. Xpucroc Beank apxneperi - aetaita, nkona ®@mr. 15. , Ycnenne Boropoanuno” -
ot MuTtporoanTtcka rbpksa B Camokos, Bennamun, — aeraita, nkona or Hoso ceao, Inm, Xpucro
1797 r. (canmka I'eopru AMHKOB) Avmutpos, 1810 r. (cuumka Vipan Banes)

Ha IIPOPOLM M He Ca MOAIMCAHM MAU AaTupaHn. BewlmHOCT TO3M
IIpOpOYECKN pes TpsAOBa Ja ObAe CBbp3aH AUPEKTHO C rpoOUIITHATa
bpksa , Breesenne boropoanano” u aa ce ornece kpm 1795 r., Ko-
raTo e n3paboTeHa ocTaHalaTa yKpaca Ha nkoHocraca. [To Te3u nko-
HI MOTaT Ja ce aTpuOynpaT KaTo HeTOBO 4e10 U MKOHNTEe OT MeToXa
Opanua ot 1796 r., kouto ca odmo criomeHatn y E. ITorosa xato
paborenu ot ceeToropcku sorpad¥.

EauH KpaThK XpPOHOAOIMYEH IIperae Ha AaTUpaHUTe IIPOU3BeACHIA
Ha ABaMara 3orpadu y Hac Ou IoKa3aa, 4e 3acera HaAMame JaHHU 3a
IIO-paHHU TBOPOM Ha 3axapuit MOHaX IpeAn MOANNCAHUTe My UKO-
Hu ot 1791 r. Caeg Tsx nABa mosBaTta Ha BTopus 3orpad npu paboTa-
Ta My BbPXy CTeHOnmcuTe OT XpeaboBarta LibpKsa I1pe3 1794 r., Kbae-
TO Cpe4 HaAMYHUTe pparMeHT* He ce OTKpMBa aBTOPCKILAT ITOYepK
Ha 3axapuil MOHAX, HO TOBa He O3Ha4YaBa, Ye CTeHOIVCUTE TaM He ca
paGotenu u or asamara 3orpagu. Ha caeasamara 1795 r. chekui-

36 VikoHmuTe ca ¢ obpasute Ha ipop. Vaus, mipop. Viepemust, mpop. 3axapuit, nmpop. Coa0MoH,
npop. Aapos, nipop. Jannuna, npop. Aasug, mpop. Iegeon, mpop. Vesekuna, rpop. Asakym,
ripop. Mowuceri u ipop. Vcaii.

37 Popova 2001: 257.

38 VspectHure dpparmenty ca orvcanu y Popova 2001: 39-40; Gergova et al. 2007: 207-208; eanH
¢parmenT ot ppkBaTa ¢ 06pasa Ha bor CasaoT, Haxoasamy ce B HAVIM, e mybaukysan y Gergova,
Gatev, Vanev 2012: 22, 42, 65.
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®ur. 16. [Tpop. Mepemus, nxona ot ®@ur. 17. Cs. cs. an. [lerpp u I1aBea, nkona ot
KOCTHMIIaTa Ha Puackus MaHacTup, metoxa Opanra, Puackn manactup, Beanamus,
Bennammn, 1795 1. (cuumxa 'eopru Zunkos) 1796 1. (cHumka I'eopru AnHKOB)

HIUKBT Ha 3axapuil CbC CUTYPHOCT € Bce Ollle B MaHacTMpa U pa3BluBa
U3KAIOUUTEAHO MHTeH3UBHa AelHocT. Torasa Toit paboTu cam cre-
HOIIMCHUTe U I1eAMs] MKOHOCTaceH KOMILAeKT 3a IpOoOMIIHATa ITbpPK-
Ba ,BpBesenne boropoamuno”. Ilpes cpijata roanHa, 1 ABHO KaTo
CTpaHMYHa IIOPbUYKA, TO3U CheKUITHUK U3ITbAHABA YeTVPUTE IIapCKU
MKOHM OT MKOHOCTaca B CTapaTa ITbpKkBa Ha c. SIpaoso”. CpiecTsyBa
BB3MO>KHOCT 3axapuil ChIIIO Ja € Ha MACTO B MaHacTMpa, Thil KaTo
OT Ta3) IrOAMHA € ,3eMeHCKaTa” My MKOHa, CbxpaHsaBaHa B HAVIM.
Ho Tpi1 KaTo 1osBaTa 11 KaTo caMOCTOATEeAHO IIPOM3BeeHIe Bee OIIle
HsIMa OOsICHEHIe, OCTaBa CBhIIIO TOAKOBa BEPOSITHO 3axapuii 4a e 0ma

39 3a Tax Bux Popova 2001: 96-98, c auteparypa. VIkoHuTe OT MpOpOYecKus pe4 B Tas3u IbpKBa
obaue ca IpaBeH! OT APyT 30rpad.



. "l e, \ \
®ur. 18. Cs. Voan Puacku — getaiia, lapcka MKOHa OT KOCTHUIIaTa Ha Prackus MaHacTup,
Bennammun, 1795 r. (cuumka 'eopru IMHKOB)

®ur. 19. ITpop. Mouceit, nkona ot KoctHunata Ha Puackms manacrup, Bennammn, 1795 r.
(canmxka 'eopru AunkoB)

Ha CpeTa ropa 1 MKOHaTa Ja e usrpareHa ortam. IIpes 1796-1797 r.
obaue 1 ABaMaTa 3orpadu Ou TpsaOBalo Aa ca HallyCHaAM MaHaCTH-
pa. 3a 3axapuii TOBa € CUTYPHO, Thil KaTO CTEHOIIMCUTE OT HaoCa Ha
napakanca ,Cs. Aumutsp” B Manactupa 3orpad aarupar ot 1797 1.
Tbit KaTo TaM TOI paboOTH CaM, a OT HETOBM I CHeKUITHMK BCe TTaK MMa-
Me JaTupaHuTe MKoHu ot Metoxa Opanna (1796) n Tasu Ha Xpucroc
Beaux apxuepeit or 1797 r. 8 Mutponoantckara iybpksa B CaMOKOB,
€ Bb3MOXKHO CheKMITHUKBT Ja € OCTaHaA B PerroHa U 1pe3 Te3! ABe
roaunu. Ho IrbK ToBa ca MKOHH, a He CTEHOIINCH, TaKa ye e Bb3MOKHO
Aa He ca paborenn Ha Mscto. Caea 1797 r. HAIMaMe JaTUpaHO IIPoO-
U3BeJeHIe Ha aHOHVMMHIS CheKUITHUK Ha 3axapuil HUTO B Puackms
MaHacTUp, HUTO B pernoHa. OTCLCTBIETO U Ha ABaMara MaiiCTOpU B
MaHacTupa 01 Morao ga 6bae obsICHeHMe Ha ITpUYMHATa CTeHOICH-
Te OT IybpKBata ,,CB. /lyka” 4a ca mopb4yaHU Ha TpeTu 30rpad — KaKTo
ce cmsATa, Ha Toma Bumranos, KoiiTo nsnmcsa oaTapHaTa ancruga®.
Msraexaa, me TpsiOBa 4a IpueMeM U BepclsTa, de Heropara paboTa

40 Genova 1996: 309-325; Popova 2001: 50.
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He e O11a ogo0peHa, KaToO M3MICBAHETO Ha ITbPKBaTa € IIPeKbhCHATO
U e OTIIpaBeHa HOBa ITOKaHa KbM 3axapuii 1 ChbeKUITHNKA My Ja A0-
BbpIIar creHonucnute. Ctuaosure UM Oeaesy, BBIIPEKU IO-KbCHOTO
IIpensIucBale Ha HAKOM JacTu*, IoKas3paT IpeobaalaBalioTo Ipu-
CbCTBME Ha 3aXapuil MOHaX, KOJTO IO CBIIOTO BpeMe n3paboTsa U
II10CTHATa yKpaca Ha MKoHocTaca®. Ho Bce mak cpea rpasute ¢ury-
pu Ha CBeTIUTe Ce pa3AndyaBa HarpuMep oOpasbT Ha cB. AMOHMCHIT
Apeorarur, KoiTo e CXOA€eH KaTO CTUA U M3IICBaHe Ha HaAIIMCHTe C
o0pasuTe Ha CBeTIIMTe OT IPOOMINIHATA ITbPKBa B MaHACTHPa, IIOpaiu
KOeTO Tpsi0Ba Ja ce IpueMe, ye ITbpKBaTa e U3IMcaHa U OT ABamara
sorpadu. Caea TO31 MIaMETHMK U3TAeXKAa 3axapuili MOHaX U HETOBY-
AT CHeKUITHYUK HaIlyCKaT OKOHJaTeAHO Puackus MaHacTup, Thil KaTo
II0-KBbCHU JaTVpaHM TeXHN TBOPOM He ca M3BECTHI OT PeryoHa.

Tyx obaue TpsOBa ga MMaMe IpeaBuA, ye ABamara 3orpadu mmar
ollle MpOM3BeAeHNs B MaHACTIPa, KOUTO He ca AaTUpaHl, a Te MOXe
Aa ca pabOTeHM KaKTO B IlepuoJja Ha AaTHMpaHNUTe, TaKa I 10 APYTO
speme. Cpeg Te3u HegaTupaHU TBOpOM Ha 3axapuil Ha II'bPBO MIC-
TO TpsI0Ba 4a IIOCOYMM eJHa HelloATIMcaHa UKoHa , baaroserenne”,
KOSITO e IIpaBeHa 3a apXMepericKILsI TPOH OT cTapaTa XpeAboBa ITbPK-
Ba. TpoHbT gatupa ot 1797 r.*, mopaau KoeTo MOKe Aa ce MPeATIo-
AOXM C TOAsIMa 403a CUTYPHOCT, 4e MKOHaTa e IIpaBeHa ITOKpail pa-
Oorara Ha 3axapui1 B 1ybpkBara ,CB. Ayka” u gatupa ot 1798-1799
r. BeposiTHO 1O chIIOTO Bpeme Toit n3padboTsa 1 nkoHara , Hososa-
BeTHa Tponna” 3a cbcegnus TpoH — to3u Ha Camyma. Toit ce gatupa
obuyaitto ot 1832 1., kos1TO e orbeasi3aHa Ha Hero*, Ho Ta3m roauHa
BEpPOSITHO e cBbp3aHa ¢ nMeto Ha CaMyna, a He ¢ U3pabOTBaHETO Ha
caM1Ls1 TPOH. BB3MOKHO e oOaue MKOHaTa Ja € MOHTMPaHa I ITO-KbC-
HO KbM TPOHa, a 4a e 1Masa APYT IIPOU3XO0A. 3axapuil € aBTop U Ha
eAVH NKOHOCTaceH (Pp13 OT Hem3BecTHa pMACKa ITbPKBa, KOMTO e I10-
IPeITHO cMsATaH 3a ppusa oT bpksara ,Cs. Jlyka“*. Herosa e m eana
MaJKa MKOHa Ha cB. AUMNTBpP, HaX0A;IIa Ce B 4eTI0OTO Ha MaHaCTH-

41 Popova 2001: 72-73, c auteparypa.

42 Tlpemsnucsanero gatupa ot 1883 r. u e uspbprreHo or Huxoaa O6pasommcos. Viahova, Geno-
va 1983: 10; Kuyumdzhiev 2015: 213.

43 Tloapobno onmcana y Popova 2001: 101-105.
44 Rilskiyat 2000: 11BeTHO NPUAOXKEHNE.
45 Koeva 2000: 107.

46 3a nero Bux Popova 2001: 137-139, kosTO 10ocoYBa rpemHoTo My oTHacsHe oT M. Enes xbm
UKOHOCTaca oT 1rbpksara ,Cs. Ayka”. ®pussr e ¢ uus. Ne PM III-72.



pa*’, kakTo 1 Apyra ¢ oOpasa Ha eB. /lyKa, TpOM3X0>Kallla BePOATHO
OT e/HOVMMeHHaTa ITbpKBa TPy IIOCTHNUIIaTa*,

Ot HegaTupaHNTe ITPOV3BEAEHN Ha CheKUITHIKA Ha 3axapuif MOHaX
€ M3BeCTeH eAVH alocToACK) $pus, paslpeseleH Ha ABa peja, II0-
CTaBeH BbPXY MKOHOCTaca B IIapakaArnca Ha XpeabosaTa Kyaa®. Tosu
MKOHOCTAC ChbAbP>Ka Pa3ANIHM 10 XPOHOAOIUSI IIPOV3BEAECHNs, pa-
6oTeHN OT pa3AndHM 30rpadu, IIOPasyu KOETO € HEBb3MOXKHO Ja ce
ompeAeAu C TOYHOCT BpeMETO, B KOeTo e KoMILaekroBan™. Criopeg
E. Ilonosa obaue ¢ppussT gaTupa oT HadyaaoTo Ha 90-Te roAnHM Ha
XVIII B.”!, KOeTo e HaITbAHO BB3MOKHO. YacT OT HeTo e 1 pparMeHTLT
c obpasa Ha a1. }Oa, koriTO ce HaMupa AHec B cOupkara Ha HAVIM™.

Broporo My HeaaTupaHO mpousseJeHue ca IJapCcKuTe ABepHU OT Ia-
pakauca ,,Cs. Apxanrean”. E. Ilorosa TouyHo oTOeAasi3Ba CTUAOBUTE
UM IIPUAMKU C ITapckute Asepu oT Koctanmara®. Benako ocranazo,
CBBP3aHO C Te3! ABepH, 0Oade e XUIIOTeTUIHO. TAXHOTO gaTpaHe OT
1786 1. € mOrpeIiHo, Thil KaTo € aBTOMaTUYHO IIPUBHECEHO BLPXY TAX,
BCAeACTBIe CBbP3BaHETO UM C ABeTe MKOHM, MOHTMpPaH! Ha MKOHO-
CTaca B ITapaKAmca, KOUTO ca AaTupanu oT 1786 r., Ho mpuHajae>xar
Ha TpeTu 3orpad, KoiTo oTHOBO He e Xpucro Aumutpos*. Hecuryp-
HO e CBIIO TaKa AaAM Te3!U ABepU ca O1MAM IpesHa3HaueH! 3a TO3U
napakauc. Te Moke ga ce 61am 9acT OT MKOHOCTaca Ha HAKOH OT Ia-
pakaucute B OOHOBeHaTa XpeaboBa IIbPKBa, Thil KaTo € 40CTa ChM-
HUTeAHO NapakanuceT ,CB. ApxaHrean” ga e cblllecTByBaa IO TOBa

47 Vus. Ne PCsOG-11I-113. Aemo, pasmepu 22x17 cm.
48 Uus. No PCpOG-1II-29. demo, pasmepnu 26x21 cM.
49 ®pusbt e nogpobHo onmucan y Popova 2001: 133-134.

50 Enev 1997: 130, 132, ill. 94, aatupa oOHOBsIBaHETO Ha Napakamuca rpes 1784 r. Prashkov 2000:
156, satupa 0OHOBsABaHeTO OT 1792 I., KOETO ChC CUTYPHOCT He € BAPHO.

51 Popova 2001: 137.

52 Gergova, Gatev, Vanev 2012: 25, 77, 192. ®parmenTsT e ¢ uns. Ne 1344, 1. 384, om. 23, pasmepnu
42x45 cm. Cmsra ce, ye rmpousxoxja ot JAosenrpag. O6passr Ha a1. [Oza obaue e HaITbAHO MAeH-
THUYEH C OCTaHAAUTE arlocToAM oT ppusa, a caMysIT ppus AHeC e pa3eleH Ha YacTy, IpU KOeTo
BEPOSITHO e OTAeAeH 1 To3u (pparMeHT. 3anaseHara yacT oT Gppusa, KOATO ce HaMupa B AeIOTO
Ha Puackus manactup (Vus. Ne PCBOG-I1I-274) e ¢ BucounmHa TOUHO 46 €M, KOeTo 0e3CIIOpHO
JoKa3Ba Iponsxola Ha ¢pparmenra. OcTaBa HesCHO Kak Toii e roragHaa 8 HAVIM, a u 3ammo e
3aBe/eH KaTo IIpoM3XoxKJal ot ZlodeHrpag.

53 Popova 2001: 85-87.

54 3a asere ukonu — , Xpucroc Beceaspsxnrea” n ,, boropoauria Eaeyca”, sux Kliment Rilets 1977:
19; Bozhkov 1984: ill. 281; Prashkov 2000: 155; Popova 2001: 85-86; Genova 2012: 36; Gergova, Vanev
2018: 292.
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®@ur. 20. Muaom OOuany, cTeHONIC OT @ur. 21. C. MepKypumit, CTeHOINC OT KOCTHMIIATa Ha
KaToAMKOHa Ha XuaeHzap, Beanamun u 3axapniz, Puackna manacrtup, Bennamun, 1795 1.
1803/4 r. (1o boraanosuh, Hypuh, Meaakosnh) (canmka I'eopru AuHKOB)

BpeMe™. Hail-BeposTHO IapcKuTe ABepu JatupaT HAKbae oT 90-te
roaunau Ha XVIII B.

3axapuii MOHaxX M HETOBUAT CheKUITHMK UMaT IIPOU3BeAeHIs U 13-
BbH Prackusa manactup. Ilopagu auncara Ha Bb3MOXKHOCT 4a ObAaT
IpeACTaBeH! TYK, Te IIje ObAaT 00eKT Ha apyra mmyoaukanys. Cera e
II0-Ba>kKHO Ja 0ObpHeM BHUMaHMe Ha BepcusTa Ha H. MaspoauHos,
crope/, KOATO 3axapuil MOHaX BCBITHOCT e Jaxapuit oT I'aaaTtucra
u Toit e pabotna ¢ Opat cu Bennamun B puackure 1yppksu*®. OTHO-

55 CrpomnreaHaTa UCTOPIS Ha TO3M IapakAuc e xumoreruysa. Biok Kliment Rilets 1977: 19; Enev
1997: ill. 284; Prashkov 2000: 155; Popova 2001: 85-86; Mavrodinov 1957: 28; Kuyumdzhiev 2015: 69-70;
Gergova, Vanev 2018: 291.

56 Mavrodinov 1947: 16; Mavrodinov 1957: 63. Cpioro y Pandurski 1970: 46.
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IIIeHNeTO KbM Ta3U XMUIIOTe3a B HalllaTa AuTepaTypa e KpalfHO Hera-
TUBHO, HO TOBa Ce Ab/AXKM Ha HEIIOAXOASAIINS CTUAOB I1apaslea, Ipu-
BedeH oT H. MaBpoauHOB”, Ha OOBbpKBaHETO Ha IIPOM3BeAeHIATa Ha
3axapuit MOHaX U HETOBIs CheKUITHUK € Te3V Ha XpucTo AMMuTpOos,
a OTTaM U Ha cAa0usl MHTepec KbM caMIsl 3axapuil MOHaX, ThII KaTo
DOAIMHCTBOTO aBTOPU IIpyUeMaT allpMOpH, Ye TOBa BCBITHOCT € 30-
rpadwT OT I'aszarucra, ynnto ukonn ot 1791 r. ce nosBsBaT Ha'bA-
HO UHIIUAEHTHO B Puackus maHactup®. Ako obaue mmprueMeM TOBa
naeHTuguIMpaHe, 61 CTaHAA0 UBKAIOYUTEAHO AE€CHO Aa OTKpUEM
JIMeTO Ha HeTOBUsI CheKUITHUK, ThI KaTo I10 TOBa BpeMe TOJ MOXe 4a
e pabotna eanHcTBeHO ¢ Opat cu Bennamun. [Togo6Ha Tesa otrosap:
U310 U Ha OTOeAs3aHaTa II0-Tope CTIA0Ba 0AM30CT MeXAY ABaMa-
Ta 30rpadpu 1 U3I0A3BaHETO Ha MHOKeCTBO eAHaKBU MKOHOTpadCKI
MOJeAn, KOMTO TOBOPAT 3a OO0 MACTO Ha oOyueHne. OTropaps 1 Ha
CBHeKUITHOCTTa M, AeMOHCTpHUpaHa B puackute nametHuun. Ho ga
ce cM:ATa, ye ToBa e 3axapuii oT 'aaaTucra, e TpyAHO AOKa3yemo, Thi
KaTo He ca M3BECTHM HEerOBM CaMOCTOATeAHM IPOU3BEeAeHMs, C KOU-
TO Ja ce CpaBHAT Te3u OT Puackus MaHacTup, 3aIJ0TO BCUYKUTE MY
IIO3HATM TBOPOM ca U3ITbAHEHU CHBMECTHO C Opat My Benmamun n/
AU C Y90 My Makapuii, ¢ KOTOTO pabOTI 40 HeroBaTa CMBPT IIpe3
1814 1. OcBeH TOBa B 00IMTe UM paboTu caed HadaaoTo Ha XIX B.
AVYY pa3ANdeH CTIUA, KOAOPUT U Madeorpaduis, KOMTO KaTo 115140 He
CHOTBETCTBAT Ha HUTO eAVH OT ABaMara puACKu sorpadu. Pasamans
ce OTKpMBAT U MeXAy IIpOu3BeAeHMATa Ha aHOHUMHMSA 30rpad OT

57 Caea xaTo MaBpoauHOB 0TOeAs13Ba, ye I1apaleA 3a TsAXHaTa paboTa B MaHACTUPa Ca CTeHOIIN-
cute B mapakanca ,Cs. Woan ITpeareua” B manactupa VBupon, gatupamm ot 1815 1., a Tosa e
KaTeropMyYHO OTXBbpAeHO oT A. Bacuanes (Mavrodinov 1957: 63; Vasiliev 1965: 537), B caeapamiata
AuTepatypa ce IIUTUpPa HAaITbAHO HaM3YCT MHeHHeTO Ha Bacmames, 6es da ce HarrpaBM Kakpa-
TO 1 Aa OMA0 IpoBepKa Ha Ta3yl XUIIOTe3a C APYIM ITaMeTHMIM, paboTeHy oT 3orpadure. Biok
Prashkov, Sharenkov 1987: 48; Enev 1997: 166, 170; Popova 2001: 84; Genova 1996: 314. Bebminoct
A. Bacnanes oTXBbpAs Ta3u Te3a I10Opajy HEIIO3HaBaHe Ha CBETOIOPCKUTE ITaMETHUIIN U 30Tpa-
u, xaTo 06BpKBa HanpuMep BennamuH ¢ Herosy: chuMeHHMK Bernamua Konrtpaxic, paboTna
rpe3 Bropara noaosuHa Ha XIX B. man Makapwmii I, ¢ veroust naemennux Maxapuii 11 Buox
Vasiliev 1965: 537.

58 ITpobaemsT ¢ uaeHTHUIPAHETO Ha 3axapuil MOHaX € CePUO3eH, Thil KaTo aBTOPUTE, M-
ILIeIY 3a HEeTo, YeCTO CMEeHAT MHeHMeTo cu. Ye ToBa He e 3axapuii ot ['azaTicra, a apyr 3orpad,
ce cmsra y Vasiliev 1965: 537-538, Popova 2001: 84; ye ToBa e 3axapuii ot ['asarucra ce cmsTa y
Vasiliev 1962: 482, Mavrodinov 1957: 63; Bozhkov, Vasiliev 1981: 102; Bozhkov 1994: 225; Popovska-
Korobar 2006: 292; Moutafov et al. 2008: 77; Gergova, Gatev, Vanev 2012: 25; Prashkov, Sharenkov 1987:
47-48; Enev 1994: 169-170. I'ppuxnre mmyGAnKanmm, B KOUTO ce CIIOMeHaBaT HETOBITe IIOAIIMCAHU
ukoHy ot 1791 r., nuTHpaTt eAMHCTBeHO ObArapcKaTa AUTepaTypa, B KOSATO ce TBLPAY, Ye TOBa e
3axapwmit ot I'aaarucra, 6e3 4a ro nogaarar Ha cbMHenue. Buox Paraskeva 2010: 97; Drakopoulou
2010: 290.

59 Papaggelos 1998: 253-272; Drakopoulou 2010: 288-290.
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Puackus MaHacTup 1 HO3HATHUTe CaMOCTOsTeAHN paboTu Ha Benna-
MMH, BBIIPEKI Ye, peaaHo, TaK/Ba ca M3BeCTHU Yak oT 20-Te roguHu
Ha XIX B. HaTaTbK, a ToBa 1 otgeas ¢ 30 g0 40 roanHy, 3a KOUTO ca
BBb3MOXKHU, a ¥ HeM30eKHM I10-CePUO3HN IIPOMEHM B CTAa Ha 30-
rpadpa. Ho Hanmpumep B creHommcute ot napakauca , Cs. Auapeir”
Ha MaHacTupa BaTomeg, pabotenn ot raaaTucTkuTe MacTopu mIpes
1798 r., Bce omme [CHO ce pa3anyaBa XapaKTePHUAT CTUA Ha 3axapuii
MOHaX J HETOBISI CbeKUITHUK OT Prackust manactup®. B creHonmcu-
Te oT XnuaeHaapckus KaToAnKoH ot 1803/4 r. obaue HacThIIBa IPOMSI-
Ha B CTMAa UM Ha pabora. TaM Bce ollle MMa OT4eAHU AeTailau, KOU-
TO HAaITOMHSIT 3a CTMAa Ha ABaMara 3orpadu, BBIIPeKN de pa3AuKuTe
Bede CbIO ca Haauue. Hanpumep o6passT Ha Muaom O6uany ot
XuaeHaap e 40CTaThbyHO cXO4eH ¢ oOpasa Ha cB. MepKypuii oT pua-
CKaTa KOCTHMIIQ, a ce 400AM>KaBa U 40 IPOMU3BeAeHMsATa Ha daxapuil
MOHax, HO I10-BIleyaTAsBallla e IpuAMKaTa Ha pblieTe Ha e4UH aHTea
OT HeOeCHOTO BOMHCTBO, 1300pa3eH B X1AeHAAPCKUs KaTOAUKOH U
cB. EBcTpaTnit ot puackara koctHuna. IIpu 3axsamjanero Ha pbpKarta
U B ABaTa cAydvas ce IIOsBsiBa 0COOEHO XapaKTepHOTO M300pa3sBaHe
Ha A/aHTa, CsKalll pa3jeleHa Ha ABe JacTy, oOXBalllaIliu IIpeaMeTa,
KOMTO AbpXU pbKara. To3u getaiia e onpeaeasdin 3a pa60TaTa Ha
BennaMuH 1 IpucChCTBa B pa3ANIHY 0Opasy KaKTo OT meAus Puacku
MaHacTUp, Taka ¥ OT XMAeHAapCKIs KaTOAUKOH. ITopaau ToBa Tps10-
Ba Ja IpuemeM, de ,puackure” sorpadu ca 3axapuit u Bennamun
ot 'aaatncra, mperbpriean obaue cepuosHa MeTamMmop¢o3a B CTuAa
U M30CTaBUAM HAKOU OT XapaKTepHUTe 3a TsAX Oeaes3u caes paboTa-
Ta UM B XMA€HAAPCKUs KaTOAUKOH. TaM Te pabOTAT BbPXy IO-CTap
caon ot XIV B., caeaBaliky U3MCKBaHIATa Ha KTUTOPUTE Ja ce 3alla-
34T UKOHOTpadusATa Ha clleHuTe 1 oOpasute®, a HabAIOAeHUATa UM
BBbPXY Ta3M >KMBOIINC, 3aCBUAETEACTBAHN 1 B Cepusl pUCYHKM Ha Be-
HIaMIH®, HECBMHEHO Ce OTpa3sABaT BbPXY CTIAa UM Ha paboTa KaTo
MaHIep Ha plCyBaHe, UKOHOrpaCKI MOJeAN U 1IBeTHOCT®. 3aToBa,

60 Marocrpanun ot creHonente K y Paraskeva 2010: 103, euc. 53-54 u Kyriakoudis 2001: 166.
3a nameTHuKa BuK Papaggelos 1998: 257, 268.

61 Markovi¢ 1998: 221; Makuljevi¢ 2013: 177.

62 IloTBbprKAeHMe 3a TeXHI MHTepeC KbM Cpe HOBEKOBHATA XIAeHAAPCKa XMBOIIIC Ca TI0ATO-
TBUTEAHUTE PUCYHKU Ha BeHnamuH, KOUTO TOii € IIpaByA OT XMAEHAAPCKUTE CTEHOIMCU U Te3U
ot IlporaToH, cmsATaHU 110 OHOBa BpeMe 3a Aeao Ha [lanceannoc. Tosa e u3pmano oTdeas3aHo
omie ot I1. Ycrencky, KoiTo e BUASA Te3u KOIMPaHU OT CTeHOIMCUTe PUCYHKY IIPU MTOCeIeHN-
eto cu Ha CseTa ropa mpe3 1845 r. Biok Uspenskiy 1892: 423. Pucynkure, Kouto ca 65 Ha 6poii, ce
IIPUITICBAT Ha CAeABaIloTo IoKoAeHue 3orpadu ot laaarucra. Biex Vassilaki 2015: 29.

63 3a crenormcute uM B XuAeHAapCKys KaTOAMKOH BYDK DZamic¢ 2012: 191-206, Tyk ce r1ocousa



3amouBaiiku oT XumaeHjap-
CKMsI KaTOAMKOH HaTaTbK,
B IIPOADbAYKEHNE Ha ABe Ae-
ceTuAeTus IpgAara ooOIla
IpOAYKIMS Ha ABaMaTa
sorpadu ot 'asatucra mie
OTroBapsI KaTo >KMBOIINC Ha
ChbBCEM APYTU pasOupaHusl
OT Te3U B PUACKUTE IIbPK-
Bu®. Tloa BausHMe Ha MO-
aeaute ot XIV B. u pabo-
TEeVIKII ChBMECTHO ChC CBOSI
yryo Makapnii, ce mpome-
HAT ¥ UKOHOTpapCKUTe UM
MOJeAMN, IIO3UTe U KeCTo-
BeTe Ha CBETLINTE, a AOPU
M M3IIMCBAHETO Ha HaAIIM-
cute. Taka ce mosBsBaAT U
CBIIIeCTBeHNTe PasAUKU B
CTHAa UM B ITO-KbCHUTE I1a-
METHUIIN, KOUTO ca pealeH
¢daxt® u gaBar OcHOBaHUE

u y‘laCTI/IeTO Ha 4YM40 UM MaKapm?[ B
[O-TOAsIMAaTa 4YacT OT WU3IIMCBAHETO.
Bk cpimo Makuljevicé 2013: 161-203.

64 Tlperaes Ha mpousBejeHMATa UM
y Papaggelos 1998: 253-272; Paraskeva
2010; DZamicé 2012: 191-206.

65 Bx nanpumep Tsigaras 2004: 20,
KBAETO € ITIOKa3aHO SCHO BAVSHUETO
Ha cTMAa Ha creHorumcute oT IIpora-
TOH BBPXY TBOPYECTBOTO Ha Benma-
MuH. B auTeparypata e 400pe ussect-
Ha M Te3aTa 3a IIPOMsAHA Ha CTHJAa Ha
aTeamero or Oamsoct ¢ Emmpckara
mKOoAa B paHHI/ITe npom33e4eHI/m A0
oOpbIIiaHe KbM MOHYMEHTAaAHUS CTUA
ot IlporaTon. Bk Papaggelos 1998a:
302; Paraskeva 2010: 69. Mssopure
CBINO IO TIOTBBPKAABAT, THII KaTo A.
Mypasbop 0TOeAs3Ba HAAMYMETO Ha
aTeane Ha CBeTa Topa B cpejara Ha
XIX B., B KOETO BCe olIfe ce cAeABa Tpa-
AunusiTa, 3aa0keHa ot IlaHceanHoc.
Murav’yev 1851: 165.

Patterns. Models. Drawings

@ur. 22. AHres, CTeHOIIUC OT KaTOAMKOHa Ha X1AeHAap,
Bennamun n 3axapuit, 1803/4 r. (cuumka Henag Makyaesira)
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@ur. 23. Cp. EpcTpaTniit, cTeHOINC OT KOCTHMIIATa Ha Prackust
manactup, Bennamus, 1795 r. (cuumxa leopru /lMHKOB)
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Ha A. Bacuanes ga cMm:ATa, 4e pUACKNATE IIaMETHUIIM He MOXe Ja ca
M3IMCaHM OT ABaMara Oparts oT I'aaaTncra, ako Te ce cpaBHsBAT ChC
CTEHOIINCUTE OT UBepcKus napaxkanc (1815)%.

Cpbp3BaHeTO Ha pUACKUTE ITaMeTHMIM C paboTaTa Ha 3axapuil u
Benmammn He mpoTuBOpedn Ha M3BeCTHaTa UMM Jocera IPOAYKIIN,
a Jaxke ce BIIMCBa XPOHOAOTMYHO B Hes. Brripeku ue mMero Ha Be-
HIaMIH e 3aCBIAeTeACTBaHO Ollle IIpY HaeMaHeTo Ha CBeToropckara
KIAMA 3ae4HO ¢ ynyo My Makapwuit mpes 1785 r. Herosu TBopOuM He ca
u3BecTHN yak 40 1798 r., koraTo 3aeaHO c OpaT cu 3axapuil U Y140
cn Makapuit pabotaT creHonucute oT napakamca ,Cs. Anapeit” B
MmaHactupa Barorea®. Haii-pannara mssectHa pa®orta Ha 3axapuit
ITbK CTaBaT CTEHOIMCUTe OT Haoca Ha mapakauca ,Cs. Aumurbp”
U TpUTe MKOHM OT TamoImHu:A ukoHocrac (1797). Caeapammnre um
nponssedeHnst Ha CpeTta ropa ca Bedye B XMAeHAAPCKUs KaTOAUKOH
ot 1803 r. HaTaTbK. Taka puackuTe maMeTHUIIM AOITbABAT TAXHATa
npoayxmust pes 90-te roanunu vHa XVIII B., kato gopn 1797/98 1. ns-
raexxaaT HaIl'bAHO AOTMYHO HaTOBapeHM, Thil KaTo rnpes 1797 r. 3axa-
puii M3IIMCBa caMO Haoca Ha napaxkauca , Cs. AuMutbp”, ocTaBsaiiku
IIpUTBOPaA Ha APYT 30rpad, sIBHO, 3a Aa Ce BKAIOUM B paboTaTa Haj
CTEeHOIINICUTe BB BaToIleAckus mnapaxanuc ,Cs. AHApeir”, KOUTO ca
3apppIieHy npes 1798 r. A omie comiara 1798 r., Moxke 61 4opu mpe-
AU Aa ObaaT OKOHYATEAHO 3aBbPIIEeH! Te3) CTeHOINICU U BepOsITHO
IO CIIeIlTHa ITOKaHa, TOJ 3aeAHO ChC CBOsI OpaT 3ar1o4Ba M3MICBaHETO
Ha CTeHOIIMCUTe B puAcKara Irbpksa ,,CB. /lyka”, KOUTO ca 3aBbplile-
HU Ha caeaBarrarta 1799 r.

Hosata nagopmarns, n3HeceHa AOTYK, € IIpeKaleHo OOLINPHA, a U
OTYacTM HeIrbAHa, 3a Aa MOXKe OIlle Ha TO3M eTall Aa Ce M3SICHST U
IpUYMHATE 3a IIOsBaTa Ha IIpoMU3BeAeHNsATa Ha Marictopute ot I'a-
Aatucrta B Puackus manactup u pernosa okoao CaMoKoB. 3acera 13-
r1ex/a HeCbMHEHa eAVHCTBEHO POAsATa Ha CaMOKOBCKMS MUTPOIIO-
ant Ouaorent®®. SIBHO TOI He caMO e BB3IIUTaHNK Ha CBETOTOPCKIUTE
MaHacCTUPU, HO MOAABP>Ka KOHTAKT C TAX, 04arogapeHne Ha KOWTO
CTaBa Bb3MOJXKHa I10sIBaTa Ha IIPOM3BeA€HIsI OT CBETOTOPCKI MaliCTO-

66 Vasiliev 1965: 537-538.
67 Papaggelos 1998: 298-300, Kyriakoudis 2001: 161.

68 3a Hero Bux Semerdzhiev 1913: 19; Temelski 2000: 172-175; Genova 2006: 143-148; Toii e ktutop
U Ha CTpOeXa Ha HOBIMSA KaTOAMKOH B cBeToropckus MaHactup Kcemodonr 1819-1836 r. Bk
Uspenskiy 1880: 39-40.



pu B Puackus manactup n pernona. PeasanaTta nmpuunHa 3a ToBa On
Tps16Bal0 Aa e KTUTOPCKaTa 4eTHOCT Ha CAMOKOBCKIISI MUTPOIIOANT,
110/ YVATO ervja ce Bb30OHOBsIBAa He caMO MMTpomoAnTCKaTa IrbpK-
Ba B CaMOKOB, HO e IIpeyCTpOeHa U IIpeu3IicaHa crapara Xpeabosa
I'bpKBa B Puackist MaHacTup, KakTo 1 KocTHuIara®.

TeopOute Ha 3orpadpure ot I'azatncra B Pumackms manactup n Ca-
MOKOB 3alIlbABaT CbIIeCTBeHa IIpa3HIHa 10 OTHOIIIeHNe Ha TAXHOTO
paHHO TBOpuecTBO. HecbMHeHO B Obgelrie KbM TiX Ije ObaaT HpU-
OapeHn oIlle ImpuMepy OT paboTaTa MM B perMoHa, a ¥ M300IIO B
ObarapckuTe 3eMi, ThII KaTO MMa peAulia MKOHM, CbhXpaHsBaHU B
pPa3ANIHM ITbPKBU U My3elIHU COMPKM, KOUTO OMXa MOTAU Aa UM ce
npunmmar. A BCMYKO TOBa I1ie Obae HeOOXOAMMO He caMo 3a Ja ce
peabuANTIIpa TAXHOTO MPUCHCTBUE Y HAC, HO 1 3a Aa 4001eM 1o-pe-
aJHa IIpejcTaBa 3a IIpoljecuTe U CLOUTUATA B PeAUTVIO3HOTO HU M3-
KycTBO Ha rpanunara Mexxay XVIII n XIX B.

69 Tloapobuo Bux y Kuyumdzhiev 2015: 64-65, c auteparypa.
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Icons and Mural Paintings
of Athonite Icon Painters in Rila Monastrey
from the End of the 18" Century

Alexander Kuyumdzhiev
Z:f A~ xi,\ O

Due to fabled accounts as well as numerous incorrect attributions, it has been per-
ceived for decades in Bulgarian scholarship that several frescoes and icons from the
Rila Monastery were created by the Samokov painter Hristo Dimitrov. In fact, they
were made by the Athonite masters Zacharius and Veniamin of Galatista. The fres-
coes in question are those in the old Krelio’s church (1794), in the cemetery church in
the Rila monastery (1795), in the chapel of St Demetrios in the monastery of Zograf
(1797) and in the church of St Luke in the Rila Monastery (1798-1799), as well as a
great number of icons dating back to the last decade of the 18" century. The attribu-
tion of these works to the masters from Galatista not only rehabilitates their presence
in the Rila Monastery but also filled a substantial gap in their early professional
biography.

Limiting the number of paintings created by Hristo Dimitrov leads to the need for
his entire work to be fundamentally revised. The advent of new themes and models
in our National Revival art must be connected directly with the production of the
Athonite icon painters in Bulgaria and not with the Samokov painting school.

Undoubtedly, in the future, more examples of the work of the masters from Galatista
in the Bulgarian lands will be added, as there are a number of icons stored in differ-
ent churches and museum collections that could be attributed to them. All this will
be necessary not only to fully rehabilitate their presence in Bulgaria but also to gain a
more realistic picture of the processes and events in our religious art at the boundary
between the 18" and the 19" century.



A Sailboat Sketch:

Dating a Constructive Phase
of the Old Cemetery Chapel
of Pantokrator Monastery,
Mount Athos

Phaidon Hadjiantoniou

Abstract: Raised on an older building, the mid-14" century Pantokrator monastery,
founded by two brothers Byzantine aristocrats, was extended in 15" — 16™ century in
expenses of Romanian donors.

Dedicated to St Athanasius the Athonite, the old cemetery chapel is a modestly sized
two-room building located out of the monastery. Several 11" — 12" century marble
constructive and decorative members are embedded in the masonry, while on the
interior wall, over the entrance, a 16" century sailboat pencil sketch is dating in the
same period the last important constructive phase of the narthex” pavement.

Key words: Athanasius, Comnenian, Konstosephanos, Barbul, Stana, Totrusanu,
Wallachian

Pantokrator monastery (Fig. 1) was founded probably shortly before
1357, and the katholikon was inaugurated in 1362/63. Two brothers,
Alexius and John, Byzantine officials, most probably members of the
noble Kontostephanos family related by blood to the royal family,

1 Phaidon Hadjiantoniou is an Architect Restorer; employee of the KEDAK/Centre for the Preservation
of Mount Athos Heritage, Ministry of Macedonia & Thrace (1983-2012); employee of DABMM/Direction
of Restoration of Byzantine & Post-Byzantine Monuments, Ministry of Culture (1987-1990); member of
CHAE/Christian Archaeological Society; free scientific associate and exhibition curator of Agioritiki Estia/
Mount Athos Center.
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Fig. 1. Pantokrator monastery from SW (Ph.H., 2018)

were the founders?. While Alexius was killed in 1369 defending the
island of Thasos from the Turks, his brother John, after the death of
his wife, retired to Pantokrator, where he became a monk named Io-
annikios, and died shortly before May 1387.

The original monastery’s area was about the half of the present’, yet
the building complex was a major constructive project at the time,
including port facilities and the aqueduct.

Recently research during the restoration work at Pantokrator, has re-
vealed remnants of an earlier building phase that precedes by nearly

2 The aristocratic Byzantine family Kontostephanos, active in the 10" - 15" centuries, enjoyed
great prominence through its intermarriage with the Komnenian dynasty in the 12* century, and
the Doukas dynasty in the 13" century. The founders of Pantokrator, brothers Alexius and John,
were related by blood and marriage to the Palaeologus dynasty (Actes 1991: 11-12 & 94; Pardos
1998: 40).

3 Vlachos 1903: 226; Paschalidis 2005: 51; Hadjiantoniou 2006: 91; Hadjiantoniou 2012: 542-602.
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Fig. 2. Topographic plan (Paul Mylonas, 2000)

two centuries the 14" century monastery*. On the other hand, seve-
ral marble architectural fragments of 11— 12 century of unknown
origin are to be found embedded in second use in various buildings
of the complex, and others stored in the basement of the great tow-
er of the Ascension®. Thus, the unlikely local tradition, according to
which the monastery was founded in the Comnenian era®, now ac-
quires a different content.

4 Hadjiantoniou 2009.
5 Kapsoudas 2017: 83-84.
6 Smyrnakis 1988; Euthymios 1986.

441
Patterns. Models. Drawings \\,.



442 )1

The present form of Pantokrator has come through successive chan-
ges and extensions that took place over a long period of seven centu-
ries, up to the mid-20* century. However, the most important event
in the building history of the Monastery, after its foundation, is the
extension of the original enclosure to the south, which gave the com-
plex its present area, about twice as much as the original, in the sec-
ond half of the 15" century. This extension, i.e., the buildings of the
southern part of the west wing, as well as the southern part of the east
wing, and the entire south wing, changed in volume, use and aspect
in the following 16" century (Fig. 2). The construction works of the
15" and 16" centuries were entirely made in expenses of Romanian
rulers and senior officials. Their names are to be found written in the
“parresia”, a wooden board kept in the sanctuary of the katholikon,
on which all the names of donors of the monastery are written, and
mentioned in the liturgy.

The old cemetery chapel, dedicated to St Athanasius the Athonite,
stands on a steep cliff overlooking the sea, outside the southeast cor-
ner of the monastery’s enclosure. It is a simple building with dou-
ble-sloped roof, rectangular in plan, and developed at two levels, the
ground floor being divided into two rooms: the nave with the sanc-
tuary; and a smaller narthex. On the lower level the two-lobe ossuary
corresponds to the nave and sanctuary of the ground floor (Fig. 4),
without extending beneath the narthex (Fig. 5). The chapel has no
wall painting decoration.

The local tradition has it that St Athanasius is the original cemetery
chapel founded together with Pantokrator. But here, as in many cases
in the rest of the monastery, the existing marble architectural mem-
bers are of the 11— 12 century’.

St Athanasius ceased to be used as a cemetery chapel when a land-
slide, probably caused by the strong 1765 earthquake®, dragged
down the cliff the graves that existed before the entrance of the chap-
el, as seen in a 1779 engraving’ (Fig. 3). We can reasonably assume

7 One column and the architrave of the iconostasis; and the pillar of a two-mullioned window
on the south wall.

8 The 6,8 Richter scale strong earthquake of 1765 seems that caused lots of damage in Pantokra-
tor, and this should have been the reason that large-scale renovation work has been done in many
buildings over the 1770s.

9 Papastratou 1986 (I): 27. In 1771 a new cemetery chapel was founded, northwest of the monastery.



Fig. 3. Parthenios 1779 engraving (Parthenios Monk, detail)
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Fig. 4. St Athanasius the Athonite cemetery chapel
(with rehabilitation proposal of the 11* — 12* centu-
ry marble iconostasis). Cross section (Ph.H., 2018)

Fig. 5. Longitudinal section (Ph.H., 2018)
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that a major overhaul took place then
in the chapel of St Athanasius, but
rather of a humble character. It is
likely that since then the removing
of valuable architectural members
and building materials has begun, in
order to be reused elsewhere. Thus,
marble pieces of the old iconostasis’
lost columns were located at various
parts of the monastery, in the refec-
tory and in the basement of the tow-
er, as well as fixed in the piers of the
harbor, the latter being used as piles
to tie the boats.

During recent work, three sections in
as many parts of the existing stone
pavement in the nave brought to
light three previous floors, of which
the oldest being ca. 40 cm lower. In
the northwest corner of the nave, a
big stone slab was discovered in situ,
used to close an opening to the orig-
inal pavement, where after exhuma-
tion the bones of dead monks were
dropped beneath, to the ossuary.

In the late 1970s, a large-scale repair-
ing of the chapel was made, including
new cement plastering on both the
interior and the external wall surface,
as well as the replacing of the roof. A
number of the stone slabs of the pave-
ment in the nave was also removed,
probably in search of an older pos-
sibly decorated pavement beneath.
Obviously, this was not verified, and
the stone slabs were repositioned in
place, without any further investiga-
tion into the underlying constructive
phases of the floor (Fig. 6).



In the interior of the narthex, the old plastering had been replaced,
while the stone slabs of the pavement were not removed at all, since
probably due to the slope of the ground, interesting constructive
finds were not expected (Fig. 7).

But when the old plastering was removed', on a piece of a preexist-
ing plaster over the entrance on the west wall, a sailboat sketch made
with pencil was discovered, and kept visible. Initially the sketch
would be likely covered by a stone plate, maybe a founding inscrip-
tion, which had been removed previously, at an unknown time.

It is a naive sketch made by someone who knew well how the boats
of his time were made (Fig. 9). The boat has one big central bar with
three big square sails, and two smaller bars, at the bow and at the
stern, with triangular sails'. The stern balcony is strongly elevated
with the railing that runs all around the poop, as it does at the lower
part of the craft. Perched on the rear end of the stern an oversized flag
is waving, and underneath a huge emphasized rudder' is sketched.

Who made this wall sketch (graffiti) apparently had intension to re-
alistically depict a galleon. Indeed, a remarkable similarity is to be
noted between the depicted wall sketch and a 16™ century galleon,
as is evident by comparing the former with the graphical representa-
tion of the vessel of the Dutch East India Company which appears in
a 1597 image (Fig. 10); or with a smaller boat of a relative type of
vessels, i.e. a pirate mystico of the same period™.

This wall sketch is thought to dating the last important constructive
phase of the narthex including the pavement, the latter having re-
mained untouched in the last centuries, even after the 1765 earth-
quake.

During restoration work, still in progress, sections were made in
the narthex, and human bones appeared being scattered under the

10 In the mid-1970s?
11 Vele latine, in Greek Aativia; the triangular sail at the bow is flocco, in Greek @Adxoc.

12 Rudder, in Greek mndaAio: a flat blade of wood at the back of a sailboat, moved from side to
side in order to control the direction of navigation.

13 Landstrom 1969: 108-109 (fig. 237).
14 According to Panayotis Sofikitis, researcher of ancient and medieval ships and model con-

structor, our wall sketch might represent a smaller type of galleon, and more flexible in opera-
tion, known as mistico (Greek yaAidovt pooturo), very often preferred by pirates.
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Fig. 6. Plan of the ground floor (Panos
Theodoridis, 1975/76)

pavement, already inside the
pure lime plaster of the floor
stone slabs. We realized that
the bones came from exhuma-
tion and were transported to
the point, placed shuffled and
irregularly scraped. And they
belonged to more individuals.
The research focused on the
part of the floor along the north
wall of the narthex, in an area
2,30x0,80 m., and up to a depth
of 45-60 cm, that is up to the
natural rock on which the chap-
el is built. A considerable quan-
tity of human bones of at least
5 replaced individuals® came to
light right under the pavement
of the narthex.

At the bottom of the section,
another unexpected finding ap-
peared: on the west end of the
section three paves lying re-
moved indicate the existence of
an old burial of a monk (Fig. 8),
emptied before the space was
filled with the overlying earth
and bones of the exhumation
that followed. The grave consists
of a simple elongated hole irreg-
ularly dug on the natural rock.

With further investigation carried out in the rest of the floor, more ex-
humation bones and earth came to light in an area 2,30x0,80 m., along
the south wall of the narthex, having filled up another old grave, dug
on the natural rock in a similar manner to the grave of the north side*®.

15 Five mandibles, i.e. lower jaws, were collected.

16 Unlikely to the north grave, no paves to indicate a monk’s burial were found in the bottom of

the west part of this grave.



"

Fig. 7. Narthex pavement (Tomasz Moscicki, 2017)

Fig. 8. Narthex north
grave (Ph.H., 2019)
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Fig. 9. Narthex 16" c. sailboat pencil sketch (2018)

The space between the two graves', consists of the natural rock coat-
ed with a thin layer of pure lime, under a 4-5 cm. thick hard soil sub-
strate. The latter, on the area over the graves gives its place to a lime
mortar layer of the same thickness.

By examining the materials and the construction of the substructure
of the narthex paving, we conclude that this stone floor was not re-
moved during the 1970s large scale repairing of the chapel. Thus,
the stone slab pavement in the narthex replaced the older pavement,
right after the exhumed remains of a number of individuals were
transported and placed scrambled, filling up the preexisting graves,
but also aligning the floor level for the final placement of the existing
stone paving®.

17 About 1,70 m. of width in a total of 3,30 m. that is the narthex’ width.

18 According to oral testimony of architect Panos Theodoridis (interview 27.7.2019), when in
1974/75 he made an exploratory autopsy in the chapel and worked out few architectural sketches,
no renovation work had yet been done on the building.

19 Few bones were found on the edge of both graves, within the mortar of fixing the stone paving.



As a result of this research, we contacted the “Demokritos” Archae-
ometry Laboratory at Athens, in order to radiodating samples of the
bones, and also make DNA testing. Following the instructions, we
collected the bones and wrapped them in aluminium foil, in order
to be safely transported to the laboratory and avoid any contact with
modern organic elements that would alter the test results®.

In the meantime, research continues and a question was promptly
raised: Why these bones had not been placed together with the rest
of the bones in the ossuary underneath the nave, at the lower level
of the chapel, together with the rest of the dead monks? The answer
might be that they do not belong to monks but to laymen related to
donor activities in the monastery.

Our thought goes to Wallachian high official Barbul, who is men-
tioned along with his wife, Stana, as the most important 16" century
donors of the monastery. A number of theories have been formulated
around the identity of Barbul, without some of them prevailing so
far, nor is there any unanimity as to the projects he funded. However,
Barbul is reported to be associated with the fortification of Pantokra-
tor, namely the renovation of some of the towers?; or the fortification
of the precinct wall*. There are scholars, such as P. Nasturel, who as-
sume that Barbul might be the noble Moldovan Gabriel Totrusanu?®,
who financed in 1536/37 the construction of a water supply project for
the monastery, and all confusion came from misspoken his name*.

Barskij says that Barbul, together with his three sons, apart from the
works inside the monastery, “he also made a konaki out of the mo-
nastery and died there”®. Chryssochoidis understands the word ko-
naki as a “guesthouse”; and Gabriel Millet gives the word konaki the
designation “hotellerie”?.

20 Any results from St Athanasius’ chapel are not available yet.

21 Hadjiantoniou 2012: 554. The renovation of a tower is mentioned by John Covel (1677) in:
Chryssochoidis 2000: 29; for a bibliographical reference to J. Covel, see Husluck in Doens 2001.

22 John Komnenos (1701) says that «[...] «uéyac AoyoBétng o MmdoumovAoc» renovated the
fortified precinct («e£dkaotoov»), which in several parts was ruined due to aging” (Kommnenos
1984: 73); Hadjiantoniou 2012: 554.

23 Note that in the “parresia” the names of Barbul and Stana are written in the column of the
Wallachian donors.

24 Nasturel 1986: 163-164. Chryssochoidis 2000: 29 and note 24.
25 Barski 2009: 385.
26 Millet 1904: 51.

[ 449
Q©



450

s"l: [
e

Fig. 10. Image of a 1597 galleon (Bjorn Landstrém, 1969)

If this is the case, it is thought to be one of the currently ruined houses
in the harbor, which in a 1726 depiction of the monastery is declared
as a “sea hotel”?.

Ph.H. Photos and drafts by Phaidon Hadjiantoniou.

27 In the 1726 painting kept in the Bodleian Library, Oxford, the building is identified as
BaAattiov Eevodoyeiov, seaside hotel.
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PyucyHkaTa Ha egVH KOpa0 KaTO MHCTPYMEHT 3a
AaTVpaHe Ha cTapus norpedaieH Iapakanc Ha
MmaHactupa IlanrokpaTop, CBeta ropa

Qedon Xadsuanmonuy
Z;‘J\‘- 7 T (P

i

Manactupst [lanTOKpaTOp € OcCHOBaH MaaKo mpeAu 1357 . ot 6patsra Aae-
Keuit u VloaH, MpOM3XOXAAIY Hali-BePOSTHO OT apUCTOKPAaTHMYHOTO Ce-
Meiictso Ha Kongocredanurte, pogunnn Ha ITaseoaosute, HO 1 BBB Bpb3Ka
¢ anHactuATa Ha Komunnure. Ilo Bpeme Ha pecraspaniioHHu paboTu IIpe3
rocJaejHNTe IeTHajeceT TOAMHHU B IIOA3eMUsATa Ha MaHaCTHpa ce OTKpUXa
pyuHH OT 1o-ctapa crpaga. [laomra, saemana ot manactupa IlanTokpaTop
AHec, e ITIOCTUTHATa Ype3 yABOsABaHe Ha ITbpBOHaYaAHM 00eM, 4aTupall] OT
XIV B., c pasimupeHye Ha IOT Ha apXUTEeKTyPHIUsI KOMILAeKC KbM Kpas Ha XV
u Havaaoto Ha XVI B. cbc cloMOIIeCTBYBaTeACTBOTO Ha BUCIIN PYMBHCKA
caHOBHUIIN. VI3BBH IOTOM3TOYHMA Kpall Ha MaHaCTUPa, BLPXY e4Ha CTP'bMHa
CKa/la, HaABeceHa Haj, MOpeTO, e MapaKAMUChT Ha CB. ATaHacuil ATOHCKI,
1AU CIIpsTaHNs 3a IIorpebajeH XpaM Ha MaHacTipa, KbaeTo ce HabAro4aBat
eszeMeHTH oT apxutektypara Ha Komunuosus nepuog (XI-XII B.). Crpasara
ce pa3BuBa Ha JBe HIBa, KaTO TOPHOTO OOXBallla HapTeKca 1 Haoca, A0KaTo
AByKaMepHaTa KOCTHMIIA 3aeMa AOAHIS eTak, IIPOCTHpaIll ce I10/4 Haoca.
Pucynkara ¢ moaus Ha eauH kopab ot XVI B, KoATO ce BUDKAA Haj IeH-
Tpa/AHIsA BXOJ, Ha ITbpKBaTa BbPXy CTapaTa Ma3lAKa Ha BbTpeIlHaTa CTeHa
Ha HapTeKca, ce gaTupa IIpe3 chlllaTa eI10Xa, KOraTo e HallpaBeHa KaMeHHa-
Ta HacTMAKa Ha nputsopa. Ilo Bpeme Ha pecTaspaljiOHHI U YKPeIIUTeAHU
AeHOCTU Ha CTpajaTa ce OTKpHMXa I104 I0da Ha HapTeKca KOCTU OT ABe
rorpeOeHNsI, M3CeYeHN B ecTecTBeHaTa cKada. IlaaHmpaHuAT BbpraeposeH
n AHK aHaans mie o0OraTsT 3HAaHMETO HU 3a ITO-TOYHOTO JaTHpaHe Ha
Ba>KHOTO IIPEYCTPOIICTBO Ha Xpama Iipe3 XVI B., BepOsATHO CBbp3BaliKM TO €
BTOpHUTe KTUTOPH Ha MaHacTHpa ot Baaxws.
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Visual “Intertextuality”: The Use
of German Prints in Transylvanian
Painting in the 15" and 16" Centuries

Ciprian Firea’

Abstract: This paper explores the visual culture of late Medieval Transylvania, and
mainly the production® of sacred images in painters’” workshops. The analysis of
extant art-works demonstrates a large-scale use of pre-existing models and patterns
(prints) issued by German masters, from Master E.S. to Hans Sebald Beham. Tran-
sylvania represents an artistic province where the prints of Albrecht Diirer have been
widely used in painted composition in the first half of the 16" century. Such an ex-
ample is the case of a small Renaissance altarpiece (dated ca. 1520) in the creation of
which (it was recently noticed) the painter used at least ten different prints of Diirer
and Schaufelin.

Key words: altarpiece, Diirer, Schaufelin, Holy Kinship, Sighisoara/Schassburg

Medieval Western Europe apparently did not manifest the same
observance of or adherence to celebrated models and icons as its
Eastern and Byzantine counterpart. Nevertheless, the West was not
deprived of sacred prototypes, axewpomointa, image-relics, revered
models and so on, many of them having Eastern origins. Often, those

1 Dr. Ciprian Firea is a scientific researcher at the Institute of Archaeology and Art History of the Roma-
nian Academy in Cluj-Napoca. His research interests are medieval and early modern art and architecture
of Central and Eastern Europe; art and liturgy; patronage; heraldry, memoria, altarpieces, iconography,
Renaissance print etc.

2 This work was supported by a grant from the Romanian Ministry of Research and Innovation,
CCCDI - UEFISCD], project number PN-III-P1-1.2-PCCDI-2017-0812 / 53PCCDI, within PNCDI IIL.
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prototypes have been copied and multiplied, and sometimes indul-
gences have been attached to them in order to augment their diffu-
sion or reception. For example, the Imago pietatis or Vir dolorum from
the church of Santa Croce in Gerusaleme in Rome, a mosaic icon of
Byzantine origin, in the 14" century was connected with an indul-
gence which later reached the inflationary level of 14.000 years of
remission of purgatorial torments. In the late 15" century it was mul-
tiplied using print (intaglio and woodcuts) and gained a widespread
diffusion®.

The discovery of printmaking, which was adopted and extensively
developed in 15"-century Western Europe, played a critical role in
multiplying sacred images or celebrated models, and at the same time
provided original art-works and images to be followed or copied.
Until the widespread distribution of prints, to make a copy usually
involved physical closeness and interaction between the “original”:
and the “copyist” (painter). But the developing of printmaking and
of multiplying techniques offered to painters a multitude of accessi-
ble readymade models, not expensive, simple to transport and easy
to adapt and transpose into actual works: panel and mural paintings
alike, but also stained glass or textiles*.

This research focused on Late Gothic and Early Renaissance Tran-
sylvanian painting reveals an important and consistent use of prints
(engravings, woodcuts) as models for locally produced murals or al-
tarpieces®. Many of the prints of Master E.S., Michael Schongauer, Is-
rahel van Meckenem, Albrecht Diirer, Lucas Cranach, Hans Leonard
Schaufelin, Hans Sebald Beham, etc. are identifiable in compositions
created by Transylvanian masters between ca. 1470-1530. The prints
of Diirer, for example, have been widely imitated, and there is almost
no 16™-century Transylvanian altarpiece without at least a “quota-
tion” from the celebrated master from Nuremberg. This study aims,
on the one hand, to make a brief survey of the reception of printed
models in Transylvania in this period, and on the other it intends to
bring to light the case of a small Renaissance altarpiece on which was
recently observed an unusually large-scale use of Renaissance prints.

3 Panofsky 1927.
4 Landau, Parshall 1994.
5 Roth 1916; Richter 1992; Sarkadi Nagy 2012; Jenei 2016; Firea 2016; Kénya 2018.



The great masters of Central-European and German printmaking
had a significant influence on Transylvanian craftsmanship, as docu-
mented by the provincial repertory of images. The prints had a large
audience, and they circulated with great speed. The engravings or
woodcuts of Gothic artists such as Master E.S., Martin Schongauer,
Israhel van Meckenem, as well as those belonging to Renaissance
masters such as Albrecht Diirer, Lucas Cranach the Elder, and their
followers (Hans Schaufelin, Albrecht Altdorfer, Sebald Beham) were
widely appreciated. This phenomenon lasted until ca. 1550, when
Transylvania adopted the Reformation (Lutheran, Calvinist, Anti-
trinitarian), and the use of sacred images and the reception of prints
radically changed®.

The first great master of European engraving whose models could
be recognized in the locally produced artworks was the anonymous
identified on his monogram as Master E.S., active between ca. 1450
and 1467. In the late 1470s and early 1480s his work was already
copied in Transylvania, as proved by the small altarpiece of Dupus
(Germ. Tobsdorf)’. At least five or six prints from the Passions of
Christ’s series served as models for an anonymous late Gothic Tran-
sylvanian painter. His print with Christ with four angels with Arma
Christi was used for a mural on the facade of the parish house in
Sibiu (Germ. Hermannstadt) one of the chief towns of Transylvania®.

The graphic works of Martin Schongauer had a significant impact
on Transylvanian painting. His print Madonna and the Child with the
Parrot was used in a subtle way by the painter of the scene The Vir-
gin with the Child between Sts Catherine and Barbara on a mural paint-
ing in the so-called “Black Church” in Brasov (Germ. Kronstadt)®.
The print representing The Flight into EQypt can be recognized on the
large Marian altarpiece in Biertan (Germ. Birthdlm). The aforemen-
tioned altarpiece contains also several copies from a “non-graphic
art-work”, namely the exceptional altarpiece of Schottenstift in Vien-
na. Thus, at Biertan there are copies from an “original” (the so-called
“Schottenretabel”) and copies from the prints (in this case issued by
Schongauer). It is worth adding here another example, significant

6 Koerner 2004; Criciun 2016.

7 Firea 2012a.

8 Firea 2013: 40-41; Jenei 2016: 117.
9 Jenei 2001-2005: 87.
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from the point of view of the historiography relating to the oeuvre of
the German master. His engraving representing St Phillip the Apostle
is usually dated by specialists between 1480 and 1485. The fact that
this print was already used as model for a Transylvanian painting (St
Mathew the Apostle) from Sighisoara, dated 1483, certainly confines
this period to its earliest part, closer to 1480".

The oeuvre of Israhel van Meckenem, the mass publisher of Imago Pi-
etatis from Santa Croce in Gerusaleme in Rome, was also document-
ed in the Transylvanian repertory of images. It was acknowledged
long ago that the large altarpiece of the Passion in Medias (Germ. Me-
diasch) was designed after Meckenem’s Passion Cycle and some other
prints belonging to Schongauer".

The years around 1500, with the opening of the workshop of Albrecht
Diirer in Nuremberg, can be considered as the transition between
Late Gothic and Renaissance printmaking on a larger scale North of
the Alps™. Unquestionably, Albrecht Diirer was the master who exer-
cised the greatest attraction and influence and whose graphic oeuvre
knew the greatest success in Transylvania. On his local reception, as
this article attempts to prove, there is still much to research, even
though some contributions are already available®.

Several of Diirer’s pupils and followers in the art of the printmaking,
as well as some of his contemporaries and competing masters are to
be identified in the Transylvanian repertory. Albrecht Altdorfer, the
master of the so called “Donauschule” ("Danubian School of Paint-
ing”) may be recognized on a significant Passion altarpiece, the one
from the parish church in Sibiu. The scene The Arrest of Christ fol-
lows a small woodcut of Altdorfer with the same subject, while other
scenes (at least four) are designed from Diirer’s “Kupferstichpassion”
(“Engraved Passion”)™.

Sebald Beham, an apprentice and follower of Diirer, designed prints
and woodcuts of which some were also replicated in Transylvania.
The altarpiece of Roades (Germ. Radeln), from ca. 1525, documents

10 Firea 2016: 94.

11 Priebisch 1979.

12 Panofsky 1977, etc.

13 Roth 1916; Guy Marica 1971; Sarkadi Nagy 2012; Firea 2012.
14 Firea 2012.



the use of several prints of Beham'. Hans Leonard Schéufelin, al-
ready in 1507 (when he was still active in the workshop of Diirer)
participated in the illustration of a devotional treatise, Speculum pas-
sionis domini nostri Ihesu Christi, published in Nuremberg. Several of
his woodcuts from this treatise have been followed in a small Tran-
sylvanian altarpiece’s.

The woodcuts of Lucas Cranach were not very successful or wide-
spread in Transylvania, but at the same they were not totally absent
from the local painters” workshops. On several murals or altarpieces
one may identify visual sources created by the prodigious master.
The altarpiece of Richis (Germ. Reichesdorf) attests the local recep-
tion of several prints from the Passions of the Apostles’’. The mural
paintings from the Franciscan convent in Sibiu indicate the use of the
woodcuts from the “Wiettenberger Heiltumsbuch” (1509)*.

This brief survey of the uses of prints in Transylvanian Late Gothic
and Early Renaissance painting suggests a large-scale reception of the
models created by the masters of printmaking. The work of Albrecht
Diirer was especially praised. Beginning with 1508, the earliest dated
replica of a print on the altarpiece from Jidvei (Germ. Seiden) dozens
of his numerous prints have been used, copied, replicated, adapted,
or transformed in order to serve the creation of new images, murals,
altar paintings etc., some 1000 kilometres away from Nuremberg.

The next section of the study aims to illustrate the impact of the
prints of Diirer in Transylvania by taking into consideration a case
study, namely the altarpiece usually (but erroneously) known in the
literature as “the altarpiece from Saes” (Germ. Schass)®. This rath-
er small Renaissance pala® (height 350 cm; width 180 cm) is today
placed on the main altar of the museum-church of Sighisoara (the
so-called “Church upon the Hill”) and it is assembled in a very un-
usual way with some parts (a predells’’ and two decorative crown-

15 Firea 2016: 98.
16 Firea 2016: 96.
17 Firea 2010: 65.
18 Kénya 2018: 49.

19 Roth 1916: 109-114; Balogh 1943: 309-310; Radocsay 1955: 420-421; Richter 1992: 248-255; Sarkadi
Nagy 2012: 238-240; Firea 2016: 301-307.

20 A pala is an Italian-style altarpiece, without movable wings.
21 A predella is the base of an altarpiece. Its main function is to rise the corpus (the central part
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ing traceries) belonging to another altarpiece. The last art-work was
certainly a Late-Gothic winged altarpiece, preserved only fragmen-
tarily. The pala which constitutes the main focus here is composed
of three painted panels (a rectangular central panel, a low and wide
predella, and a lunette of the crowning) integrated into a solid joinery
work (frame) having a clear Renaissance aspect and decoration. The
altarpiece displays in its central section Saint Anne holding the Virgin
Mary and the Child surrounded by a large Holy Kindred and a repre-
sentation of a kneeling donor, on the predella there is The Resurrection
of Lazarus, and the lunette contains three virgin saints (St Apollonia, St
Catherine, and St Barbara).

Even though this small-scale art-work documents a highly-skilled
artist, with few exceptions it did not attract much art-historical re-
search. The author of these lines has demonstrated that the altar-
piece was originally created for a side-altar in the parish church of
Copsa Mare (Germ. Grosskopisch) and it was commissioned by the
parish priest Lazarus® (as the representation of the donor, the scene
with the Resurrection of Lazarus and other historical details imply) in
the years 1519-1520%. Emese Sarkadi-Nagy affirmed that the well-
trained painter of the altarpiece owned a workshop probably based
in Sighisoara, and this workshop executed other extant works, too.
She also remarked that the artist used some prints of Diirer in the
compositions of the altarpiece®.

A thorough analysis of these compositions in comparison with the
graphic work of the renowned master from Nuremberg indicates a
much larger use of the models than was previously reckoned. On
two of the three painted panels (the central panel and on the predella)
there were identified about 10 different prints of Diirer and (maybe)
Schaufelin, issued between ca. 1504-1518.

The central scene of the altarpiece (Fig. 1) is designed (as already no-
ticed by Sarkadi-Nagy and Firea) on the woodcut Madonna as Queen
of Angels (Fig. 2) dated to 1518 (Bartsch 101; The Illustrated Bartsch

of the altarpiece) above the mensa (the table of the altar) in order to enhance the visibility of the
altarpiece and to free the table for the ritual movements.

22 Firea 2018: 91-92.
23 Firea 2014: 51-53.
24 Sarkadi Nagy 2014: 40, 45, footnote 6.
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Fig. 1. The altarpiece from Copsa Mare (ca. 1519/20).
The central panel representing The Holy Kinship

301)*. This represents the latest oeuvre of Diirer which was followed
and thus it can be considered as a terminus post quem for the art-work
under scrutiny. The Virgin from the woodcut (in a horizontally re-
versed position) has been “veiled” and transformed into a St Anne,
holding with her right arm the infant Jesus (in a very similar posture
as on the woodcut, excepting his finger pointing upwards) and with
her left arm supporting the Virgin (figured as a young girl reading).

25 Bartsch (Adam Bartsch, «Le peintre graveur», Vienne, 1803-1821) and the modern ”The Illus-
trated Bartsch” (Abaris Books, New York, 1978 — today) provide the complete catalogue of prints
of old European masters. This study refers to the catalogue numbers of both cited works.
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Fig. 2. Albrecht Diirer, Madonna as Queen of Angels, woodcut, 1518

From the same woodcut were “quoted” the pot with lilies of the val-
ley, as well as the small putto in the foreground (on the — heraldic
- right) who was ingeniously transformed in St James the Less as a
child by converting the rod of the putto into the iconographic attri-
bute of the above-mentioned saint.

Both other Marys from the Holy Kindred, Mary Salome and Mary
Cleophas are designed after prints of Diirer. Mary, daughter of Cleo-



Fig. 3. Albrecht Diirer, The Holy Kinship with Angels, woodcut, 1511

7

Fig. 4. Albrecht Diirer, The
Holy Family with Joachim and St
Anne, woodcut (detail), 1511
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Fig. 5. Albrecht Diirer, The Madonna by the Wall, engraving (horizontally reversed), 1514

phas, is designed after the reversed engraving representing The Ma-
donna by the Wall (1514) (Bartsch 40) (Fig. 5). Only the architectural
background has been removed, and, of course, the identities of the
Virgin and Child have been altered (and changed into Mary of Cleo-
phas and Joseph, “brother” of Jesus). On the left side of the composi-



Fig. 6. The altarpiece from Copsa Mare (ca. 1519-1520). Predella representing The Resurrection of Lazarus

tion there is another Mary, Mary Salome, nursing a child, identified
on the altarpiece through an inscription as St John the Evangelist.
This constitutes a reversed copy of the Virgin nursing the Child from
the woodcut The Holy Kinship with Angels (Fig. 3), dated 1511 (Bartsch
97; The Illustrated Bartsch 297). From the same woodcut, the Tran-
sylvanian painter cut out the characters of Alpheus and Joachim, this
time in the same orientation of the image as in the “original”.

The portrait of Joseph, figured on the altarpiece with his hat in the
hands, in a posture of reverence in the vicinity of the Virgin, is clearly
designed after another woodcut of Diirer. The followed model is The
Holy Family with Joachim and St Anne, dated to 1511 (Bartsch 96; The
[ustrated Bartsch 296). The painter cut out a small detail (Fig. 4),
completing in a convincing manner the hands of Joseph which in the
original are hidden by the head of the Virgin Mary.

Thus, the composition of the central panel of the small altarpiece now
in Sighisoara is designed in a very creative and ingenious manner
from at least four different prints (equally engravings and woodcuts)
issued by the renowned master from Nuremberg. The patterns were
followed both as general “template” as well as in their minute details.
Probably other small elements, not yet observed, might be identified
in other prints.

Surprisingly, the smaller panel of the predella (Fig. 6) contains even
more numerous references to the graphic works of Albrecht Diirer
and his pupils than the central panel. The horizontally developed
Resurrection of Lazarus (certainly, pointing to the identity of the donor,
the parish priest Lazarus) is a vivid and agitated scene with over 20
characters represented in different postures and attitudes around the
focal point of the composition where the deceased is rising from the
tomb at the sign of the blessing made by Jesus Christ. At a closer look,
several “quotations” from Diirer may be identified. On the extreme

Patterns. Models. Drawings



Fig. 7. Albrecht Diirer, The Meeting of Joachim and Fig. 8. Albrecht Diirer, Lamentation over Christ,
Anne at the Golden Gate, woodcut (detail), 1504 engraving, 1507
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right of the composition, two characters engaged in a dialogue are in
fact cut out (Fig. 7) from the background of the woodcut The Meeting
at the Golden Gate (1504) (Bartsch 79, The Illustrated Bartsch 279) from
the cycle “The Life of the Virgin”. The next feminine figure, represent-
ed in a theatrical gesture (with both hands raised above her head) is
clearly an “excerpt” from the engraving Lamentation over Christ (Fig.
8) dated 1507 (Bartsch 14) from “The Engraved Passion”. From the
following engraving of the series (The Entombment, Bartsch 15, dated
1512) is used a peculiar detail, namely a male character wearing a hat
represented in the action of removing the stone over the tomb of La-
zarus. In the original engraving, the same character was holding the
feet of the dead Christ (Fig. 9). If the representation of Lazarus him-
self does not seem to replicate any existing model, the next character,



the blessing Jesus Christ, may be
following several different prints is-
sued by Diirer (Christ Taking Leave of
His Mother, ca. 1504-1505, from the
cycle “The Life of the Virgin”) but
also by Hans Leonard Schéufelin
(in the above mentioned devotion-
al treatise Speculum passionis Domini
nostri Ihesu Christi of 1507). Finally,
the character of an apostle figured
behind Christ, in a gesture of point-
ing with his left hand to the miracle
of the resurrection, is obviously de-
signed after the engraving with St
Peter and St John Healing the Cripple
(Fig. 10), dated 1513 (Bartsch 18)
which belongs to the same “Kupfer-
stichpassion” series.

Fig. 9. Albrecht Diirer, The Entombment,
engraving (detail), 1512

In conclusion, the analysis of two
paintings belonging to a rather
small Renaissance altarpiece creat-
ed in Transylvania in comparison
with the graphic works of Albrecht
Diirer and his followers indicates a
copious use of ready-made models
and patterns. This may be consid-
ered as a (sui generis) revolution of
image production in the first dec-
ades of the 16™ century. Far away
from Nuremberg, an anonymous
painter (maybe trained in the circle
of Schaufelin®, or of the pupils of
Diirer) owned a large stock of prints
issued in the imperial city which he
used in a very creative and convinc-
ing manner.

Fig. 10. Albrecht Diirer, St Peter and
26 Metzger 2002. St John Healing the Cripple, engraving, 1513
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BusyanHa ,,MHTepPTEKCTYyaTHOCT:
M3MO/I3BAaHETO Ha HEMCKM IAMITN B M300pakeHUs OT
TpancunBanusa ot XV u XVI Bek

Yunpuan Qupea
@-‘Lf SN,

V3cnenBaHeTo ce ¢pokycypa BbpXy KbCHOTOTHYECK! I PAHHOPEHECAaHCOBYU TPaH-
CMIBaHCKM M300paXKeHNs, pasKpUBally eflHa BaXKHa U IIOC/Ie0BaTeIHA YIIOTpeba
Ha mamnyu (rpaBiopy, Kcuaorpadum) KaTo o6pasiy 3a IOKATHO Ch3[aBaHM CTe-
HomMCcH U onTapu. MHoro ot mamnute Ha Maiictopute E.C. Muxaen llonrayep,
Wspaen Ban Mekenem, Anbpext iopep, Jlykac Kpanax, Xauc llaydennn, Xanc
3ebant Bexam u mp. Morat fja 6'baT PasmoO3HATH B KOMIIO3UI[UY, CH3NAEHU OT
TPaHCUIIBAaHCKM MaiicTopu Mexay 1470-1530 r. Illamnute Ha [Tropep HanpuMmep
ca O6yIM MacoBO MMUTVIPAHM U TIOYTH HAMa ontap B TpancunBanmsa ot XVI Bek,
KOJITO [ja HAMA ITOHe e[VIH ,,lINTAT" Ha M3BeCTHMUA MajicTop ot Hiopubepr. Mscnern-
BaHETO CM IIOCTAaBs 3a LieJT la IPEACTAaBM eMH MaTbK PeHeCaHCOB onTap (mana),
pUCYBaH OT aHOHMMeH MaiicTop ot rpan Curumoapa (Ha Hemcknu IIlac6ypr) ot
okoro 1520 r. Hackopo 6erie n3HeceHa nHdpopMars, de 3a TO3M OITap XyHOXK-
HUKBT € M3IO/3BaI 10 €VIH MHOTO M3KYCEH Ha4MH IIOHE leCeT PAas/INYHy IaMIIN
Ha [Tropep u (Moxe 6u) Ha lllaypemu mexny 1504-1518 1. Tosu MHOro3HaueH 1
IVIPEKTeH ,UTaT Ha Majictopute oT HiopHOepr B ToBa OTHa/leYeHO aTenue Ha
TpaHncunBaHuA, OT efHa CTpaHa, € IOKa3aTel 3a pasNpOCTPAHEHMETO Ha M3KY-
CTBOTO Ha IlJaMIIaTa 1 OT IpyTa — MOXe Jja ce IPeJII0NI0XN IPOU3XONbT Ha TPaH-
CWIBaHCKMsI MaiicTop. VI3BecTHO e, we mpepu 1530 r. B Curmimoapa e paboTu
mkoit e Voxanec Mloc, XY[IOKHUK, €[MH OT CUHOBeTe Ha mpodyTtuA Baiit Iloc
ot Hiopubepr.



Ingenium, Inventio, Vis, Facilitas:
Western Influences in Post-Byzantine
Art and the Question of Imitability

Emily L. Spratt!

Abstract: Post-Byzantine art has long been criticized for its Western stylistic influ-
ences, which have been uncritically posited as derivative reformulations of Italian
paintings, drawings, and engravings in the space of an Orthodox icon. In this article,
a revision of this approach to Post-Byzantine art is offered that re-centers the debate
around the discourse on imitability and emphasizes the role of artistic influence as a
phenomenon of the complex cross-cultural transmissions of the early modern Med-

iterranean world.

Key words: Cultural Transmission, Iconography, Liturgy, Byzantine Art, Renais-
sance Art, Greek Historiography, Italian Historiography

In the early modern period, much discourse was produced on the
concept of the imitation or emulation of nature and antiquity through
which the model of classical rhetoric served as a means to examine
the qualities of invention in the arts. Derivative of Pliny the Elder’s
writings on the progressive achievements of artists, and Cicero’s con-
cern with the truthful representation of nature, in the Renaissance the
question of verisimilitude and imitability was one of pervasive inter-

1 Emily L. Spratt is a Research Fellow at Columbia University and the Ethics Advisor of Iconem. She was
trained as an art historian in Byzantine and Renaissance art at Princeton University, where she also was
a Stanley ]. Seeger fellow in Hellenic Studies. Active in the museum and cultural heritage milieu, Spratt
has worked extensively with The Frick Collection and Art Reference Library in New York and the Hellenic
Ministry of Culture.
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est’. Not only did this discourse come to shape the nature of criticism
in the arts, it has also had a lasting influence on the treatment of art
that falls outside the canon and has lent significantly to its emphasis
on the representation of style’. Indeed, it was this model of critique
that fostered the dismissal of Byzantine art on stylistic grounds at the
very moment that the concept of art historical analysis was taking
shape. In fact, this phenomenon, particularly prevalent outside the
Orthodox world, has most contributed to an enduring negative inter-
pretation of Byzantine art, and particularly Post-Byzantine art, as a
derivative tradition of imitations*. Post-Byzantine art, however, devel-
oped both autonomously and regionally, and reflects cultural contact
with Northern and Southern Renaissance art, and even Ottoman art.
Rather than castigating these visual marks of cultural encounters as
superficial artistic transmissions on the level of style, let us interpret
them as evidence of the complex cultural interactions of the period
and in relation to the burgeoning Renaissance debates on imitability.

It was in the year 1417 that a major contribution to the discourse on
imitation was made: This was the recovery of Cicero’s De Oratore and
Quintilian’s Institutio Oratorio in complete form’. Indeed, the writings
of the first century Roman rhetorician Quintilian not only influenced
the oratorical pedagogical tradition as it pertained to the model of
Cicero during Late Antiquity, but they also had a pervasive influence
into the Renaissance®. In one commentary on Ovid (Ovidius), Quintil-
ian declared that the most valuable gifts of an orator were ingenium,
inventio, vis, and facilitas, that is genius, invention, power, and facili-
ty, which are the qualities that cannot be imitated, although he cau-

2 For a general summary of these issues in antiquity and the Renaissance, see Close 1969: 467-
486. For a comprehensive review on Pliny the Elder’s role in the culture of the Renaissance, see
McHam 2013. For a translation of Pliny the Elder’s writings on art, see Pliny the Elder 1896. A use-
ful summary of Cicero’s theoretical and practical approaches to art appears in Leen 1991: 229-245.

3 There have been significant contributions to address this phenomenon by Renaissance scholars
in the last twenty-five years. See Farago 1995: 3-8. On a new approach for teaching Renaissance
art, which is mindful of this phenomenon, see the textbook: Woods, Richardson, Lymberopoulou
2007.

4 The subject of Western aesthetic bias in approaches to late Byzantine art is discussed in a re-
view of the Metropolitan Museum of Art exhibition Byzantium Faith and Power. See Gerstel 2005:
331-341. On the legitimacy of the term Post-Byzantine art, which the author finds both useful and
necessary in scholarship, see Spratt 2012-2013: 2-19. For a very recent article on the use of term,
see Moutafov, Toth 2018: 11-38.

5 Cicero 1959 and Quintilianus 1969.

6 In regard to the origins of art historical criticism and ancient sources such as Cicero, see Acker-
man 2002: 2-25.



tioned that they must be measured with sound judgment’. These texts
provided an immediate reference point for the growing discourse on
imitability and lent to the development of a great exchange of letters
among humanists on this topic by 1450. The letters between Pietro
Bembo and Gianfrancesco Pico della Mirandola demonstrate the de-
velopment of this discourse, and their references to classical art in this
exchange are used to buttress their respective positions on the subject,
which they disputed®.

Narratives such as Zeuxis’s decision to use the best features of dif-
ferent female models to make an ideal one or the successful use of
trompe 1’oeil paintings to fool beholders are common tropes in these
dialogues aimed at elucidating aspects of oratorical emulation. These
debates were so widely known that by the second quarter of the six-
teenth century (1528) Erasmus published the Dialogue on the Ciceroni-
ans, which reflected the factionalism that existed around the allegiance
to Cicero as the ideal rhetorical model’. Essential to Erasmus’s argu-
ments one finds examples of the criticism of art, again based on ques-
tions on the imitability of nature with regard to their interpretation
through ancient writers.

It is into this intellectual framework that Giorgio Vasari’s Lives of the
Most Eminent Painters, Sculptors, and Architects (published in 1550) may
be placed, which, like the oratorical discourse, emphasized the formal
qualities involved in the act of representation and the biography of the
artist who was guiding these developments'. It is actually from Vasari
that an enduring negative sentiment toward Byzantine art became es-
tablished, in his famous description of the Florentine attitude toward
the persistence of Byzantine features in paintings'’. In his discussion of
the biography of the Florentine painter Cimabue, he remarks that the
Byzantine style of painting, which he calls the maniera graeca, was “not
in the excellent ancient Greek style, but in the crude (goffa) contempo-
rary style”'?. For Vasari, Cimabue broke with the “dead tradition of the

7 Curtius 2013: 296-297.

8 See McLaughlin 1995. Also see Scott 1991.

9 Erasmus 1908.

10 Due to the nuances of Vasari’s text in its original form, the author has utilized two translations
of Vasari’s famous compendium. See Vasari 1965 and Vasari 1966.

11 Nelson 2004: 515-523.

12 It should be noted that the regular use of the term Byzantine is a modern phenomenon; the
term was not employed by Vasari. Andrea Dandolo is credited with first coining the term, and
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Greeks, for whereas their paintings and mosaics were covered with
heavy lines and contours, his draperies, vestments, and other accesso-
ries were somewhat softer and more realistic and flowing. To be sure,
[the Greeks’] crude, stiff and mediocre style owed nothing to study
but came blindly following what had been handed on year after year
by painters who never thought of trying to improve their drawing and
never sought after lovely colors or any creditable inventions”".

While there are obvious flaws in this critique, what is most notable
about this formulation of Byzantine art is Vasari’s attempt to locate
the origins of the Renaissance in its break from a medieval past and
the Byzantine mode of painting current in the late-thirteenth centu-
ry. While this approach may be instrumental for building a narrative
about the Renaissance as it blossomed in Florence, it fails to explain
the continuation and development of the “Byzantine” style of paint-
ing after the time of Cimabue despite the changes in Byzantine art
throughout the empire and as it developed after the political collapse
of the empire.

Perhaps the greatest irony related to Vasari’s influence on the interpre-
tation of Byzantine art is the seeming osmosis of his stylistic criticisms
by many modern-day Byzantinists about Post-Byzantine art'*. While
there has been attention directed to the sourcing of Western prints and
engravings for iconographic models utilized in icons and wall paint-
ings from the sixteenth to eighteenth centuries, the symbolic function
of these representational choices and their visibly-associated medium
remains inadequately addressed”. Given the symbolic function of
icons, it is surprising that more attention has not been directed to this
subject.

To this end, icons concerning liturgical subjects provide a good ex-

although some humanists later employed it, its usage in the early modern period was not wide-
spread. See Dandolo 1939: Vol. 12, Pt. 1, 279, Line 21. This quotation from Vasari is cited by Nelson
2004 on page 515. Also see Vasari 1966.

13 See Vasari 1965: 50-51.

14 The negative attitude toward Post-Byzantine art is a phenomenon that is well known by Byz-
antinists, but there are few publications that address this issue. A soon-to-be-published Princeton
dissertation addresses this subject extensively. See Spratt 2019. Also see Boeck 2015: 19.

15 In this regard, the collection of essays in which this article appears represents a major ad-
vancement in the field by directly addressing the subject of imitability in Byzantine and Post-Byz-
antine art. On the sourcing of Renaissance motifs in icons Giannis Rigopoulos has made pioneer-
ing contributions. See, for instance, Rigopoulos 2006.



ample of the fallacy
of viewing Post-Byz-
antine art with a pri-
marily stylistic lens
of interpretation'. It
was  approximately
at the same time that
Vasari composed the
biographies of the
artists that the inno-
vative Cretan painter
Michael =~ Damaske-
nos (1535-1592/93) is
credited with creat-
ing one particularly
relevant iconographic
type within this genre
of liturgically themed
icons: the Allegory of
the HOly Communion Fig. 1. Michael Damaskenos, The Allegory of the Holy Communion,
(Flg 1)17, Icons of this  1560s, Monastery of the Virgin Platytera, Corfu (photo author)
type display the en-

throned Christ, who is often flanked by the Virgin Mary and St John

the Baptist, and feature the symbols of the passion including, at the
base of the composition, one angel holding the communion chalice,

into which blood from the Savior’s wound flows and another holding

up the leavened bread used in the Orthodox communion. Christ also

is presented holding an open book in his left hand, inscribed with the
text: “I am the living bread which came down from heaven; all that

eat and drink this blood are immortal, behold” (John 4: 51, 54, 58,

16 For a discussion on the range of imagery found in icons with a liturgical focus, see Spratt 2017.

17 For a complete discussion on the development of the Allegory of the Holy Communion as an
iconographic type and its dissemination particularly in the Ionian Islands, see Spratt 2007. A
forthcoming publication on this subject by the author is also underway. It also should be noted
that Vocotopoulos was the first to attribute the icon to the hand of Damaskenos based upon style
and the innovation of the composition. While Vocotopoulos also points out that the subject may
have already existed at the time the artist was painting, there is no evidence for this. Nonetheless,
itis clear that it was Damaskenos’s representation that influenced the dispersion of the icon type.
See Vocotopoulos 1990: 59-61.
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62)'®. Probably first painted in Corfu in the 1560s", yet disseminated
across the Ionian Islands in the seventeenth and eighteenth centuries,
this icon reflects the contemporary debates surrounding the nature of
the Eucharist and the use of unleavened communion bread that had
become a point of increased political significance since the Council of
Ferrara-Florence in 1439%.

Fig 2. Raphael Sanzio, La Disputa, 1509/10, Stanza della Segnatura, Vatican, Vatican Museums
(photo Public Domain Image)

Panagiotis Vocotopoulos has suggested that the Damaskenos icon is
modeled after Raphael’s famous painting of the disputation of the
holy sacrament in the Vatican (Fig. 2)*'. There is, however, little stylis-

18 ET'Q) EIMI/ O APTOC O EK/ TOY OYPANOY/ KATABAZL. ITAC/ O TPQI'QON/ TON APTON/
TOYTON K (at) ITINQN TO/ AIMA TOYTO/ ©ANATON OYK/ OWETAL

19 The icon predates the founding of the monastery in which it currently resides. It was most
likely acquired from the collection of the Great Protopappas of Corfu, which was then given to
the Most Holy Mother of God Platytera Monastery after the office was dissolved. I thank the
abbot of the monastery for discussing this icon with me in August 2006 and for giving me per-
mission to photograph it.

20 A detailed discussion of the dispute regarding the use of unleavened or leavened communion
bread in relation to the Allegory of the Holy Communion is found in Spratt 2007.

21 Vocotopoulos 1990: 59-61.



tic affinity between the compositions, and the difference of medium
cannot be ignored. It is more than likely, however, that contemporary
drawings and engravings of La Disputa, and the debates surrounding
the subject of this painting, would have been the primary sources of
inspiration for Damaskenos’s subject as opposed to the notion that the
artist visited the Stanza della Segnatura in the Vatican and was work-
ing from the original wall painting. What is much more evident than
the notion that there was an exact iconographic model that the artist
utilized is the demonstration of a sticking point of contention in the
Council of Ferarra-Florence in 1439: the visual response to the debate
surrounding the use of unleavened bread in the eucharistic offering.

Indeed, the proliferation of the Allegory icons, particularly in Corfu,
where there were pro-Catholic sentiments on account of the Venetian
presence on the island, demonstrates a much more complex cultural
interaction that if examined on stylistic terms alone would be missed
as an example of artistic and cultural transmission. We may there-
fore describe Damaskenos’s artistic engagement with Renaissance
art as adhering to the qualities most lauded by its critics. This is not
to say, however, that Post-Byzantine art should be subjected to a Re-
naissance model of critique at the expense of its interpretation from
within its own tradition. By contrast, this demonstrates the superfici-
ality of Vasari’s understanding of Byzantine and Post-Byzantine art
in his time, the theoretical complexity of the notion of imitation, and
the grand disservice bestowed upon the future of Byzantine studies
at the point of art history’s conception.

Simultaneously, it may be underscored that it was the very nature
of the discourse on the imitability of style, as it was shaped during
the Renaissance, that has lent pervasive influence on the interpreta-
tion of Post-Byzantine art according to stylistic parameters. While in
many respects the icon type created by Damaskenos fulfills Quin-
tilian’s praised qualities of ingenium, inventio, vis, and facilitas in the
creative act, the danger of interpreting Post-Byzantine art through a
Western and style-oriented model of criticism has perhaps been the
field’s greatest foe. What constitutes artistic influence is much more
nuanced than stylistic interpretation alone, and our paucity of defi-
nite terms to describe the visual imprints of cultural transmissions
in the early modern world betrays the dearth of a theoretical frame-
work for the question of imitability in Post-Byzantine art and also
beckons its arrival.
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Ingenium, Inventio, Vis, Facilitas:
3amagHy BAVISTHUSA B IIOCTBM3aHTUVICKOTO M3KYCTBO U
BBIIPOCHT 3a IIOAPa’KaHNETO

Emuau . Cnpam
ONYING,

o i

Tasu cratus ce 3aHMMaBa ¢ 4ebaTa Ha XyMaHMCTUTE OTHOCHO KOHITIIIIVATa
3a o pa>kaHmeTo (imitatio) 1 Xy A0KeCTBeHOTO pa3BUTHE BB Bpb3Ka C Teo-
pusATa 3a IOCTBU3AHTUIICKOTO U3KYCTBO, HO OTBb/, HUBOTO Ha OOMKHOBEHILS
cTuauctudeH oomen. Pasraesxa ce eAuH okasateaeH IpuMep 3a HeOJaK-
BaHO BAMsAHUe Ha PadaesosaTa rpaduxa 1o HeOesussecTHaTa My (ppecka
La disputa del sacramento (,Auctyt”) or BatukaHa BbpXy IpaBOoCcAaBHaTa
00pa3HOCT, CBbp3aHa C eBXaplUCTUATa, BB BeHelMaHckaTta Stato da Mar u
T10-KOHKPETHO B KOHTeKcTa Ha Vlonuiickute octposu. Upes aHaamsa Ha po-
AdATa Ha 3alajHuTe IpaBIOPM M LIaMIIM BBB Bpb3Ka C popMaTa M ChAbp-
>KaHIEeTO B ITOCTBM3AHTHUIICKOTO M3KYCTBO €CTeCTBOTO Ha II0Jpa>kKaHMeTO
Ha CTHAa ce IpOoyYBa 0coOeHO B MKOHOTrpaduaTa Ha Muxana JamackuHoc
B cileHaTa ,Aaeropus Ha Cseroro nmpuyactue”. HakpaTko, Kaacuyeckute
XapaKTepUCTUKU ingenium, inventio, vis n facilitas (reHMIi, HOBOCT, crAa U
A100e3HOCT) B TBOPYeCKNs akT, omycaHu oT KBuHTHAMAH U AUCKYTUpPaHU
IIMPOKO OT MUCAMUTEANTE Ha XyMaHI3Ma, ca 00eAMHeHM TYK, 3a Ja IIPOBO-
Kupart npepopMyAnpaHe Ha 00pa3HOCTTa Ha 3aItagHIsl PeHecaHC I IIOCTBI-
3aHTUIICKOTO U3KYCTBO. B J0IrbaHeHNe, oIleHKa Ha HOBUTe KOHIIEIIN BbB
BpPB3Ka C HapacTBalllaTa peAeBaHTHOCT Ha KOHKPETHMSI KyATYpeH KOHTEKCT
Ipes paHHOMO/JepHara ertoxa B CpeanseMHOMOpPMeTO. ABTOPLT OCBEH TOBa
oOpbllla BHMMaHIe BbpXY OTChCTBIETO Ha BOAell] TeoOpeTIdeH MogeAa 3a 00-
ChKJaHe Ha KOHIIeMIIIITe Ha XyA0KeCTBeH) BAVSIHIS U IToApakaTeAHOCT
B T.Hap. IOCTBM3aHTHUIICKO M3KYCTBO.
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The Cult of St Nicholas the

New Martyr of Sofia and His
Representations at Sofia Churches

in the Late 19" and Early 20" Century

Vesselina Yontcheva’

Abstract: The article follows the development of the cult of St Nicholas the New Mar-
tyr of Sofia from his martyrdom in 1555 to the mid-20" century. The iconography of
the saint in the monuments of the 16™ through the 17 century is similar to that of
four saints of the same name: he is represented as a martyr, wearing a chiton and a
himation and holding a cross. Images of the saint in military garment appeared in
the 18™ century. In the first half of the 19" century he was depicted both as a martyr
and a warrior riding a horse and began to be signified as St Nicholas the New Mar-
tyr of Sofia. It was only after the Liberation that the saint obtained the iconography
establishing itself throughout the 20 century — a middle-aged man wearing military
attire because of the publishing of a print featuring the saint’s image and his vita.

Key words: neomartyr, vita icon, iconography, print, Orthodox art, icon-painters’
models

Over the centuries under the rule of the Ottomans, Sofia became a
centre of feats accomplished by Christians, who were canonised as
saints by the Church. In Bulgaria, no other city has as many neo-
martyrs as Sofia>. St Nicholas the New Martyr of Sofia is among the
martyrs who died in 16" century Sofia like St George the New Martyr

1 Vesselina Yontcheva is a full-time doctoral student at the Institute of Art Studies who works on the
ecclesiastical art from the period between 1878 to 1941.

2 Gergova 2000: 307-308; Grigorova 2013: 380.
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of Sofia and St George the New-
est Martyr of Sofia. St Nicholas
was born in 1510, in Ioannina.
Nicholas learned the trade of
shoemaking. With the death of
his parents, he moved to Sofia,
where he had a family. Soon af-
ter that he left the city to settle
in Wallachia where he enlisted
in Mircea Ciobanul’s Guard.
Later, he came back to Sofia,
where in an attempt to convert
him to Islam he was deceived
by Muslims into circumcision.
Despite this brutal act, Nicholas
never apostatised from Chris-
tianity. For this reason, he was

Fig. 1. Icon ‘St Nicholas the New Martyr of Sofia with Captured/ tortured, trialled and

scenes of his vita’, in the lower right corner is written bruta]ly murdered on 17 May
“icon painter Vassil P. Radoikov from Samokov, 1882 .
(photo: Vesselina Yontcheva) 1555. His bOdy was burned so

184))
4

that his mortal remains could
not be interred®.

After his death, the cult of St Nicholas the New Martyr of Sofia
spread quickly. After his body was burned, people rescued bits of his
charred bones. One of his close Christian friends succeeded in getting
hold of a particle of his skull*. The remains were taken to the Church
of the Holy Archangels and laid into the coffin of the Holy King Mi-
lutin. In this church, a special council was convened by James, Metro-
politan of Sofia, and Nicholas was canonised as a saint. The 17" May
became his feast day. Following the council, particles of the relics of
St Nicholas were shared among all Sofia churches’. In his autobiog-
raphy, the bishop Parthenius Pavlovi¢ who lived during the first half
of the 18" century, an aide to the Metropolitan of Karlovac, testified
that Nicholas the New Martyr, who was burned by the Turks because
of his faith, was praised in Sofia®.

3 Ivanova 1986: 317-361.
4 Snegarov 1932: 29.
5 Rousseva 2015: 93.
6 Ivanov 1982: 194-196.



Fig. 2. Preparatory sketch by V. Popradoikov, Fig. 3. St Nicholas is praying, icon ‘St Nicholas the
Sketchbook, Inv. Ne 1124, Museum of History New Martyr of Sofia with scenes of his vita’, 1882,
in Samokov (photo Vesselina Yontcheva) detail (photo Vesselina Yontcheva)

In 1806, the saint’s relics were placed in a specially made silver cas-
ket’. In the centre of its lid, St George the New Martyr of Sofia and St
Nicholas the New Martyr of Sofia were represented along with their
names inscribed to identify those portrayed. The casket was kept in
the Church of the Holy Archangels, the centre of the cult of St Nich-
olas the New Martyr of Sofia. Ralitsa Rousseva associates this church
with an icon of St Nicholas of Sofia represented together with the
Holy Archangel Michael and St George the New Martyr of Sofia®,
which I will discuss in more detail later on. Following the demolition
of the Church of the Holy Archangels in 1889-1891, the casket hold-
ing the saint’s relics was moved to the Church of St Nedelja. Short-
ly afterwards, Metropolitan Parthenius presented the Church of St
Nicholas the New Martyr of Sofia with the reliquary on the occa-
sion of its first patron saint’s feast day, i.e. 17 May 1901. In the 1970s,
this reliquary was stolen. St Sophia’s churchwardens presented the

7 Boykina 2016: 36.
8 Rousseva 2015: 95.
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Fig. 4. Icon of St Nicholas
the New Martyr of Sofia and
St George the New Martyr
of Sofia

(NAIM Ne 924), Museum of
Christian Art at the Crypt
of St Alexander Nevsky
Cathedral;

end of 18" — beginning

of 19" century

(photo Ralitsa Rousseva)

particle of the relics to the church of St Nicholas and it is still kept
there. Presently, it is placed for veneration along with particles of St
Charalampus’ relics next to the ambo.

We got information about the life, deeds, suffering and the martyr-
dom as well as some of the miracles after the death of St Nicholas the
New Martyr of Sofia from three works dedicated to the saint: a vita,
a liturgy with a synaxarion and an encomium?, known under the title
The Encomium on Sofia New Martyrs dated from 16" c. and dedicated
to the Holy New Martyr George of Sofia, the Holy Newest Martyr
George of Sofia and St Nicholas the New Martyr of Sofia™.

Most informative of them is A vita, a story and a tale of the holy and
glorious Nicholas the New Christian Martyr, who suffered in the glorious
city of Sardica, named Sredets, and of his martyrdom through betrayal. This

9 Snegarov 1932: 1.
10 Tvanova 2015: 61-66.
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Fig. 5. St Nicholas the New Martyr in the church
‘St George’ in Veliko Tarnovo, 1616
(photo Ivan Vanev)

Fig. 6. St Nicholas the New Martyr of Sofia in the
church of St Nicholas Seslavski Monastery (1616).
The saint is presented on the north wall which has
been redecorated in the 19" century

(photo Ivan Vanev)

is the most voluminous vita in Bulgarian hagiography ", commis-
sioned by the Sofia clergy'? and composed by Matej Gramatik, a man
of letters from Sofia, a contemporary of the saint who knew the mar-
tyr personally. The original manuscript of Matej Gramatik has not
reached us. The vita has survived in a single copy of 1564". A note
by the copyist on the last page of St Nicholas” vita makes it clear that
the copyist was Priest Lazar from Kratovo'. It has been established
that in 1563 Matej Gramatik asked Priest Lazar from Kratovo to copy
the liturgy, the vita and the encomium on St Nicholas the New Mar-

11 Grigorova 2013: 375.
12 Tsibranska-Kostova 2017: 35.

13 A copy of Ouepxu us ucmopuu Aumepamypnox crouenuii 6orzap u cepbos ¢ XIV-XVII sexax
(Cankr IlerepOypr: Tunorpadis VMimmepatopckon Axagemin Hayks, 1901) kept at the Church-
Historical and Archival Institute, Sofia, and published by Polihronii Syrku, see Ivanova 2015: 63.

14 Snegarov 1932: 1-58.
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Fig. 7. St Nicholas the New in the church of St Paraskeve, Breze village, 1882 (photo Ivan Vanev)

tyr of Sofia®®. Presumably, the earliest text by Matej Gramatik was
much shorter, just an account containing no biblical verses, proverbs
or other typical of the hagiographical genre additions. That was the
reason why the author sent it to the priest from Kratovo, as the lat-
ter was well versed both as compiler and editor. The copy of Priest
Lazar was sent back to Matthew the Grammarian, who left it for safe
keeping in the Church of the Holy Archangels where the relics of the
martyr were also held. In 1781, this work along with the Liturgy of St
Nicholas the New Martyr and the Encomium on Sofia New Martyrs as
well as the Liturgy of Apostle Andronicus, the Supplicatory Canon
to the Most Holy Theotokos and the Synaxarion of Hieromartyr Solo-

15 Kiselkov 1965: 356.



chonus'® were bound together by Priest Christo, which is proved by a
note on the cover'’. The new composite volume was titled A Liturgy of
St Nicholas the New Martyr of Sofia according to the heading of its first
part and also because its most important parts told the story of this
newest at the time saint of Sofia'®. This book was kept at the Church
of the Holy Archangels well until the Liberation, when it was trans-
lated to the nearby Church of St Nedelja.

In the early 20" century, the composite volume bound between wood-
en covers was found and published by Polihronii Syrku who was
the first publisher and explorer of the book. After Syrku, the book
copied by Priest Christo was critically commented by Vladimir Ro-
zov" and Ivan Snegarov®. The three scholars, who have studied the
work, believe that the Liturgy has been composed by an anonymous
author. Syrku assumes that it has been written by Sofia hymnogra-
phers. His assumption is questioned by Vladimir Rozov who accepts
the Liturgy has been composed by ‘monks from Zion or Sinai’, who
attended the canonisation of the new martyr. Ivan Snegarov thinks
that their participation in its composition is insignificant, though he
also believes that it has been co-authored by several men of letters.
The authorship of the Liturgy was conclusively identified by Stefan
Kozhuharov, who found that the most important part of the book, i.e.
the Canon, was composed by a hymnographer from Sofia, Andrew,
who included his name in an acrostic®.

There is evidence that a church was erected immediately after the
martyrial death of St Nicholas on the spot near the road to Nis, out-
side the city®. In the 1930s though, nothing has survived of it except
for the fountain of the holy spring®. The fact that the cult of the saint
has been strongly established in the memory of the Christian inhab-
itants of Sofia s also evidenced by an account of his death different

16 Snegarov 1932: 81.

17 Kiselkov 1965: 356.

18 Kiselkov 1965: 355.

19 Rozov 1930, 2005-2019.

20 Snegarov 1932: 1-58.

21 Bujuklieva 2008: 5 [author’s summary of dissertation].
22 Kozhuharov 2004: 259-278.

23 Ishirkov 1912: 26.

24 Penev 1935: 52.
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Fig. 8. Free standing icon from the church of St Nicholas the New Martyr of Sofia.
Signed by Vasil Popradoikov, dated March 1891 (photo Vesselina Yontcheva)
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from that in the vita, which has also gained currency?®. Paisius of Chi-
landariou also mentions St Nicholas among the martyrs who died he-
roically in Sofia®.

All evidence indicate that immediately after the saint’s death, a cult
of him began to develop. His feast day was set and a liturgy and
a vita were composed?. Another important element of a developed
cult is also present: the saint’s representations in art*®, which were
painted not only at the churches in Sofia, but also outside the city.
Between ca. 1560s and the 1620s, images of the saint, signified as St
Nicholas the New Martyr, occurred at the Catholicon of St John of
Rila Monastery of Kurilo*; the Church of St Nicholas, the village of
Strezovce in the region of Kumanovo (1606); the Church of St Theo-
dore Tyron and St Theodore Stratelates® (1614), the village of Dobur-
sko; the Church of St George in Veliko Turnovo (1616) (Fig. 5)°'. At
all these churches, the saint, signified as Nicholas the New Martyr,
is represented as a beardless, wearing a chiton and a himation and
holding a cross. According to Victoria Popovska-Korobar no occur-
rences at the medieval monuments are known of representations of
the saint wearing armour®.

In the 18™ century, the saint signified as St Nicholas the New Martyr
was depicted as a young warrior and at the Chapel of the Holy Trin-
ity of the Church of the Most Holy Mother of God in Arbanassi®. A
saint signed as Nichola the New is represented at the south wall of
the loft of the church of St George in Arbanassi. He is depicted as a
young martyr*. St Nicholas the New Martyr of Sofia is represented
with a short black beard and in military garb together with St George

25 Temelski 2000: 31.

26 Hilendarski 1972:197.
27 Stoyanov 1981: 165.
28 Gergova 2015: 54-55.

29 The figure is in a medallion, in the fourth register (from top to bottom) on the south wall of the
naos, see Pandurski 1975: 8, 10, ill. 6.

30 The saint is represented in the first register on the north wall (arcade) of the south nave and
signified as St Nicholas the New Martyr, see Kuneva 2012: 36.

31 The saint is represented in the fifth register on the west wall and signified as St Nicholas the
New Martyr, see Gergova, Penkova 2012: 59.

32 Popovska-Korobar 2006: 114.
33 Gergova 1999: 1, 12, 13; Corpus 2006: 95.
34 Sapundzhieva 2015: 225.
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the New Martyr of Sofia on the lid of the casket for relics from the
Monastery of German®. Of the same period is also the icon of Theot-
okos Eleousa with the Holy Trinity and saints from the Church of the
Most Holy Mother of God, Sofia®*. In the second register (from bot-
tom to top), to the left of the central area, St Nicholas and St George
the New Martyrs of Sofia are depicted. The saint under consideration
is represented as a middle-aged martyr with a short black beard.

The fact should be taken into account that there are several saints
known under the name of St Nicholas the New Martyr: St Nicholas
the New Martyr of Vounenis (his feast day falls on 9 May), who was
martyred in the early 10" century; St Nicholas the Venerable New
Martyr Voivode (24 December); St Nicholas the New Martyr of Io-
annina (17 May), popularly known as ‘of Sofia’, who died in 1555;
St Nicholas the New Martyr of Metsovo (16 May), who died in the
early 17™ century, and St Nicholas the New Martyr of Karpenissi (23
September), who was martyred in 1672%. At the monuments between
the 16™ and the 17" centuries, the iconography of all the five saints is
almost similar, upholding the established representational tradition:
the saint is depicted beardless, wearing a chiton and a himation and
holding a cross. Impressively, in that period there are no images of
a Saint Nicholas signified as ‘of Sofia’. I suppose the hypothesis that
the martyr of Sofia is depicted in some of these monuments, having
in mind both the origin of the painters and the commissioners and
the close geographic proximity of these monuments to Sofia, where
at that time his cult was the most widespread®. In some instances,
there are conflicting opinions about who of the saints has been rep-
resented. Such is the case with an image of the saint at the Church of
St George in Veliko Turnovo, which in Bulgarian art history is gen-
erally accepted as a representation of the martyr of Sofia®*. Taking
into account the Greek origin of the icon-painters who made the mu-
rals, Maria Kolusheva claims that the very popular across Epirus and
Thessaly St Nicholas the New Warrior Martyr or St Nicholas the New
Martyr of Vounenis was represented®.

35 Genova 2001: 11, 1ll. 13.

36 Paskaleva 1981: 86, 87.

37 Popovska-Korobar 2006: 112, 113; Sapundzhieva 2015: 226.
38 Sapundzhieva 2015: 231.

39 Gergova, Penkova 2012: 59.

40 Kolusheva 2016: 109.



On an icon of St Nicholas the New Martyr of Sofia of unknown prov-
enance, dating from the 18" or the 19" century, which is now kept in
the collection of the National Institute of Archaeology with Museum,
Sofia*, the saint is represented as a martyr with a short black beard.
This is the earliest known to me image, where St Nicholas the New
Martyr is signified as “of Sofia’.

Since the first half of the 19" century, the cognomen ‘New’ has been
increasingly added to ‘of Sofia’ in the representations of the saint.
Images of the first half of the 19" century are extant at the catholicon
of the Seslavtsi Monastery* (1616, repainted in the 19" c.) (Fig. 6); the
Church of St Nicholas in the village of Lokorsko* (1834); the Church
of St Parasceva in the town of Breznik* (1841); the Catholicon of the
Nativity of the Blessed Virgin Mary, Rila Monastery* (1842-1844); the
Church of the Dormition of the Most Holy Mother of God, Monas-
tery of Iskrets* (1843); the Church of St Demetrius in Godech* (1844,
repainted in 1897); the Church of the Dormition of the Most Holy
Mother of God, Monastery of Trojan* (1847-1849); the Church of St
Demetrius, Monastery of Podgumer® (1848); the Church of St Paras-
ceva in the village of Breze™ (1882) (Fig. 7). In the majority of these
monuments the saint is signified as St Nicholas the New Martyr of

41 Gergova, Gatev, Vanev 2012: 27, 82, 546.

42 For unknown reasons, possibly because of a damage to the paint layer, some of the rep-
resentations on the north wall were repainted in the 19" century with the saint under considera-
tion among them signified as St Nicholas the New Martyr of Sofia, see Corpus 2018: 218.

43 The saint is represented above the west window on the south wall and signified as St Nicholas
the New Martyr of Sofia, see Kuyumdzhiev 2018a: 247.

44 The image is depicted in the second register on the south wall and signified as St Nicholas the
New Martyr of Sofia, see Stoykova 2018: 318.

45 The saint is represented together with St George the New Martyr of Sofia and signified as St
Nicholas the New Martyr of Sofia, see Kuyumdzhiev 2018: 463.

46 The saint is pictured full-length, young, beardless, holding a martyrial cross, in the third regis-
ter on the east wall of the narthex and signified as St Nicholas the New Martyr, see Kuyumdzhieva
2018a: 542.

47 The saint is depicted full-length, young, beardless, holding a martyrial cross, in the second
register on the south wall and signified as St Nicholas the New Martyr. It should be noted that
his image, along with other images in this area of the church, has been repainted ca. 1897, see
Stoykova 2018a: 557.

48 The saint is interpreted together with St George the New Martyr of Sofia in the north choir loft
and signified as St Nicholas the New Martyr, see Popova 2018: 660.

49 The saint is represented together with St George the New Martyr of Sofia above the east win-
dow on the south wall and signified as St Nicholas the New Martyr, see Zaharieva 2018: 720, 721.

50 The saint is pictured over the door on the west wall of the narthex and signified as St Nicholas
the New Martyr, see Kuyumdzhieva 2018: 736.
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Sofia with the exception of the Monastery of Iskrets, the Church of St
Demetrius in Godech and the Church of St Petka in Breze, where he
is signified as St Nicholas the New Martyr. The saint is represented
as a warrior riding a horse only at the churches in Breze and Breznik.

During the second half of the 19" century Nikola Obrazopisov de-
picted St Nicholas the New Martyr of Sofia in the Church of St Par-
asceva, the village of Dren; in the Church of the Dormition of the
Most Holy Mother of God, the village of Saparevo; in the Church of
the Nativity of the Most Holy Theotokos, the town of Samokov; in
the Church of the Presentation of the Virgin in the Temple, Panagur-
ishte™, as well as in the Catholicon of the Monastery of Lozen™. In
1871, the saint was depicted also at the Church of St Nicholas in the
village of Belotintsi, region of Vidin®. The murals at the church were
made by Hieromonk Macarius™.

Of special interest is the icon from the Museum of Christian Art at
the Crypt of St Alexander Nevsky Cathedral, dated to the late 18" or
the early 19™ century and featuring jointly Saint Nicholas the New
Martyr of Sofia, the Holy Archangel Michael and St George the New
Martyr (Fig. 4). Ralitsa Rousseva has proved that the icon has been
painted for the Church of the Holy Archangels in Sofia®, which ex-
plains its unconventional composition: the patron saint of the church
is central to the icon, surrounded by the saints whose relics are held
there. On the icon from the Crypt Museum he is portrayed precisely
as in his vita, a middle-aged warrior®. In the church that the icon was
commissioned for a copy of the saint’s vita is kept written by priest
Lazar from Kratovo. It could be logically to assume that the commis-
sioners of the icon, who were in direct contact with the Church of the
Holy Archangels, the centre of the cult of St Nicholas the New Martyr
of Sofia, were fully conversant with the saint’s vita, telling that dur-

51 Gergova 2006a: 243.

52 The saint is represented as a middle-aged martyr, wearing a white dalmatic and signified as
‘of Sofia’, see Mardi-Babikova 1969: 18.

53 The saint is depicted as a martyr, signified as St Nicholas the New Martyr of Sofia, see Mar-
di-Babikova 1971: 4.

54 Gergova 1983: 13-15.
55 Rousseva 2015.

56 The earliest representation of the saint as a warrior is at the Chapel of the Holy Trinity, the
Monastery of the Dormition of the Most Holy Mother of God in Arbanassi, where he, however, is
depicted as a young man, see Gergova 1999: 1, 12, 13; Corpus 2006: 95.



Fig. 9. Mosaic of St Nicholas the New Martyr of Sofia and St George the New Martyr of Sofia
in St Alexander Nevsky Cathedral, Hristo Berberov, 1911 (photo Vesselina Yontcheva)

ing his years in Wallachia, Nicholas joined Mircea Ciobanul’s guard.
Probably that was the reason why the saint began being depicted as
the warrior he was in a certain period of his life, rather than as a
martyr.

Ralitsa Rousseva suggests that if this icon had belonged to the Church
of the Holy Archangels, it should have been widely known in the 19*
century so that serving as an iconographic model”. I would ques-
tion this hypothesis, for if the icon had served as an iconographic
model, its unconventional composition would have been used as a
prototype. Besides, as seen above in the saint’s representations of the
first half of the 19™ century, it has to be taken into account that he is
depicted as a warrior only in the churches of Breze and Breznik, and
again only in these two churches as a beardless young man riding a
horse. All this comes to prove that the iconography of the saint, rep-
resented according to his vita as a middle-aged man wearing armour
was established much later, i.e. after the Liberation in 1878, when his
vita and image gained more widespread currency.

57 Rousseva 2015.
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(photo Vesselina Yontcheva)

It was after 1878 that St Nicholas the New Martyr of Sofia was made
the patron saint of the officers and the patronal festival of the newly
established Military School in Sofia was to be celebrated on the day
of his martyrdom. In 1890, a decision was made to build a wooden
chapel in the immediate vicinity of the holy spring. Six years later,
the construction of the present church began.

The burial place of St Nicholas the New Martyr of Sofia is one of the
few known interments of a Bulgarian saint. The place where his body
was dragged and burned on 17 May 1555, the so-called Turnitsa lo-
cation owned by Hajji Pavel Bonev and his wife Ekaterina Hajipav-
lova was not a built-up area. Only a boulder indicated the martyr’s
gravesite®. In 1890, the landowners donated the plot to the newly
consecrated wooden chapel. Back then the churchwardens built a
baldachin and a fence. The feast day of the patron saint has been
celebrated ever since May 1892. On the night of 16 May holy wa-

58 Temelski 2000: 40.



ter sprinkling ceremony was performed on the site where the martyr
was burned. On the next morning a service was held at the chapel. In
1969 a small chapel was constructed on the gravesite of the saint in a
small yard in what is now 126 Tsar Simeon Street™.

In 1882, in the time of the earliest wooden chapel, erected on the site
where the saint was tied to a willow tree and stoned to death®, the
churchwardens decided a big vita icon to be assigned to a skilled
painter®. Vasil Popradoykov from Samokov was commissioned to
do the work (Fig. 1). Seven of his sketches of hagiographic scenes
for the icon are now kept in his sketchbook at Samokov History Mu-
seum (inv. no. 1124). Anna Roshkovska has published four of these
drawings attributing them to Stanislav Dospevski®. The sketchbook
though, assembled and donated to the Museum by Vasil Popradoyk-
ov’s son, Dimiter Radoykov in 1939, explicitly mentions that these are
scenes from the life of the saint and the icon belongs to the Church of
St Nicholas in Tri Kladentsi residential area in Sofia (Fig. 2)®.

The vita icon by Vasil Popradoikov is now kept in the altar of the
church and is brought out each year on 16 May for an outdoor liturgi-
cal supplicatory procession. It bears an inscription in the lower right
end: “Painted by Vasil P. Radoykov from Gorni Samokov, 1882’. In the cen-
tral area of the icon St Nicholas the New Martyr of Sofia is depicted
full-height and holding a martyrial cross in one hand and a spear in
the other, surrounded by scenes from his life, chronologically following
the events from his vita. The ‘account’ begins from the upper left end
proceeding to right very much like a text. Above each scene its num-
ber and title are inscribed: 1. The Trade of St Martyr Nicholas of Sofia, 2.
St Martyr Nicholas Opiated through Deceit and Circumcised, 3. St Martyr
Nicholas Praying before the Image of the Saviour (Fig. 3), 4. St Martyr
Nicholas Before the Judges, 5. St Martyr Nicholas in His Cell Visited by
Acquaintances, 6. St Martyr Nicholas Led to the Place of His Martyrdom,
7. St Martyr Nicholas Stoned to Death by His Torturers and 8. St Martyr
Nicholas Thrown into the Fire. The new church, which construction has

59 The chapel was designed by architect Stefan Kunev and painted in 1979 by Nikolai Rostovt-
sev and Alexander Sorokin.

60 Sprostryanov 1906/1907: 27.

61 Temelski 2000: 41.

62 Roshkovska 1994: 11-17.

63 Sketchbook of Vasil Popradoikov, inv. no. 1124, Samokov History Museum.
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not yet begun when the icon was painted, is represented beneath the
central image of St Nicholas.

In 1897 the churchwarden N. Krapchanski, in an attempt to raise
funds for the construction of the new church, suggested the Popra-
doykov’s icon to be printed on paper and sold to the public by retail.
It was Ivan Dimitrov, rather than the painter of the icon, who took to
making the print in full compliance with the painting. In 1898, 10,000
copies of the print were released. I found such a copy at the Church
of the Dormition of the Most Holy Mother of God in Obelia residen-
tial area, Sofia, and at the Church of St Andrew the Protocletus in
Opulchenska Street, Sofia. Consequently, lithographic copies of the
icon came out®. Such a copy is found in the Church of the Holy Trini-
ty, Konstantin Velichkov Boulevard, Sofia. Thus, Popradoykov’s icon
became a ‘prototype’ for the painters working in the period after the
Liberation.

In 1879 St John of Rila Ministerial Fraternity in Sofia published a
small book Vitae of the Saint and Right-believing King Boris-Michael of
Bulgaria; St Cyril and St Methodius; St Nicholas the New Martyr of So-
fia, the Holy King Constantine and His Mother Helena and St George the
New Martyr of Sofia, authored by a cellarer Todor Mitov®. The church-
wardens of the new Church of St Nicholas the New Martyr of Sofia,
who found it impossible to reissue the saint’s vita in an attempt to
raise funds for its construction, were presented with 3,000 copies of
this book®. By distributing the book and the print in an attempt to
receive donations, both the story (though abridged) and the image of
the saint were promoted. All later representations of the saint, which
I'will discuss in more detail later on, adhere to the iconography estab-
lished after the Liberation.

The Church of St Nicholas the New Martyr of Sofia has a total of four
icons that are from the period under consideration: the patron saint’s
icon from the iconostasis; an icon without a fixed place, positioned
next to the ambo, and one on the proskynetarion in the south area,
next to entrance to the church. The vita icon by Vasil Popradoykov
is kept in the altar. The icon without a fixed place next to the ambo

64 Vasiliev 1987: 217.
65 Paskaleva 2002: 214.
66 Temelski 2000: 58.



Fig. 11. The killing of St Nicholas with stones, plinth belt of the iconostasis of the church
St Trinity in Sofia, Petar Kushlev, 1945 (photo Vesselina Yontcheva)

was described by Hristo Temelski in his book about the Church of
St Nicholas the New Martyr of Sofia as made by an unknown paint-
er”. The icon, however, is signed in the lower right end by Vasil Po-
pradoykov and dated in the lower left end ‘1 March 1891 (Fig. 8).
The icons from the iconostasis and the proskynetarion were made in
1923/24 by a team led by Gospodin Zheliazkov including Stefan Iva-
nov, Hristo Berberov, Ivan Dimitrov and Apostol Hristov®.

Two depictions of the saint are preserved at St Alexander Nevsky

67 Temelski 2000: 87.
68 Temelski 2000: 86, 88; Katsarski 1966: 58.
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Cathedral: the one made by Tseno Todorov® is on the north curve of
the arch, between the northwest pillar and the column to the west of
it (Fig. 10) and the other one is a mosaic icon above the north door
to the northwest corner of the building, made by Hristo Berberov,
where the saint is depicted together with St George the New Martyr
of Sofia (Fig. 9).

In 1945, Peter Kushlev made the iconostasis of the Church of the Holy
Trinity in Slatina residential area of Sofia. Among the many scenes
from the Bulgarian history he introduces there, the Stoning to Death
of St Nicholas the New Martyr of Sofia was represented on a panel in
the south zone of the iconostasis (Fig. 11)”.

The images of the saint commissioned for Sofia churches after the
Liberation suggest that at the time, the iconography of St Nicholas the
New Martyr of Sofia has already been established in conformity with
the historical credibility of his vita, with his age and the garments of
the period. He was represented as a bearded middle-aged man, his
hair tucked behind the ears, wearing military garb and a cloak over
his armour, holding a cross in his right hand. This iconography is
very different from the earlier representations that have adhered to
the typology of the homonymous saints. Indeed, the earliest image
of the saint, where he is represented according to his vita, is the icon
at the Museum of Christian Art at the Crypt of St Alexander Nevsky
Cathedral, dated to the turn of the 19* century. In neither of the mon-
uments that dates from the 19" century until the Liberation the saint
is depicted as a middle-aged warrior. Chronologically, the next sim-
ilar representation is on the vita icon of 1882 by Vasil Popradoykov.
The icon-painter from Samokov possibly modelled his icon on the
image of St Nicholas the New Martyr on the icon from the Crypt. As
for the painters working after the Liberation, who firmly adhered to
this iconography, they undoubtedly were influenced by the image
on Popradoykov’s icon, rather than on that from the Crypt Museum.

69 Petrov 2011: 84.

70 The saint is depicted in profile, tied to a tree, and on the left side a Turk is about to throw a
stone at the martyr. On his right side, the fountain is painted to symbolise the holy water spring
on the place of his martyrdom, see Angelov 1992: 78.
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KyarpTt kbM B. Hukoaa Hosu Coguiickn
VI HeTOBUTe M300pakeHNsI B COPUIICKITE XpaMOBe
ot Kpas Ha XIX - mppBaTa moaosmHa Ha XX BeK

Beceauna MOHHESQ

Cs. Huxoaa Hosu Coduiicku e cpea MbUeHMLINTe, KOUTO 3arusar repoiicku s Co-
Just mpes XVI B. 3aegHo cbe cs. I'eoprn Hosu Coduitcku u ¢s. 'eopru Hait-nosu Co-
Juricku. Pogen mpes 1510 r. B fInunHa, Hukoaa ycsossa obymapckus 3aHaaT. Caeq
CMDLPTTa Ha poanuTeanTe ci ce mpemectsa B Codpust, KbAETO Ch3JaBa CBOe CEMEeVICTBO.
Ckopo cae ToBa HaIlyCKa Tpaja U Ce YCTaHOBsBa BB BAalllko, KbA€TO IOCTBIIBA B
rBapAnsATa Ha Mupdo Yoban. Caea nzpectHo BpeMe ce 3aBpbina B Copus, KbAeTo, B
OIIUT Aa IO MPMOOIIAT KbM MCAsIMa, MIOCIOAMaHUTe C M3MaMa r'o oOpsI3Bart. Buipe-
K1 To31 OpyTadeH akT Hykoaa He ce oTpmda OT XpUcTHsIHCKaTa Bspa. [To Tasu mpu-
9IIHa TOI € 3a10BeH, M3MBUBaH, ChAeH U XKeCcTOKo youT Ha 17 maii 1555 r. Tsa0T0 My

€ BropeHo, Taka 4e TA€HHNTE MY OCTaHKI Ja He MOTaT Aa 6’I)AaT norpe6aHM.

Kyarer xbM cB. Hukoaa Hosu Coduiicku ce pa3susa Obp30 caes CMBPTTa MY.
Eaun oT nmpubarkeHnTe My XpUCTUSHM YCIIABa 4a ce 4oDepe 40 dacTuIia OT 4e-
pena My, a cae, KaTo TAA0TO MY e M3TOpeHO XopaTa ChOMpaT OCTaHKUTE OT M3ro-
penure koctu. Momure ca saHeceHu B Iybpksara ,CB. ApxaHrean” u mocraseHM
B Kopuera Ha cB. Kpaa MuayTtun. B To3u xpam, Ha crieniuadeH I'bpKOBeH ChOOP,
csukaH oT Coduiickust mutponoaut fIkos, Hukoaa e nposbsraaceH 3a cperery —
KaJleHJapHaTa My IIOYNT e II0cTaBeHa Ha 17 Maii.

CseeHns 3a XXUBOTa, AEMHOCTTa, CTpajaHUATa U MbUeHNdecKaTa CMBPT, KaKTO Hi-
KoM 4yJeca, U3BbpIIeHN cled cMbprTa Ha cB. Hukoaa Hosu Coduiicky, moayyasa-
Me OT TP IIPOM3BEeAEHs, TIOCBeTEeHM Ha CBeTella — KUTHe, cAy>kba Cbc CHaKcap 1
IoxsaZHa Oeceja, KOsITO BCHIJHOCT € IIOCBEeTEHa Ha TpuMarta cOPUICKN MbUEHUIIN
ot XVI B.: 'eopru Hosu Codmitckn, I'eoprn Hoserrxu 1 Huxoaa Coduitckm.

Begnara caea cMbpTTa Ha CBeTella 3allouBa Ja Ce pas3BMBa M KYATBT KBbM HeTO.
OmnpejeseHa e gata 3a Ipa3HUK Ha CBeTella, HallMCaHM ca cAy>kOa 1 xurue. Vzo-
OpaskeHNs Ha CBeTella ce IIOABABAT He caMo B XpaMmoseTe B Co(uist, HO U M3BBH Ipa-
Aa. B Tesu paHHN M300pakeHNs CBETeIThT e IpejcTaBeH KaTo MAajeX B MbUeHN-
JecKu oAeXAn, curanpa kato Hukoaa Hosu. B cpeaHoBeKkoBHUTe TaMeTHUIIN He
Ca M3BeCTHY IIPUMepH, B KOUTO CBeTeITbT Ja e IIpejcTaBeH BB BoeHHM gocrexn. Ot
XVIII B. gaTMpa Hali-paHHOTO M300pakeHMe Ha CBeTella, IIpeAcTaBeH KaTo BOUH,
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KaKbBTO € D1 3a M3BeCTeH epmo4 OoT XKMBOTa CU CITIOpeJ CBOETO JKIM3HEeOIICaHme.

TpsaOBa aa ce nma npeasns, ye ¢ uMmerto cB. Hukoaa Hosu ca msBecTHU HAKOAKO
cseTii — cB. Hukoaa Hosu ot Bynenn, cs. npen. Huxoaa Hosu Boesoaa, cs. Huko-
2a Hosu ot SInuna, 40014 nomyaspHoct ¢ npossumiero cu Copuiicky, ¢s. Hukoaa
Hosu or Menioso u cs. Hukoaa Hosu ot Kapnienncu. B namernunure or XVI g0
XVII B. uxonorpadusTa 1 Ha leTuMaTa A0 TOAsMa CTeIleH ce IPUIIOKPUBa — CAea-
Ba yCTaHOBEHaTa TpaAMIIVs Ha U300pa3sBaHe — CBETEIIBT e IIpejCTaBeH roaobpag,
¢ mpueHmyecku ogexau. Jo XIX B. Hamame oOpas Ha cpeTena Hukoaa, koiito ga
e curHupaH xarto ,,Coduricku”. B moseyero nzodpaskennst ot XIX B. cBeTeIrsT Beue
e orbeasnsaH kato Hukoaa Hosu Codmiicku. IlpeacrassiH e eiHOBpeMeHHO KaTo

BOIH, Ha KOH 1 KaTO M'bY€HIIK.

EaBa caea OcBoboXxaeHneTo TBLPAO Ce Halara MKOHOTpadumsTa Ha CBeTella KaTo
BOMH, 0DAeueH B JOCIIeXy, ¢ IIpeMeTHaT I14alll, Ha cpedHa Bb3pacT, ¢ Opada 1 Koca,
npudpaHa 3a4, yIIuTe, Abp>Kalll KPBCT B AACHaTa CM pbKa. Tasu mkoHorpadus e
cpoDpaseHa ¢ MCTOpyYeckaTa BIPHOCT Ha XXUTMETO MY: CBETeIIbT 3aruBa, KOTaTo e
Ha 45 roaVHM, a 3a M3BECTeH IeproJ CAyXM B apMuATa Ha Mupuo Yoban. Berraxn
n300paskeHNs Ha cBeTerla B copuiicKuTe Xxpamose caej 1878 r. caeasaT To3m MKoO-
Horpad)CKit MOJe/, YCTaHOBEH OT eJHa VMKOHa, paboTeHa OT caMOKOBCKIs 3orpad
Bacna ITonnpagoiixos.

ITpe3 1892 r. ITbpKOBHOTO HACTOATEACTBO Ha HOBOCTposmus ce xpaM ,,Cs. Hukoaa
Hosn Coduitcki” moppyBa M3MICBaHETO Ha rOAsIMa KUTHUITHA IKOHA Ha CAMOKOBe-
na. I'lpes 1898 r. e uspaboTeHO HeltHO NeyaTHO Konue, pasznedaraHo B 10 000 Tupax.
[lammaTa e mpoJaBaHa OT IIbPKOBHOTO HACTOATEACTBO 3a ChOMpaHe Ha IIOXKepPTBO-
BaTe/HN ITOMOIIN 3a HOBOCTPOSIIN ce XpaM. B pesyartar Ha pasmpocTpaHeHneTo
1 ce MOSBABAT M KOMM: Ha MKOHaTa. V3oOpa’keHmeTo Ha cBeTella OT MKOHaTa Ha
INompaaorikos ce yTBbp>KAaBa B IIpeACTaBaTa Ha XOpaTa 3a CBeTella U Ce IIpeBpbIlia
B, IIpoToTUI” 3a XyAoKHMUIUTe caed OcsoOoxAeHneTo. B Tosu cMucba Moxe Aa ce
Kaxe, ue Bacua ITorpasoiikos e aBTop Ha nkoHorpadekust T Ha . Hukoaa Hosu
Codmitcku. Bermuku nso0paskeHns1 Ha cseTella, paboTeHn oT OcBOOOKAEHIETO 40
cpeaara Ha XX B. B xpamoseTe B Codus, caeaBaT MKOHOTpadCKis Mogea, padpabo-
Ten ot [Torrpaaoiikos.



Hemussectna ¢pororpadpms
ot ybpksara ,,Cs. I'eopru Maan”“
B HeceObp

Mean Bares!

AbcTpakT: TekcThbT M3caAeaBa elHa HellyOAMKyBaHa (poTorpadus OT apxmBa Ha
ceMelicTBO MaBpOAMHOBH, KOSATO IIPeACTaBs YacT OT CTeHOIMCHAaTa IIporpamMa Ha
HemusBecTHa IrbpkBa. OKa3Bsa ce, ue T4 e 3acHeTa B Iibpksara ,Cs. 'eopru Maan”
B HeceObp, paspyrena mpes 1946 r. Tosa e mrppBaTa nssectHa gotorpadus oT
oaTapa Ha HeceObpcKaTa Irbpksarta. Pororpadusita 4aBa HOBU CBeAeHIs KaKTo 3a
MKoHorpadcKaTa porpaMa Ha CTEHOIVCUTE TaM, TaKa I 3a HIKOU apXUTEKTYPHU
ocobeHOCTH Ha crpagara. B Hes ce cbabprKa MHGOPMaLILL U 32 HEM3BECTHU A0CeTa

HaATIVICH.

Karouosu aymm: HeceOnp, cTeHONMCH, ITOCTBU3aHTUIICKO M3KYCTBO, MKOHOTpAa-

Jus1, apxuBy, KyATYpHO HacAeACTBO

OOekT Ha HaCTOAILIOTO IpOy4yBaHe e eaHa HeryOAMKyBaHa (pOTO-
rpadusi OT apXmBa Ha ceMelicTBo MaBpOAMHOBHU, KOSITO IpeACTaBs
JacT OT CTeHOIIMCHATa IIporpaMa B 0ATapHOTO IPOCTPAHCTBO Ha He-
U3BeCTHA IIbpKBa. I103UTUBHOTO KOIMe e HalpaBeHO OT CThKAeHa
naaxa. Vsnoassana e potorpadpcka XapTus ¢ JKeaaTMHOBA €My ACHS
Ha HeMcKaTa ¢upma ,Leonar”?. B ropums xpaii Ha 11aKkata BbPXY
emyacusaTra e umaao Haanuc ,,Cs. Criupugon”. Bepxy repoa na ¢o-

1 Dr Ivan Vanev is an Associate Professor at the Institute of Art Studies, Bulgarian Academy of
Sciences, working in the fields of Conservation and Restoration, studies and preservation of the
cultural heritage.

2 3asoasT B XamOypr npoussexxja ¢poTomatepuaan ¢ Tasyu Mapka ot 1910 a0 1964 r., xorato
craBa yacT ot ,Agfa”.
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TorpadusTa Ha TpU peda e usnucaso ¢ moaus ,Cs. Cnupugon”?”,
+Kpae?”, ,Meannk?”. [louepksT e Ha Anasina MaspoauHoBa.

ITbpksara ,,CB. Cimpugon” 8 MeaHUK ce crioMeHaBa 3a I'bPBU ITbT
ot Iloa ITepapuse mpes 1907 r. KaTo eaHa OT ABeTe AOA€NeH! ITbpPK-
BU Ha CpegHOBeKOBHII MaHacTup , Cs. boropoauria Crimaeornca™.
B nmyGaukanusTa cu GpeHCKUAT n3caeAoBaTea OOpbIlla BHUMaHIE
Ha caeauTe OT ctapu ¢ppecku B IrbpkBaTta ,,CB. boropoauia”, Ho He
CIIOMeHaBa 3a Haandue Ha creHormcu B ,,CB. Crimpugon™. Io Bpe-
Me Ha rocenjeHnero Ha Hukoaa Maspoannos B Meanuk ripes 1930
r. ubppksata ,,CB. boropoauna” seue e ,,CbBBPIIEHO pa3pylleHa U
3arpymnasa“. B mo-406po cbcTosiHIe, Makap 1 Oe3 IIOKPUB, € ITbPK-
BaTa ,CB. Criupugon”. MaBpoAuHOB s onmcsa KaTo ,MaAka eAHO-
KopaOHa Oa3mamka” ¢ BIMcaHa alicuja U ABe CTpPaHMIHU HUIIN®.
Toit mybAMKyBa 1 apXUTEKTYpeH IAaH Ha Crpajara’, HO ChIIIO He
CIIoMeHaBa 3a Haandne Ha creHormcy. CteHonmcHN pparMeHTH ca
OTKpUTHU B Hacumna Ha Irppksara ,Cs. Ciupuaon” easa mo speme
Ha apXe0A0TMYecKNTe IIPOydBaHILs, IIpoBedeHn pes 1979-1982 r.®
Aatupann ca ot Buoaera Hemesa B nepnoga XII-XIV u 8 XVI 5.
Criopeg Hest oTKpUTHUTE B Hacura GpparMeHTH ca 4acT OT CTEHOIIVIC-
HaTa yKpaca Ha chceAHaTa Irbpksa ,CB. boropoanma™. B pesyarar
Ha apXxeoAO0TrMyecKuTe IPOyYBaHMsS U3Tpa’kjaHeTO Ha ITbpKBaTa
,CB. Cniupugon” e gatupano B kpas Ha 30-Te 1 Hayaa0TO Ha 40-Te
roaunay Ha XVIII B. u ce cBbp3Ba ¢ 110CA€AHOTO IIPEyCTPOIICTBO Ha
,CB. bBoropoaniia”. Taka pasanunsita B apXUTeKTypHUsI I1AaH, AUII-
caTa Ha CTEHOIIVMCH U OTHOCUTEAHO KbCHATa 4aTUPOBKa Ha IIbpKBa-
ta ,,Cs. Ciupugon” n3kaio4pat Bb3MOXKHOCTTa poTorpadusra aa e
3acHera B maHactupa , Cs. boropoanira Crimaeornca®.

Toi1 xaTto M3caeasanara ¢ororpadusi e cbXpaHsABaHa B OITaKOBKa
¢ ¢ororpadpun or HeceObp, MOKe ga ce AOIycCHe, ye e 3acHeTa B
oATapa Ha HAKOS OT ITBPKBUTE Ha roayocTposa. HaarmmicsT BBp-

3 Perdrizet 1907: 21-22.
4 Perdrizet 1907: 22.

5 Mavrodinov 1933: 300.
6 Mavrodinov 1933: 300.

7 Mavrodinov 1933: 296, 06p. 171. MatocrpanusaTa e curiupana kato ,, LIppksa ,Cs. boropoanna
CrmmaeoTica”, HO OT ONMCAHMETO B TEKCTa CTaBa JICHO, Ye ToBa e aaHbT Ha ,Cs. Crimpugon”.

8 Nesheva 1994: 30.
9 Nesheva 1994: 54.
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I'pw6 Ha poTorpadpusara
(aetaiia)

Xy eMyAcCHuATa Ha CTbKJAeHaTa Ildaka Hacousa KbM IIbpksarta ,CB.
boropoauiia Ilonoantpusa”, xosro npes 40-te rogunn Ha XX B. e
ussectHa 1 kKaro ,Cs. Crimpugon™”. Ts ce e HaMMpasa Ha IOTOU3-
ToK oT CTrapata MUTPONOANs, Ha 'bI'bla MeXAY AHEIIHUTe YAUIU
,Hap VBan Acen II” u ,, Copponnit Bpauanckn”. PaspyiieHa e ripes
1954 r. Criopea nscaeaosareante ,,Cs. boropoauna Ilonoantpus”
e usrpagena rpe3 XVIII 8. BbpXy OCHOBUTe Ha ITO-CTapa IbPKBa, OT
9IATO TPUCTEHHa arcluAa MMaJAo 3allaseHN OCTaHKU. B HayuHara
ANUTepaTypa obade AUIICBAT CBeAeHN 3a HaAl4le Ha CTeHOIIUCH B
oATapa Ha IrbpkBaTa. Jatupanero Ha crpagata B XVIII B. 1 my6an-
KyBaHMAT OT AceH Bacuanes 1aaH cbIio M3KAIOYBAT Bb3MOKHOCT-
Ta pororpadusTa 4a e 3acHeTa Tam'.

B Xoga Ha HacTOAIIOTO IIpOy4yBaHe CTaHa sCHO, Ye M3CAejBaHaTa
¢ororpadpus orrosaps Ha cBeaeHusATa, kouto AHgpe I'pabap u
Acen Bacnanes aasart 3a gpyra HeceObpcka IibpKksa. CTaBa BBIIPOC
3a oATapa Ha paspyllleHaTa IlbpksaTa , CB. 'eopru Maan”, ot koii-
TO Aocera He Os1xa n3secTHU PpoTorpadpuu.

Iupksata ,Cs. Teoprm Maan” e 6maa maaka egHoKopabHa IoO-
CTpOIiKa C e4Ha allciiAa U IPOTe3MCHa U AMaKOHMKOHHA HIIIIa Ha
M3TOYHATa cTeHa. JI3BecTHUTE g0Cera poTorpadpun, cBaleHUTeE CTe-
HOIIVCK U ITyOAMKYBaHMAT I11aH II03BOAsBAT Ha M3CAeA0BaTeANTe
YCAOBHO Ja OTHecaT M3rpa’k4aHeToO Ha ITbpKBaTa KbM OCMAaHCKI
nepuod. B mpoyusanmsta Ha Vsanka I'eprosa, Emanyea Mytados
u I'eopru I'epos crenonucute ot ,Cs. 'eopru Maan” ca gatupann

10 Vanev 2013: 127-133.
11 Vasiliev 1950: 59.



MkoHocTacsT Ha IybpKBata (pororpadus B. Aasapkesiy; HA na BAH, §. 142k, a.e. 425, 1. 136)

B camoTo Havaao Ha XVII B."? B mo-kbceH nepno/ 3arnajHara cTeHa
Ha ITbpKBaTa € paspyllleHa U HaoChT e paslINpeH B 3allajHa IIO0-
coka. Caea ToBa IIpeyCTPONCTBO B Haoca ce € BAM3aA0 caMo IIpe3
BXOJOBeTe OT IOT 1 OT ceBep. He e u3BecTHO gaam mbpBOHaYaAHO
IIbpKBaTa € MMaJda BXOA I OT 3amnad. Hait-kbcHa e mpucrpoeHnara
KbM IOJKHaTa CTeHa I1asHToBa OTKpuTa raaepus. [lo-roasmara yacr
OT CTEHONMCUTe ca cBadeHM mpe3 1946 r. or pecraspaTopa Ha Ha-
poanus apxeoaormdecku myseit B Codpust Kapa Vopaanos u anec
ca yact ot ¢poHAa Ha HarmonaaHms apxeoaormyecku MHCTUTYT C
myseir npu BAH®. Criopea Acen Bacnanes mpes cblata roguHa
I'bpKBaTa e paspylleHa'!. Taka HecBaaeHNTe CTEHOINCH Ca YHUIIIO-
>KeHM 3ae/HO CbC crpajara.

OcHoBHUTE CBeJAeHIsI 3a I/IKOHOI‘pa(l)CKaTa IIporpaMa Ha CTEHOIINCH-

12 Gergova, Moutafov 2004: 43; Gergova 2012: 184; Gerov 2012: 23.

13 Vanev 2013: 99. [lopaau 3acTyasBaHe Ha BpeMeTO I AUIICaTa Ha AOCTaTbuHO MaTepuaau, TOn
yCIIABa 4a CBaay 0K0A0 15 M? OT 3aIla3eHyTe CTEHOIMCH.

14 Vasiliev 1962: 475.
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Cs. Boropoauna ot aricugara Ha irspksara (HAVIM-BAH, uns. omn. 77 mop. Ne 29, 54x54)



Amnrea ot arcugara Ha
epksara? (HIOVAM,
nuB. Ne 3876, 30,5x16,5)

Te ABbAKMM Ha IIpoyusaHusiTa Ha AHApe I'pabap, KOITO moceliasa
HeceOnp nipes 1920 r., u Ha Acen Bacuanes, nscaeasaa ,,Cs. 'eopru
Maan” nipe3 1946 1. Texnure cBeaeHns odade He ce IIPUIIOKPUBAT
HairbaHO. PoTorpadusirta e ole Mo-IIeHHa, 3aIlOTO OT CTEHOIIVICH-
Te B 0ATapa Ha ITbpKBaTa 4O AHeC ca 3alla3eH) caMO (pparMeHTIH.
Eaun ot 15X e raaBarta Ha ¢B. boropoauria Ha TpoH OT arcuara’.
BeposaTHO ¢pparmMeHTHT ¢ raasa Ha aHrea oT poHga Ha Hanmonaa-
HILS ITbPKOBEH MICTOPMKO-apXe0A0IMYeCcKy My3ell ChIIIO € CBaAeH OT
o/ATapa Ha ITbpKBaTa'®.

Ha ¢otorpadusra ce 3abeasi3pa, 4e B TOPHUS PETUCTLP Ha ceBep-

15 HAVIM-BAH, uns. on. 77 rop. Ne 29, 54x54, sux Gergova, Gatev, Vanev 2012: 513.
16 HLIMIAM, uus. Ne 3876, 30,5x16,5.
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HaTa CTeHa B oATapa e n3oOpaseHa ciieHarta [lergecetnuiia. Augape
I'pabap copijo ordeasssa IleraeceTnniia xaTo rocaeaHa oT mope-
AullaTa ClleHM Ha ceBepHaTa cTeHa'. 3a pasamuka ot I'pabap Acen
Bacuaues 13001110 He cClloMeHaBa CIleHaTa 1 OT HeTOBMS TeKCT M3-
raexJa, 4ye TOPHUAT PeruCThp e 3aBbpIliBad Ha M3TOK C BbaHece-
Hue'. Ilog Iletaecetnurra Ha poTorpadusra MoxKe Ja ce 3abeaeK
¢urypara na Xpucroc or Bugennero na cs. [lerop Aaexkcanapmnii-
cku. CrienaTa e oTOeAs3aHa 1 OT ABaMara uscaegosatean. CrieHara
SIBsiBaHEeTO Ha XPpUCTOC Ha MUPOHOCUIINTE e crioMeHaTa oT I'pabap,
HO 0e3 Ja e IT0COYeHO HEeITHOTO TOYHO MecToroAokeHue. ITo-moa-
pobHU cBegeHus Aasa AceH Bacmames, KoiTo nuiie: ... Haj Ipo-
Te3aTa Oe mpeAcTaBeH XPUCTOC, B 1A PBCT U OT ABETe MY CTPaHMI
10 ABe KOAEHUYVAN MAadyliu >KeHu — Toxape tov MugokoQ”™.
ITpes 1946 r. Acen Bacuanes Buasia B ,-ipockoMuausTa” odpasa Ha
cB. Crepan®. I'pabap He criomeHaBa 3a m3oOpakenne Ha cB. Cre-
¢an, HO 0TOEA:13Ba, Ye TaM e IpeAcTaBeHa “Pieta”’?. Okassa ce, ue 1
ABaMaTa M3CAeA0oBaTeAN Ca HU OCTaBUAM BepHHU, HO He 40CTaThuHO
panu ceedenns. Criopea gororpadpusita B IpoTe3ycHaTa HAIIIA €
npeacraseH Xpucroc B rpoda, a purypara Ha cB. CtedaH B 114 pbCT
e TIOMecTeHa MeXXAy Hes U allcujara.

baarosapenne Ha BIMCOKOTO KadecTBO Ha 3acHeMaHeTO (pOTorpa-
duaTa mpeaocTass HoBa MHQPOPMAaIV 1 3a HAKOM OT HaAIIMCHUTe?,
B nybaukanusara Ha Anape 'pabap auricsar csejeHus 3a HaAIu-
cute B oatapa, a Acen Bacuanes e gokymeHTMpaa camMo Haalnca
OT clleHaTa SIBsABaHeTO Ha XpuUCTOC Ha MUpOHOCHLIIUTe. I'perikara
B HETOBILS IIpernnc obade e OTKpuUTa 1 KoMeHTupaHna 1pe3 2004 r. B
nyoankaruara Ha Visanka I'eprosa n Emanyea Mytados®. Ilpea-
AO>KEeHOTO OT aBTOpUTe YeTeHe Ha TeKCTa e IIOTBbPAEHO OT U3CAe-
BaHaTta ¢poTorpadus. Criopes Hes HaAIMCHT Ha ClleHaTa e OMAa:

TO XAIPE, TWN MVPOPOPWN

17 Grabar 1920: 131.
18 Vasiliev 1950: 60.
19 Vasiliev 1950: 60.
20 Vasiliev 1950: 60.
21 Grabar 1920:131.

22 U3ka3saM 0aarogapHOCT Ha I4. ac. A-p Mapus Koay1esa, KOATO yCITs 4a Bb3CTaHOBY YacT OT
Haarnucute 110 ¢pororpadpusra.

23 Gergova, Moutafov 2004: 44.



3a cbxxaseHne, TeKCTbT Hag ¢uryparta Ha cB. Ctedpan e 6114 B 201110
CbCTOsIHME TIO BpeMe Ha 3aCHeMaHeTo I AHeC TPY4HO MoXe Ja Obae
cBazeH 1o ¢ororpadusTa. B 1mo-406po cbcrosHUE e Oma eAVH
PsAAKO cpelllaH HaAIINMC KbM U300paskeHNeTo Ha XpuUCTOC B rpoda
B mpoTe3ucHaTa Huma. [lo 3anmasenuTe OykBu TOM MOXe ga Obje
BB3CTaHOBEH KaTo:

IC XC
O BACIAEVC [THC] AO[Z]HI[C]

VnTepecHo e, ye HUKOI OT U3cAeA0BaTeANTe He CllIOMeHaBa HaAllu-
ca, pa3Il0AO>KeH B IIPOCTPAHCTBOTO MeXKAy IpOoTe3lCHATa HIUIIIA U
ceBepHaTa cTeHa. BeposTHO TOII He e 3a0eas3aH oT AHgpe ['pabap
Iopaju AuIicata Ha eCTeCTBeHO OCBeTAeHle B 0ATapa Ha ITbpKBarta.
Bb3mosxHO e mpes 1946 r., xoraTo bpKBaTa € IIoceTeHa OT AceH
Bacnanes, HaamucsT aa e 61a paspytes. HecaydaiiHo cbirjata ro-
anna Kapa MOpAaHOB CIIOMeHaBa, ye CTeHOIINCIUTE Ca ,,Bede MHOIO
IOBPeAEeHN), U3MUTU OT BOJa U u3Najgaan”, KaTo ,Hall ca IOBpe-
AeHN B oATaps“*. 3a chXaleHNe, HaAIUCHT € 6114 B MHOTO TEXKKO
CbCTOsIHME U 1O BpeMe Ha ¢oTorpadckoTo 3acHeMaHe. BeposTHo
CTaBa BBIIPOC 3a IIOMEHMK, HO TOBa He M3KAI0YBa Bb3MOXKHOCTTa B
HaaIlNca Ja ce e ChAbprKada MHpopManms 3a CTpOUTeAHATa UCTO-
pus Ha ITbpKBaTa MAU 3a HEHOTO manucsaHe”. Ha To3m ertam ot
Ipoy4YBaHIsATa 0O0aye HeTOBOTO ChAbP KaHle OCTaBa HeM3BEeCTHO.

MscaeapanaTa pororpadus gaBa cBeAeHUs U 3a HAKOM HEM3BECTHU
apXUTeKTypHU ocobeHOCTU Ha IybpkBaTa ,CB. 'eopru Maan”. Bo-
IIpeKu Je e JOKyMeHTMpaHa caMO YacT OT M3TOYHaTa CTeHa B 0ATa-
pa, Ha Hes sICHO ce 3a0eAs3Ba AMIIcaTa Ha KOHXa B aricuara. To3u
daxT 00sicHABa MAMHAPUYHATA U3BMBKa Ha pparMeHTa C raaBara
Ha cB. boropoaunia Ha TpoH. T'bi1 KaTO CTEHOIINCHT € CBaA€eH B Tex-
HIKa stacco HerosaTa opurnHaaHa ¢popMa e 3allaseHa U 40 AHeC.
Heobnyaiinara aurica Ha KOHXa B ariciugara obade HacouBa U KbM
Bb3MOKHOCTTa ,,CB. 'eoprm Maan” aa e uarpagena BbpXy pynmHuTe
Ha IIO-CTapa ITbpKBa. 3a TOBa CBUAeTeACTBaT U crellnpUIHNATe pa3-
pyIIeHus o Ma3nakaTa BbB U OKOA0 IpOTe3McHaTa HUIIA, KOUTO

24 HA na bAH, ¢. No 132, om. 1, a.e. 256, 4. 104.

25 INocBeTUTeACKUAT HaAIIUC C TOAMHATA Ha M3MMCBaHe Ha IybpkBaTa ,Cs. Criac” B HeceObp Ha-
IIpUMep CBIIO Ce HaMIPa B 0ATAPHOTO IIPOCTPAHCTBO.
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CiIKalll pa3KpMBaT caeAn OT IIO-paHeH I1epro4 Ha M3IIVICBaHe.

Msraexaa, ye pororpadusTa e Omaa dyact ot apxusa Ha Hapoanms
apxeoaorudeckn myseit B Copust. BbaM0OKHO e HenH aBTop Aa e pyc-
KVSAT MMUTPaHT reHepaa Baaum asapxesuu. VssecTHO e, ye Cb-
TPYAHMYECTBOTO Ha /lasapKeBud ¢ My3esl 3all0uBa CKOPO CAed, IIpIC-
tura"eto My B HeceGbp. Omie B HauaaoTo Ha 20-Te rogunHn Ha XX
B. IIOKpail YyecTuTe KOMaHAUPOBKU Ha CAYKUTeAU OT My3es TON e
1Maa Bb3MOXKHOCT Ja obmrysa ¢ AHgpeit [Iporna, Kpberio Musres,
Azaexcanapp Pamenos, Cepreitr ITokposckn. Briocaeacrsue te namu-
paT B Hero HajeXXAeH CbTPYAHMK M 1pe3 1925 1. My3esT OTKyIlyBa
,206 HeraTMBU ¥ CHUMKM OT IIBbPKBY, Ppecky 1 MKoHN"*. VI3BecTHO
e, ye B Kpas Ha 30-Te rognHy Ha XX B. ca OTKyIleHH ollle 53 HeraTusa
oT areameTto Ha pyckus ¢ororpad. Ilosedero samazenu ¢ororpa-
¢un Ha /laszapkeBid ca HaAIIMCaHM OTKBM I'bpDa OT caMms Hero. B
HaCTOSIIU CAydall € Bb3MOXKHO CThKJeHara I11aKa Ja e Omaa cpeg,
OTKYIIEHNTe OT My3esl I 4a € OTKOIIMpaHa Ha IT0-KbCeH eTall OT HAKOM
ot mysertHute Qororpadpu. Caes Tosa IO HAKaKBa MPUYNMHA ITO3M-
TUBHOTO KOIllfe e II0la/HaA0 B apXyBa Ha ceMelicTBo MaBpoAHOBI.

Auec Tasu pororpadus paskpyBa HEU3BECTHU AeTallAM OT CT€HO-
InucKuTe Ha paspyiieHata bpksa ,CB. I'eopru Maan” n gasa Bb3-
MO>KHOCT 3a HOBM IIpOy4YBaHI: Ha ITbPKOBHOTO M3KycTBO Ha Hece-
Obp 1 30rpadpckoTO areane, Koeto padbotu TaMm B Kpas Ha XVI u
Havyaaoto Ha XVII B. Tsa mocrasst 1 HAKOM HOBU BBIIPOCH, CBbP3a-
HIU C apXUTeKTypHaTa UCTOpMs Ha IIbpksata. AKo ¢pororpadusira
HalCTUHa e OoT oATapa Ha ,CB. ['eopru Maan” moxke aa ce Hampa-
Bl IIpeAII0AO0KeHNeTo, Je I'bpKBaTa He e M3rpajeHa B Hadal0TO
Ha XVII B., a Torasa e U3BBPIIIEHO CaMO HEITHOTO OOHOBsABaHe. 3a
TOBa CBUJETe/ACTBa AMIICaTa Ha KOHXa Ha arcujara, Bb3MOXKHUTE
cAeau OT IO-paHHO M3IIMCBaHe B IIPOTe3VCHaTa HIIIIA, 3alla3eHITe
¢parmenTn oT gekopanus B HacTAKaTa Ha I10J4a IIpeJ MKOHOCTa-
ca, opOpPM/IEHIETO U 3aTBapsIHETO Ha CeBePHIS BXOA, KaKTO I 4acT
OT MKOHMTe OT MKOHOCTaca, KOMTO ca C II0-paHHa gaTuposKa. Tosa,
pasOupa ce, e eqHa XUIIOTe3a, KOATO AHeC TPyAHO MOXe Ja Obje
AOKaszaHa, HO KOpeclloOHAMpa C AeTHOCTTa Ha HeceObPCKIs MUTPO-
11oAuT Xpucrodpop, KOMTO IO CHIIOTO BpeMe OOHOBsIBa IIbPKBIUTE
,CB. Crtac” n HoBaTta MuTtponoans.

26 Vanev 2013: 43.
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Unknown Photo
from St George the Lesser Church in Nessebar

Tvan Vanev

The present study is dedicated to a hitherto unpublished photo from the Mavrodi-
nov family archives, which is part of the mural programme of an unknown church.
The upper end of the plate featured an inscription ‘St Spiridion” on the emulsion.
There are three pencil inscriptions on the reverse of the photo: ,St Spiridon”?”,
Where?”, ,Melnik?”

However, in the course of the present study, it emerged that the photo in question
corresponds to the information left by André Grabar and Asen Vasiliev about the
St George the Lesser church in Nessebar. It is a small, single-aisled structure with
one apse and a prothesis and diakonikon niche at the eastern wall. On the basis
of the hitherto known photos, the preserved murals and the published plan, re-
searchers conditionally date the construction of the church in the Ottoman period.
The research of Ivanka Gergova, Emanuel Moutafov and Georgi Gerov date the
murals in the very beginning of the 17 century. Most of the murals were detached
in 1946 and today are part of the funds of the National Institute of Archaeology
and Museum of the Bulgarian Academy of Sciences. The church was demolished
the same year.

We owe most of the information about the mural paintings’ distribution in the
church to the research of André Grabar, who visited Nessebar in 1920, and to Asen
Vasiliev, who studied St George the Lesser in 1946. However, their information
does not overlap completely. The photo is even more valuable because today we
know of only small fragments of the murals in the altar that have been preserved.
One discerns from the photo that the upper register on the north wall in the altar
ended with the scene of Pentecost. The Vision of St Peter of Alexandria is below.
The scene ,,Manifestation of Christ before the Myrrh-bearing women” was depict-
ed on the east wall, above the prothesis niche. According to the photo, Christ in the
Tomb was represented in the prothesis niche. Between that niche and the apse St
Archdeacon Stephen was featured.

The high quality of the photo also provides new information about the inscriptions
in the altar. The mistake in the inscription of the ,Manifestation of Christ before the
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Myrrh-bearing women” published by Asen Vasiliev has been commented in the ar-
ticle of Ivanka Gergova and Emanuel Moutafov. The reading of the text suggested
by the authors is confirmed by the studied photo. Regrettably, the text above the
figure of St Stephen was in bad condition when it was photographed and could
hardly be taken down today. A rare inscription accompanying the image of Christ
in the Tomb in the prothesis niche was in better condition and this has been pre-
sented in the text.

Interestingly, none of the researchers mentions the inscription in the space between
the prothesis niche and the north wall. Probably, it was not noticed by André Gra-
bar because of the lack of natural light in the church altar. It is possible that in
1946, when the church was visited by Asen Vasiliev, the inscription was damaged
severely, as were most of the murals in the altar. Regrettably, the inscription was
also in very grave condition when the photo was made. This may probably be a
commemorative inscription, but that does not preclude the possibility of it having
contained information about the construction history of the church or about its
decoration. At this stage of research, however, its contents remain unclear.

The studied photo also provides information about some unknown architectural
features of St George the Lesser church. Although only part of the eastern wall in
the altar has been recorded, it clearly reveals the lack of a concha in the apse. The
unusual lack of a concha in the apse also indicates the possibility that St George the
Lesser may have been built on the ruins of an older church. This is also evidenced
by the strange disruptions of the plaster in and around the prothesis niche, which
seem to reveal traces of an earlier period of decoration.

It seems the photo was part of the archives of the National Archaeological Mu-
seum in Sofia. It was probably made by the Russian immigrant General Vadim
Lazarkevich. Today, this photo reveals details of the murals in the destroyed St
George the Lesser church and allows new research of church art in Nessebar and of
the icon-painter atelier that operated there at the end of the 16" and the beginning
of the 17™ century. It also poses some new questions related to the architectural
history of the church. If the photo was truly made in the altar of St George the
Lesser church, then we can assume that it was not built in the beginning of the 17
century, but was just renovated then. This is indicated by the lack of a concha of
the apse, the possible traces of earlier period of decoration in the prothesis niche,
the design of the northern entrance, as well as by part of the icons in the iconostasis
that are dated earlier. Of course, this is a hypothesis that is difficult to prove today.
However, it corresponds to the activity of Christophoros, Metropolitan of Nesse-
bar, who renovated the Ascension of Our Lord Church and the St Stephen Church
(known also as the New Metropolia) at the same time.
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