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TexcToBeTe OT TO3M TOM Ca MpejcTaBeHM KaTo A40KAaau Ha MeXXAyHapoJ-
HaTa KoH(pepennms Vskycrsoseackn gerenus 2021, mogya Crapo maKy-
ctB0, 16-18 antpma 2021 r., Codust, VIHCTUTYT 3a M3caesBaHe Ha M3KyCTBaTa
—BAH. Onienenn ca upes peer-review, KaTo caMO IIpeMIHAaAUTe yCITeIITHO
Tasy Ipolieaypa U peakis ce myOANKyBaT B U3AaHIETO.

The texts in this volume were presented as papers at the international
conference Art Readings 2021, Old Art Module, 16-18 April 2021, Sofia,
Institute of Art Studies — BAS. The manuscripts were evaluated through a
peer-review and editorial process and only the ones that have successfully
passed the assessment procedure are published in the issue.
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Worshipers and Gods: Scenes on
the Roman Votive Reliefs from the
Territory of Bulgaria

Marina Koleva®
Institute of Art Studies, Bulgarian Academy of Sciences

Abstract: The paper draws attention to scenes on the Roman votive reliefs from the
territory of Bulgaria, where both immortal gods and their mortal worshipers are
depicted. Analysis focuses on the monuments from Philippopolis, Dionysopolis, Be-
lashtitsa, Banichan, Izvor and Belopolyane. In Greek and Roman art such scenes are
associated with the representation of the epiphany of gods. The depictions of the
listed Roman sculptural monuments from Bulgaria correspond as iconography to
these scenes and are worth understanding from this perspective.

Key words: epiphany, Roman Thrace, Roman sculpture, Roman art

In the following pages, the encounter of humans with the divine
will be explored. Several votive reliefs from the Roman era, origi-
nating in Lower Moesia and Thrace, will be examined. They depict
both immortal gods and their mortal worshipers, who are in direct
contact with the divine. Similar scenes occur in Greek classical and
Hellenistic art. They can also be seen in Roman art, including on
monuments from the Roman provinces.

Images of Epiphany in Greek and Roman Art

As a start, I will briefly focus on Greek classical reliefs, their iconogra-

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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phy and interpretation. In Greek art such scenes are associated with
the representation of the epiphany of gods®. Epiphany (the manifes-
tation of gods to mortals), as V. Platt writes, can be understood as the
purest form of contact between mortals and immortals, since gods
appear “face to face”. Epiphany is represented in Greek literature
and in visual monuments?.

Votive reliefs depicting epiphany are common in Attica. They date
back to the late 5t and 4" centuries BC and often include gods and
mortals in a single visual narrative*. Usually gods are represented on
one side of the relief and humans approach them, sometimes offer-
ing gifts and other times sacrificial animals. In some cases, an altar
may be seen between the two groups>. The altar serves as a material
marker of the location the epiphany took place at. It highlights the
power of sacrifice to bring gods and mortals together, but it is also
a marker of their different status®. Sometimes gods are depicted in a
temple and people approach them?.

Gods are represented in human form, and their divine status is shown
by their larger size®. Even in the scenes in which they appear in a
temple, they are not placed on bases, nor represented as statues.
Moreover, the style of their depictions is not different from the natu-
ralistic style of the images of mortals®. Although gods are not shown
as statues, but as living deities, the iconography that makes them
recognizable is the same that was used for their artistic representation.
On the reliefs, the distinction between a statue and a “real” deity is
blurred, yet the depiction is dependent on the sculptural tradition™.
Or, as Platt observes, the Greek worshipping viewer is fully aware
of the fact that statues are material, but he is rarely impious to the
point of thinking of them “only” as statues™.

2 Platt 2011; Platt 2015; Kldckner 2010.

3 Platt 2011: 7; Platt 2015: 493.

4 Kildckner 2010: 106-108.

5 Kldckner 2010: 107-108, fig. 6.1-6.5; Plaft 2015: 492, fig. 33.1.
6 Plaft 2015: 492.

7 Platt 2011: 31, 33, fig. 1.1.

8 Platt 2015: 492.

9 Platt 2011: 31, 33.

10 Platt 2011: 37; Kldckner 2010: 108-109.

11 Platt 2011: 50.



In classical Attic religious iconography, ritual communication with
gods is expressed through the means of their visible presence. Gods
appear and witness ritual actions in their honour, indicating that
prayers of people are effective and that ritual communication has
reached its goal™.

The function of the votive reliefs is narrative and at the same time
representational. For ordinary people to experience epiphany is a
sign of special status, a privilege given to mythical heroes and to
those who are particularly pious®.

Similar reliefs are also found in the Roman imperial era. A few ex-
amples from the western Roman provinces can be mentioned, which
have been considered in the context of epiphany representation. In
the relief from Weiler, Baden-Wiirttemberg, Mercury and Apollo are
depicted in the upper register standing in a double niche with a trian-
gular pediment above, and male and female figures of considerably
smaller size beside them. In the lower register a sacrificial scene has
been added™. The relief from Ohringen, Baden-Wiirttemberg, shows
a sacrifice — the goddess Epona seated on a throne, next to her is an
altar and a small figure of a man doing libation®. It is believed that
these reliefs do not depict people standing next to colossal statues,
but rather experiencing epiphany, and the images are proportional
in size to the immense power of gods®.

A sculptural monument from the vicinity of Reims, Marne, shows
the gods Cernunnos, Apollo and Mercury on bases like statues in a
temple. Meanwhile, Apollo steps down from the base as if his statue
comes to life. This relief is also interpreted as a scene of epiphany™’.
In these Roman monuments we see the duality in rendering the im-
ages of gods as both statues and animated deities, which probably
reflects the way cult images were actually perceived™®.

12 Platt 2015: 492-493; Klockner 2010: 108.

13 Platt 2015: 493; Platt 2011: 31, 33; Kldckner 2010: 108.
14 Kiernan 2020: 198-199, fig. 5.1.

15 Kiernan 2020: 209, fig. 5.5.

16 Kiernan 2020: 198-199.

17 Kiernan 2020: 108-110, 197, fig. 3.13.

18 Kiernan 2020: 197.
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Fig. 1. Relief from Belashtitsa, Plovdiv region
(after Botusharova 1948: obr. 1)

Fig. 2. Relief from Banichan, Blagoevgrad region
(after Mladenova 1967: obr. 2)

19 Botusharova 1948: 49, No. 1, obr. 1.
20 Stojanov 1988: 722.

Roman votive reliefs from Bulgaria

In our lands one can also find reliefs
that fit well in terms of iconography
with the above mentioned group of
monuments with images of gods and
their worshipers. I shall begin the ex-
amination with those which represent
a scene of sacrifice. In the first exam-
ples only two figures are depicted —
that of a god and that of a worshiper.
Then the next reliefs in consideration
show god among a group of mortals.

On a relief found near the village
of Belashtitsa, in the Plovdiv region
(Fig. 1), there is the goddess Hera
— standing enface with a head cov-
ered with a veil, wearing a chiton
and holding a sceptre with her left
hand and a phiale with her right hand
above an altar. On the other side of
the altar is a female figure, shorter
than Hera, interpreted as a worshiper.
She is standing enface with a veiled
head, wearing achiton and a himation
over her shoulders and also holding a
phiale above the altar®. The depiction
of Hera follows the conventional ico-
nography of the goddess for Thrace,
whose prototypes are found in Greek
art®. It is the most common in votive
reliefs in the provinces of Thrace and
Lower Moesia*'. The relief is dated
broadly in Roman imperial era (2nd-37¢
century)*.

21 Botusharova 1948: 49-51, obr. 2, 3, 6, 7; Stojanov 1988, 720-722, No. 4, 10, 21, 29.

22 Stojanov 1988: 720, No. 2.



The next monument is a votive relief found in the village of Banichan,
in the Blagoevgrad region (Fig. 2). On the left side of the relief is god
Hermes, standing enface, naked, wearing a petasos on his head. In his
left hand, bent at the elbow, he holds a caduceus. On the right side is
the figure of a bearded man, shorter than Hermes, standing straight.
His left arm is bent beside his body, and his right arm is extended
over the altar, which lies between the two. A sacrificial animal, a goat,
is visible behind the altar. The monument has been dated back to the
third quarter of the 27 century, by analogy of depiction of men with
portraits of that time. The figure of the man is identified as that of
a worshiper®. The iconography of Hermes is a variant of the most
common and recognizable iconography of the god on votive reliefs
found in various places in Roman Thrace*.

On the same site you can also see a
relief from the Temple of the Pon-
tic Mother of Gods in Dionysop-
olis* (Fig. 3). Cybele is seated on
a throne, wearing a chiton and a
himation, on her head she wears a
polos and the end of the himation
is draped over it. With her right
hand the goddess holds a phiale,
and with her left hand - a tympa-
num, while in her lap lies a lion.
Opposite the goddess is a female
figure standing straight, her head is
veiled and she wears a chiton. The
woman’s right hand is outstretched
above the altar, holding a small ob-
ject. Her left hand holds the end of
the drapery to her head. Between
the two figures, in the centre of the

- . T Fig. 3. Relief from Dionysopolis
relief, is an altar, in front of which is (after Lazarenko, Mircheva, Encheva,

a sacrificial animal, probably a bull. Stoyanova, Sharankov 2013: fig. 33)

23 Mladenova 1967: 41, No. 2, obr. 2.

24 Mladenova 1967: 42-44, obr. 3, 5, 6, 8, 11-13; Doncheva 2002: 216, 220, 224, obr. 1, 5, 6, 15;
Buyukliev 1972: 189-191, obr. 1-3.
25 Lazarenko, Mircheva, Encheva, Stoyanova, Sharankov 2013: 38, 51, fig. 33.
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Fig. 4. Relief from Philippopolis (after IGBulg. III,1 932)

The relief is accompanied by an inscription in Greek which gives
evidence that it was dedicated by the priestess Zouke. The woman’s
name is believed to be Thracian *.

The iconography of Cybele is the most common and recognizable
in the representation of the goddess, her prototype was created in
Greek classical sculpture®. This depiction with different variations
was preserved in the Hellenistic and Roman imperial era and inher-
ited throughout the Mediterranean **.

The woman opposite Cybele has raised her hand to her face and is
holding the himation, this is a typical gesture for the Pudicitia type,

26 Lazarenko, Mircheva, Encheva, Stoyanova, Sharankov 2013: 51, ref. 106.

27 Roller 1999: 145.
28 Roller 1999: 327.



although the figure does not copy all of its features. This type was used
in the Hellenistic era to represent pious ladies®. It was popular in the
Roman era and used in the female portraits with the same meaning. A
female figure with iconography similar to that of the priestess is found
on votive reliefs from Lower Moesia and Thrace along with depictions
of the Thracian horseman®.

In terms of iconography and style, the figures find parallels in sculptural
monuments dating back to the second or third quarter of the 2™ cen-
tury®, which places the monument within these chronological limits.

The next monument comes from Philippopolis (Fig. 4). The largest in
size is goddess Demeter. She is standing straight enface, her head is
covered and she wears a chiton and a himation on top. With her left
hand she holds a long torch, around which a serpent is coiled. In her
right hand, extended over the altar, she probably holds wheat stems.
On the other side of the altar is a female figure, which is represented
in profile and is considerably shorter than the figure of the goddess.
The woman has both arms outstretched towards Demeter and her
head is turned upwards towards her. Above the figure of the praying
woman two other images of gods are visible. These are of god Zeus
and goddess Hera, which have the usual iconography for Thrace. The
relief is accompanied by an inscription in Greek that announces the
name of the dedicatee — Stratia (Xtoatia), and tells that the dedication
was made because of the vision of the praying woman in question?.

The goddess is found with similar iconography on other monuments
from the Roman era®, including from Bulgaria®. What is impressive
about the relief from Philippopolis is the expressive figure of the pi-
ous woman.

I'will also draw attention to a monument found at the village of Izvor,
in the Plovdiv region. In the center of the relief one can see Asklepios,
dressed in a himation, his left arm is bent and placed on his waist,

29 Dillon 2010: 87-91.

30 Oppermann 2006: 325, 326, 330, 351, Nr. 80-83,109, 242, 913, 914.
31 Conrad 2004: S.131-133, 136-137, Nr. 18, 19, 24, 34, 38.

32 Dyakovich 1921: 150-152, obr. 6; IGBulg. I1I,1 932.

33 Beschi 1988: 850, No. 29.

34 Gencheva 2013: 44, No. 102.
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Fig. 5. Relief from Dionysopolis (after Lazarenko, Mircheva, Encheva, Stoyanova, Sharankov
2013: fig. 34)

and with his right hand he leans on a staff, around which a snake is
wrapped. An altar separates the figure of the god from that of a man,
which is smaller in size. He wears a short chiton and holds an obscure
object which he presents to the altar. On the other side of Asklepios
is a female figure, wearing a chiton and possibly a himation. In his
publication, V. Dobruski does not identify her as a goddess, but notes
that she is lower than Asklepios®. In the context of what has been men-
tioned so far, it can be assumed that this is a mortal woman and not a
goddess. In terms of style, the figures find close parallel in sculptural
monument dating back to the 3™ century3®, which places the monument
from Izvor within the same chronological limits.

The next monument was found in the temple of the Pontic Mother of
the Gods at Dionysopolis” (Fig. 5) and is a large rectangular slab, most
of which is occupied by an inscription in Greek. At the top, in a trian-
gular field, there are several figures, with Cybele seated on a throne
in the middle, wearing a chiton and a himation. On her head she has
a polos and over it a veil. With her right hand she holds a phiale over
an altar, while her left hand rests on a tympanum. There is a lion to
the left of the goddess. The iconography of Cybele is a variant of that
commented in the previous monument from Dionysopolis.

35 Dobruski 1907: 92, No. 134, obr. 71.
36 Manzova 1978: 94-95.
37 Lazarenko, Mircheva, Encheva, Stoyanova, Sharankov 2013: 29, 38-39, 55-56, fig. 34, 47.



A bearded man stands beside the altar facing the goddess, his right
hand points towards the altar. On the same side is a figure of a young
man. On the other side of the goddess are two more male figures, both
in the same pose and clothing and each holding a scroll in his hand.
They are depicted as palliati. This is the portrait type with which most
men in the eastern parts of the empire were represented. Here they

wear a traditional Greek costume with a
chiton and himation and hold a scroll in
their hand*®. Similar Roman portrait stat-
ues have also been found in our lands.

The information from the inscription can
be used as a basis for dating in the first
half of the 3 century (after 212 AD)%*,
but the stylistic characteristic points to
the same dating. The inscription testifies
for the existence of a religious association.
The four men who are shown in relief are
also mentioned in the inscription, with
one of them identified as a priest and
another who holds a Thracian name*.

The last monument differs from the pre-
vious ones because it does not present a
scene of sacrifice, probably here the gods
are depicted in a temple. It was found in
the village of Belopolyane, in the Ivay-
lovgrad region (Fig. 6). The upper part
of the slab is formed by a triangular ped-
iment with acroteria, the pediment de-
picts a shield and a spear. In the central
part are represented Asklepios, Hygieia,
Telesphoros and a serpent. Asklepios is
on the right side of the relief, depicted
as an elderly bearded man, standing up-
right enface. He wears a himation, with

38 Fejfer 2008: 196-197.
39 Popova-Moroz 1996: 318-319.

40 Lazarenko, Mircheva, Encheva, Stoyanova, Sharankov 2013: 55-56.
41 Lazarenko, Mircheva, Encheva, Stoyanova, Sharankov 2013: 55-56.
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his right hand resting on a staff, around which a serpent is coiled.
Hygieia is on the left, standing straight enface, wearing chiton and
himation and a serpent is wrapped around her right hand, which she
feeds from a vessel in her left hand. Between the two gods is Teles-
phoros, who wears a hooded robe. There is a writhing serpent above
his head. On the sides of the two main frames, there are two figures,
who are considerably smaller in size than the representations of the
gods. On the left side, there is a figure wearing a long robe. On the
opposite side, there is a figure of a man wearing a short chiton. The
relief is accompanied by an inscription in Greek, with a dedication
to Asklepios, the names of the dedicators indicate Thracian origin+.
The stylistic characteristic of the relief from Belopolyane leads to the
dating in the first half of the 3¢ century.

Several features are striking in the current monument. Asklepios is
represented in his most popular iconography in Thrace, in the scheme
of Asklepios Giustini (/Amelung)®. And that of Hygieia complies
with the most common type of goddess in Thrace, that of Hygieia
Broadlands*. In both cases, these are not standard representations
of the gods, but Roman copies of Greek classical originals+. Teles-
phoros is in his usual iconography, very common in the sculptural
monuments of Thrace.

No precise observations can be made about the side figures, except
that the one with the long robe may be a female figure and the other
one a male figure. It can be assumed that these images are of mortals
due to their smaller size, iconographic features and positioning on
the side of the main frame.

The monuments from contemporary Bulgaria share some common
features in terms of iconography of the figures and the representa-
tion of the scenes. The iconographies of the depicted gods on these
reliefs are among the most popular in Roman art, and they are also
the most widespread in Roman Thrace. Some of the images are
copies or variants of Greek classical originals, such as those of Ask-
lepios and Hygieia in the relief from Belopolyane, and also of Cybele

42 Katsarov 1937: 283-284, No. 2, obr. 223; IGBulg. 111, 2, 1831.
43 Koleva 2017: 165-166.
44 Koleva 2017: 178-179.
45 Koleva 2017: 151-185.



on the two reliefs from Dionysopolis. Others, such as those of Hera
and Hermes, follow a conventional iconography, generally based on
prototypes in Greek sculpture.

The common characteristic of the images of all mortals is that they
are smaller in size than the figures of the gods. Some of them repre-
sent portrait types, which occur frequently in round sculpture and
relief in Roman art, including monuments from Lower Moesia and
Thrace. These include the two images of the palliati from the relief
from Dionysopolis and the figure of the priestess Zouke from the
other relief mentioned from the same site. The image of Zouke does
not really copy the Pudicitia type with all its characteristics, rather
it resembles it as iconography and is probably used to represent the
priestess as a pious woman, which is the meaning of the type and
gesture in Greek and Roman art. The other depictions of mortals
have conventional iconography that is used in depicting men and
women and does not correspond to a particular portrait type. In
general, whether copying an exact portrait type or not, the point of
these images is that they show respectable, honourable, and pious
members of society. In some cases, the inscriptions identify them as
priests, as in the two reliefs from Dionysopolis. In other cases, only
names are mentioned, without declaring their affiliation with the cult
personnel, but due to their piety they are depicted alongside the gods.

What is striking about the relief of Stratia from Philippopolis is the
expressive figure of the praying woman. In most of the examples
cited here, the worshipers are indeed represented at the moment of
offering, yet the figures are static, frontal, standing beside the altar
or outside the temple. Whereas the figure of Stratia is in an animated
posture, completely different from the others.

Most of the reliefs under consideration depict sacrifice, which is one
of the most common scenes in which epiphany is seen in Greek and
Roman art. The deity accepts the sacrifice and appears before the
pious person. The mortals are in the same pictorial frame with the
gods, often separated by an altar and at the moment of performing
a ritual act.

Only the relief from Belopolyane presents a different scene. Probably

here the gods are depicted in a temple, as evidenced by the architec-
tural frame that separates the gods from the mortals. Furthermore,
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one might question whether we witness here statues of gods or the
gods themselves. Moreover, two of the most popular statuary types
of gods are clearly discernible in their depictions, which reproduce
originals from classical sculpture. It is hardly possible to answer this
question unequivocally, and probably both suppositions are true,
given the religious beliefs of the ancients.

The relief from Dionysopolis with the priestess Zouke, shows the
typical scene with sacrifice through the goddess. But it can also be
noted that there is an architectural frame represented by the shape
of the slab with a triangular pediment. However, in this relief, un-
like the one from Belopolyane, the figures are in one frame and the
architectural frame does not separate the goddess from the mortal
woman. However, in the same relief, as in the images of Asklepios
and Hygieia from Belopolyane, the depiction of Cybele is of a known
statuary type from Greek classical sculpture. So this duality in the
statue/god depiction is also seen here.

Among the inscribed dedicatees there are also names of Thracian
origin (in the reliefs from Dionysopolis and that of Asklepios and
Hygieia from Belopolyane), which testifies that such monuments
were also used by representatives of the local Thracian population.

Similar scenes, in which mortals are depicted together with gods,
are interpreted in Greek and Roman art as representing epiphany.
The depictions of the listed Roman sculptural monuments from
Bulgaria correspond as iconography to these scenes and are worth
understanding from this perspective. Examples from Lower Moesia
and Thrace, dated in the 2n or 37 century, are not numerous, but
occur in various places in the provinces. They clearly figured in the
repertoire of the sculptors who created them and were intelligible
to the people who commissioned them.

This article does not exhaust the topic of such images and their in-
terpretation, but rather is an introduction that raises some questions
and seeks the place of provincial monuments from Roman Thrace.
Other examples, besides those discussed in the current article, can be
considered from the same perspective, or, respectively, broadened
by comparing it with similar scenes in reliefs depicting the Thracian
horseman.
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AgopanTy 1 60roBe: CIieHN BbpXY PUMMCKU BOTMBHI
peaedu oT TepuTtopusita Ha bbarapms

Mapuna Koresa

N

B HacrosaTa cratis e oGbpHATO BHIMAaHNE Ha HAKOAKO PUMCKU BOTYBHI
peaeda, oTKpuTHU B TeputopusTa Ha bparapus, mpu kouto 40 Gpurypure Ha
Ho>kecTBara ca IIpeACTaBeH! U TaKuBa Ha CMBbPTHU XOpa. AMCKyTupaHu ca
naMetHnIy ot beaamuna (¢ur. 1), banngau (gur. 2), Anonnconoanc (¢pur.
3 1 5), uannonoa (gur. 4), Mssop u beaonoasine (pur. 6). [TogodHu crienn
Ce MHTepIIpeTHpaT B IPBLIKOTO ¥ PUMCKOTO M3KYCTBO KaTO TaKUBa, KOUTO
npeAcrasaT enudanns Ha H6oxecrsBara. VzoOpakeHnsTa Ha U30OpoeHNTE
PUMCKU CKYAITYPHU ITaMETHUIIY OT bhArapus oTroBapsAT KaTO MKOHOIPa-
ust Ha Te3M clieHU M CM CTPYBa Aa ce€ OCMUCAAT OT Ta3u IepCreKTyBa. B
IIOBEUETO OT pasraexxkjaHure peaedu e IpescraBeHO XXepTBOIIPUHOIIEHNE,
KOETO € eAVH OT Hajl-4ecTo CpelljaHITe CAyJal, PV KOUTO ce II0Ka3Ba eIln-
anms. boxxecTBOTO IpreMa JKepTBaTa U Ce SIBsBa IIpeJ, IIOUTEeHN, YBaXKa-
BaHM U 61aro4ecTuBU IpeAcTaBuTeAN Ha obmiectBoTO. [Ipuapyskasarmmmre
HaAIIVICU AaBaT CBeAEHIIS, Ue Cpe/ IIOCBeTUTEANTE MMa U TaKVUBa C TPaKUIi-
CKM IIPOM3XO0J, KOETO € CBUAETEACTBO, Ue II0400HY ITaMEeTHULIY ca IT0A3BaHu
U OT IIpeACTaBUTEAN Ha MECTHOTO TPaKUIICKO HaceAeHIe.

Tasu crarus He n3yeprisa Temarta 3a 0400HNTe M300PaKEHIS 1 38 UHTEP-
IpeTalys UM, a IO-CKOpPO e eJHO BbBeJeHle, B KOeTO Ce IIOCTaBsT HAKOU
BBIIPOCK M C€ ThPCH MACTOTO Ha IMPOBMHIIMAAHNTE ITaMeTHUIM OT Pumcka
Tpaxusi.



3a ABa pMCKM HOpTpeTa
OoT TepuropusarTa Ha Hukoroanc
aa Uctpym

EAuna Anacmacosa®
Wrncmumym 3a uscaedsate Ha uskycmeama,
bovazapexa axademus na nayxume

AobcTpakT: ITamMeTHNKBT OT TepuTopusta Ha Hukomoauc ag Vcrpym mpeacrass
0I0CTOBE Ha MOMYe I MOMITUe C IIOPTPETHU YePTH, BbPXy KOUTO ca A40OaBeH! ese-
MeHTHU OT ukoHorpadusaTta Ha nepconudukarnunte Ha Capanero (Coa) n JynHara
(Ayna). Brpxy raasute mm ca opOpMeHI OTBOPH, BEPOSATHO CAY>KeIIN 3a ITpuKadba-

He Ha Ab41ICTa KOPOHa 11 AYHEH CbPII.

AHaAU3BT Ha IIAMETHIUKA — HETOBUSIT CTNA, AaTUPOBKA, KaKTO I KOMEHTapbT BbPXY
CIMBO/AMKaTa My I IIpeAriolaraéMusiAT KOHTEKCT Ha MeCTOHaMIpaHe, Ouxa I103BO-
ANAN Aa ce 00sICHU I/I360p’bT Ha pasIio3HaBaeMa I/IKOHOTpa(l)I/HI, CBUIgeTeACTBalla 3a

000>KecTBsIBaHe Ha ABaMaTa IIpeACTaBeH!.

Karogosu aymm: in formam deorum, Sol, Luna, funerary monument

Tasu craTns e mocsereHa Ha MpaMOpPeH MaMeTHUK, OTKPUT B TpaJcKa-
Ta Teputopust Ha Hukomnoauc ag Vicrpywm, ipu AHerHus 6barapcku
rpag Ilasaukenn®. Toii mpeacrasss oOpasuTe Ha MOMYEe ¥ MOMMIUE,
HOCeITM HeoOMJaliH! 4epTy 3a MKOHOTpadIsiTa Ha PUMCKIS IIOPT-
peT OT uMIlepaTOpPCKMs I1epuog. IlameTHUKbT e KoMeHTHpaH oT b.

1 Elina Anastasova is a PhD student in the Institute of Art Studies — Bulgarian Academy of Sciences,
Ancient Art Department, interested in Greek and Roman Provincial Art, personifications in Roman Art,
Roman Provincial coinage.

2 Ckyanrypzata rpyra AHec ce cbxpansisa B HAVIM — BAH, 3aBeaena 1o unsenrapen N2 4075.
Ts mMa caeanuTe pasmepu: BUCOUMHATA Ha TaMEeTHIKA, Oe3 IIOCTaBKaTa, € 0,22 M, a C Hes — 0,27 M.
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@naosp’, b. I'epos* n B. ['epacnMoBa’®, KONTO HaKpaTKO pasraexxiar
HeroBuTe 0COOeHOCTI.

KoM HaCTOAIINMA MOMEHT AUIICBaA IIX1A0CTHA HY6/H/IK8LU/IH, B KOsITO
Aa ce pasraejaT OOCTOIIHO CTUAOBITe OCOOEHOCTI U JaTUpOBKaTa Ha
MOHYMEHTA, 4a ce KOMEHTUpPAT IPUYMHITE 3a 400aBsIHe Ha pa3ANIHI
e/eMeHT! KbM UKOHOTpadusiTa Ha ABaTa oOpasa ¥ CMUCHABT, KOITO ce
BAara B TAX. 3ae4H0 C TOBa 111e 6’1),48 pasraegaHa 11 Bb3MO>KHOCTTa Ila-
METHUKBT Aa ObJe BKAIOUEH KbM I'pyIiaTa IOpTpeTH in formam deorum.

ITlaMeTHUK BT

Ckyantypausat nnameTHuK (Pur. 1) e HoYTH U3IAA0 3aIla3eH, HO ce
3abeas3BaT AeKU ITOBpeAy — IIpU HOCa, OpaAMdKara I ApexaTa Ha 130-
Opasenns Mmaagexx. OTaynBaHus MMa U BbpXy Pppusypara, OT AsiCHaTa
cTpaHa Ha AniieTo My. I1pu >KeHcKms ITepcoHak oBpeAu AndaT B 00-
AacTTa Ha HOCa, ITpY IprJecKaTa, BbPXy Apexara 1 IIpy eAeMeHTa BbpXY
ASCHOTO U1 pamo. ['1aBuTe 1 Ha ABaTa IepcoHaka ca O1AM OTYyIIeH!
npu musATa. OT mocTaMeHTa, BbpXy KOWTO ca M3AUTHATH OIOCTOBETe,
AUTICBa pparMeHT OT AsICHaTa II0A0BMHA, TIOPaAl KOETO M3CeIeH ST
BBPXY HETro HaAIlVC € YaCTUYHO HapyIleH.

CkyantypHaTa rpyna IpeAcTass OI0CTOBM M300pakeHus Ha MOMYe 1
MOMIYE ChC CXOAHN (PUBMOHOMUYHI YE€PTH — OBAAHO ANIlE, BICOKO
Jea0, 3a004eHn Oy3u 1 004a Opaandxa. Ounre nM umat OaleMOBUAHA
¢dopMa, KaTo B TOpHaTa CI JacT ca IMOKPUTU OT TeXKKO Iajaliy Kae-
I1a4y, KOUTO I'M 3aCeHYBaT. JeHULINTe TP MAajeXXKus o0pas ca eABa
MapKUpaHH, 404eIleHN 0 TOPHIUs KAeTlad M HAMaT cAeAM OT rpaBupa-
He Ha upucure. [Ipn oOpasa Ha geBoiiKaTa O4MTe Ca OCTaBeH! IAaAKI.
Hocosete 1M ca Kbcu 1 IIMPOKY B OCHOBaTa CH, @ YCTHNUTE Ca THHKIU I
IIPUTBOpPEHMN, KaTO brbAdeTara M ca HaCOYeHM HaJ0Aay.

IIpnueckaTa Ha MAajeXa e 0OeMHa, ChCTaBeHa e OT T0AeMM BbAHOO-
OpasHU KMUypH, CIIycKallly ce OT ABeTe CTpaHM Ha AUIeTO, KOUTO ca
I11aCTUYHO OTAeAEeHU eauH OT Apyr. OKOA0 TeMeTO My, B HUCBK pe-

3 Filov 1912: 23-25, 06p. 20.
4 Gerov 1952/53: 379, No 401, Gerov 1989: 426, tab. LXXIX.
5 Izbrani skulpturni pametnitsi (bez god.): 43, Ne 19.



®@ur. 1. [TameTnnk ot IMasavkenn. Io Izbrani skulpturni pamentizi: Ne 19

2ed, e opopMeHa AeHTa, KOATO OIlacka IisidaTa My IlaBa. YUacTBKbT
OT KOcaTa HaJ AeHTaTa e IIpe4aseH 0O0OIIeHO 1 e ANIIeH OT obeMa,
IIpeJajeH Ha KbAPUTe, CITyCKaIlU ce ITOoKpait Auiiero. ITo AnHusTa Ha
AeHTara ca 0pOPMEHI ceAeM OTBOPa, KOUTO BEPOSITHO €a CAYKUAU 3a
II0CTaBsIHEe Ha AOITbAHUTEAEH eAeMEeHT. ,Zl,HeC Ta3y 49acCT OT 06pa3a Ha
MOMYETO ANIICBA.

ITpu >XxeHCKMs TepcoHaXK raaBaTa e cBedeHa Hago4y, a Ipuyeckara e
obemHa 1 mpenn3Ho n3pasgHa. Kocara e pasaesena Ha ITbT Hag, 4e4A0TO,
a BbAHOODpa3HNUTe KMIypH ce CITycKaT OT ABeTe CTPaHy Ha AUIIeTO It
U IABTHO MOKPUBAT yIINUTe U mudArta . Te ca HO-TbHKM U AbAOOKO
M3CeUeHN CIIPsMO OHe3! Ha TiAa, KOUTO ca MO-IIMPOKY U IIA0CKO
npejagenn. Yacr or Tax ca 00eMHIU M IPUBbP3aHM KaTo MaHAeAKa
BbpXY TeMeTo Ha Iaasata. OcraHaanuTe uMart ChpIosuiHa Gpopma u
IIpuAensaT IIABbTHO OTCTPaH! Ha r4aBaTa, KaTo Ha Tuaa e opopmeH
MaAbK IIA0CHK KOK. BbpXy raasarta Ha MOMIYeTO MMa 4Ba OTBOpa C
roaeMu pasmepu, IpegHasHauyeHn 3a 400aBsHe Ha OOeMeH eAeMeHT.

O62aexao0To 1pu ABata 00pasa e ChCTaBeHo OT JparnypaHa MaHTI, KaTo
IpU MAajexka T e IpUKadeHa upes Ase arpadi, a KpasT Ha ApexaTa My
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®@ur. 2a Haarpoben oarap ot Pum. @Dur. 20 HaArpoﬁeH oaTap ot Pum.
ITo Kleiner 1987: P1. X, N2 15, 3 ITo Kleiner 1987: P1. X, Ne 15, 4

N\

3apbpiiBa ¢ pecuu. [Ipu pamenere Ha geBoiikaTa MMa ABa 3a0CTPeHN
134aThKa, BEPOSATHO IPeACTaBAsABALIN AyHeH ChpIl. I'bHKMTe Ha Ape-
XITe UM ca 0DO0OIIeHO ITpeACTaBeH! Ype3 HAKOAKO IMPOKN AUIIAM,
PpasIoA0KeHN AaroHaAHo.

Bcekn ot 61ocToBeTE CTOM BBhpPXY HOCTaBKa, opopMeHa KaTo cdepa,
pasIoA0XeHM BBPXy O0Illa IIpaBObI'bAHa Dasa C M3CeUeH ABYypeloB
Ha/INC Ha AAQTUHCKU €3UK:

Aemilia Bettia pr[o]
nepotes suos po[suit]°®

ITamMeTHUKBT e OIlpeJeaeH KaTo IIOPTpeTeH opaayu MHAUBUAYaAHATe
4epTy Ha AUITeTO Ha n300pa3eHnTe PUIypu u HaAIca, Criopes KOMTo
Emuans Betus n3aura Tosu MOHYMEHT 3a ABamMara C/ BHYLIN. 3a ITbPBU
II'BT TON e myOAuKyBaH oT b. ®naos, koiTo T0 daTupa B Kpas Ha Il B.

6 Ilo Filov 1912: 23.



U IO MHTepIIpeTnpa KaTo ooOpodeH aap. OTBOpuUTe BbPXYy IAaBUTe Ha
ABaTa IIepCOHaXka My AaBaT OCHOBaHIe A ITPeAIIOA0XKI, Ye MAaAeKbT
e HoceA BeHell ¢ OpPOH30BM A'bUH, a AeBOJKaTa 40 Hero — MeTaleH Ay-
HeH CbpIl, TunnyHu 3a 6oxectsara Coa u AyHa’. Tezata Ha aBTOpa €
npueta 1 ot B. 'epacumosa. Criopeg Hest BHynnTe Ha EMuans Betis
ca ,,0605xecTsenn Kato CapHileTo 1 AyHata”. Ts moTbp>KAasa 1 Aa-
TupobKaTa Ha P1110B. Berpekn ToBa BBIIPOCHT 3a KOHTEKCTa, B KOWTO
e QYHKIMOHMPAA aMeTHUKBT — KaTO BOTUB B HEM3BECTHO CBETVAM-
Iie 1AM B AOMAIITHO CBeTUAMIIe, MeXAy oOpa3nTe Ha UdeHOBeTe Ha
CeMeliCTBOTO — CTOU OTBOpeH®.

Coau Ayna

B pumckoro uskycrso Coa e nsobpassisaH KaTo ro100pas MAagex C
obemHa KbApasa Pppusypa, gocTuraiia 40 pameHere my. Bbpxy raasara
CI HOCU A'BbYNCTa KOPOHA MAM HUMO C ABYM, a B phIleTe Ci MOXe Ja
ABPXKM KaMIINK 1 r100yc. YecTo IbTH TAA0TO MY € ITpeACTaBeHo T010
AU e TIOKPUTO C MaHTHUsI, IIPUKpelleHa ¢ e4Ha Ppuodyaa’.

/lpunTe Ha KOpOHaTa My MOTaT Aa U3AU3aT AVPEKTHO OT raaBaTa My
UAM Aa ca IpUKauyeH!U BbPXy MeTaaHO (iile, KOeTO e IPUBbP3aHO
oko40 Hesa™. Hait-uecTo BbpXy ppOHTaAHO 1300paseHuTe GUIypy nmMa
MeXXAy TIeT, ceeM UAU AeBeT Abua, KOUTO HOCAT CAeAM OT OliBeTsABaHe
B JK'BAT MAM 3AaTUCT 1BAT". KbaboTO, 400aBsaHO KbM 0Opasa Ha Coa,
MOJKe Ja ce IIpueMe KaTo CMBOA Ha KocMoca (cseta). To nmpuapy>kasa
u purypure Ha IOnmrep, Bukropmus, Aea Poma, Genius Populi Romani,
KaKTO M Te3) Ha PUMCKUTe MMIIepaTOpH, CUMBOA Ha Oe3rpaHMYHaTa
M BAAcCT"™.

O0pasbr Ha /lyHa ce XapakTepusupa ¢ e4HOTUITHA UKOHOTpadusl, KOs-
TO OCTaBa IIOYTHU HeIIpOMEeHeHa I1pe3 puMcKus repuod. Ts e kpacusa
AeBOJiKa, HOCeIlla AyHeH IT0AyMecel] — CMMBO/ Ha HeliHaTa acTpalHa

7 Filov 1912: 23-25.

8 Izbrani skulpturni pametnitsi (bez god.): 43, No 19.
9 Hijmans 2009: 72.

10 Hijmans 2009: 73.

11 Hijmans 2009: 81.

12 Hijmans 2009: 73, 75.
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yHKIMA. ABATUAT U XUTOH MOXKE Aa OCTaBs OTKPUTO €4HOTO I
paMo, a KbM Hero Moxe Ja Obae g00aseHa 1 MaHTus. [Ipes pumMckis
Iepuog Io-4ecTo e n3odpassiBaHa C IIoAyMecell, KOITO e 400aBsH
KbM (ppusypara .

Obpasure Ha Coa u /yHa ca O1AM OTHXKAECTBABAaHM C Te3U Ha UM-
neparopure u texuure cerpyru B nepuoga II-III B. Tenaennmsra 3a
Ao0aBsIHe Ha eaeMeHTH OT oOpa3a Ha /lyHa KbM HOPTpeTy Ha CMBPTHIU
BOAM HauyaA0TO cM OT Kpasd Ha I B., KaTo eaBa oT cpegara Ha II-III B.
A00MBa IIMPOKa MOy ASPHOCT™.

Hai1-0a13Ku rapaean Ha pasraeXXAaHuTe IOPTPeTy OT IpajcKaTa Te-
puropus Ha Hukonoanc aa Vicrpym otkpusame rpu HaarpoOeH oaTap
ot Pum n npu peaed, cpxpansasan B Konenxaren. Te3u nzodpaskeHns
SICHO TI0Ka3BaT CUMBOAMKaTa, KoATo oOpasute Ha Coa u /lyHa HOCAT
B PUMMCKOTO HaArpOOHO M3KYCTBO, ¥ MOTaT Ja IT0CAy>KaT 3a OTIIpaBHa
TOYKa IIpU MHTepIIpeTansATa Ha HaIlllsl [TaMeTHUK.

ITpu oatapa ot Pum (Pur. 2a) MMa cKyAnITHMpaH OIOCT Ha MaAKO MOMM-
Je ¢ M3cedeH I1oayMecel] BbpXy raasata. Toil e IpuApy>KeH OT HaAIIC
Ha AaTMHCKM e3MK, KOWTO ChoOIlaBa MMeTO 1 Bb3pactTa it — I0ams
BukTopuHa, XuBsida 10 ToAuHI'. BBpXy gpyra cTpaHa Ha oATapa
(Pur. 20) e mpeacTaBeH OIOCT Ha MAaja >KeHa, KOSITO e M300paseHa C
ApbancTa KopoHa. OaTapbT e JaTHpaH BbB BTOpaTa I1010BMHa Ha I B. 1
Ce CBBP3Ba C MJesTa 3a IIpeACTaBsiHe Ha CMBPTEH in formam deorum?.

Cropeg Bpeae I0Oans Bukropuna e mzo0paseHa ¢ moaymMecelia Ha
/lyHa, A0KaTo HellHaTa MajiKa HOCU AburcTaTta KopoHa'. @. Kiomon
npearioAaara, 4ye gsata oopasa npuHaaaexar Ha [0ans Bukropu-
Ha. Toi1 cMsTa, 4e gyliaTa Ha ITOYMHaANs IIpeMIHaBa IIpe3 AyHHa U
capHYeBa (pasza B BT CU KbM 3aATPOOHNS XXUBOT. /lyHHO-cOAapHaTa
CMMBOANKa, 3aKOAMpaHa 3a4 J00aBeHUTe KbM OOpa3a Ha CMbPTHUTE
aTpuOyTH, BepOsATHO HOCH 1AesATa 3a IIPedMCTBaHeTo Ha AyIiaTa’.

13 Gury 1994: 706.

14 Gury 1994: 713-715.

15 Gury 1994: 713-715.

16 CIL VI: 20727; Kleiner 1987: 119, Ne 15, PL. X. 3-4.

17 Altmann 1905: 282; Cumont 1942: 243, ff. PL. 21 f.; Wrede 1981: 264-265, No 183; Kleiner 1987: 119,
Ne 15, PL. X. 3-4; Borg 2019: 266.

18 Wrede 1981: 265, N2 183.
19 Cumont 1942: 244.



®ur. 3. Hagrpoben peaed or Hanmonaanus myseir 8 Komenxaren. ITo Borg 2019: fig. 4.29

Apyr napaaea Ha nameTHUKa OT IlaBanKeHn e HaATPOOHMAT peaed
ot Kormenxaren (®@wur. 3). Bbpxy Hero ca ckyantupanu OI0CTOBeTe Ha
MoMuYe I MOMIYe, KOUTO UMaT cXOAHU PpusnoHoMuaHn yeptu. [Tpn
IIOpTpeTa Ha AeBoiiKaTa MHTepec ITpeAu3BIKBa II0AyMecellbT, IOCTaBeH
1104, 6I0CTa 1, KOMTO IOYTH U3LIA0 To orpaxa. I1o mosbpxHocrTa My
ca rpaBMpaHI TPU 3Be341, a OKOAO0 AyHyAaTa MMa OIlle YeTHpH TaK1Ba*.
JaTtuposkara My ce otHacst KbM 180 1.>* Criopeg Kiomon eaementure,
KOUTO AOITbABAT OOpa3a Ha AeBoiiKaTa, M3passBaT BspBaHeTo, de /ly-
HaTa e JOMBT Ha TounHaaus. Upes /lyHara u 3Be3A1UTe MaliCTOPBT €
JICKaA Aa TIOKaKe MaesTa 3a 000>KeCTBSIBAHEeTO Ha MOMMIYETO™.

In formam deorum

Koraro craBa BBIIpOC 3a pUMCKI IOPTPETH, M300pa3eHn B 1103a AN
c aTpuOyTI Ha HsIKOe DOKeCTBO, B AUTepaTypaTa ce yIoTpedsiBa Tep-
MUHET in formam deorum?. Toil ce M311013Ba IIpU KOMEHTap KaKTo Ha
HaATpOOHM cTaTyu U peaedu, Taka ¥ TP CKYAITYPY Ha 3aCAy>KUANTe
rpa’kAaHu, U3AUTHATH IIPUKIUBE.

20 Cumont 1942: 240-241, PL. XX, 2.

21 Wrede 1981: 265; Borg 2019: 266, fig. 4.29.
22 Cumont 1942: 241.

23 Borg 2019: 196.
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Haii-pannuTe gaHHM 3a IpubOaBsHe Ha O0KeCTBeH) YepTy KbM oOpasa
Ha xopa Hu HacousaT KbM IV B. 1ip. Xp., korato Auonncuit or Cupa-
Ky3a e O1a mu3oOpaseH B 11o3ara Ha Oor Auonuc. Ilpaktukara 6muaa
Bb3IpHeTa I OT €AUMHUCTUYECKITe 11ape U TeXHUTe ChIIPYTH, TUTYAY-
BaHM Kato neos Dionysos u nea Aphrodite, a 3aeAHO ¢ ToBa IIyOAMYHO
UM OMAM OTAaBaHM OOKeCTBeHN IT0YeCTr™,

Tasn nmpaxruka 61aa goHeceHa 1 B PuM, KbAeTO BOEHHM 1 ITOAUTIYECKI
AUlla IoAy4daBaAy IOA00HM IOpTpeT 3apaau TexHute sacayru. Caea
outkara npu Ilnana (168 r. ip. Xp.) EMnanii I[Tapea noaydasa mpaso-
TO Ha BOeHeH TpuyM, KaTo 3ae4HO C TOBa MOXeA 4a HOCU 001eKA0,
npucsino Ha IOnurep?. ITogo6Ho yrogobsasane Ha IOnmTep e 6140
AaZ€HO U Ha APYTU YCIeIIHM PUMCKI BoeHadyaaHuM Kato ITommert
n llesap*. Berpexu ToBa B Kpas Ha K'bcHaTa perry0amKa TO31 SKeCT
Ha IIpU3HaHMe He e O1A CMATaH 3a OThXXAeCTBsIBaHeTO Ha 0Opa3a Ha
JyoBekKa ¢ To31 Ha Oora*. Bee mak Iesap e rbpBUAT pUMASHMH, KOWUTO
e oboxkecTseH ¢ perteHne Ha CeHaTa cae4 CMBpTTa cu®.

3HaunTeAHa MPOMsIHA IIPY 0DOXKEeCTBABaHEeTO Ha BAaJeTeAnTe U Py
IIpeACTaBsHeTO UM in formam deorum HacTbIIBa B MMIIepaTOpCKaTa
ertoxa. VimnepaTop ABIyCT ce OTKa3Ba IPVOKUBE OT DOKeCTBeHuTe
1300pakeHus 1 IoyecTy, Ho caMo B PuM, 1 caMo KaTo yact oT opu-
IMaAHUS PUMCKHU KyAT. 3aToBa II'bK IIpueMa ga ObJAe IodmuTaH oT
YJacTHU AMIIa 1 OT OOmHOCTH B VTaams™.

OOo>xecTBsABaHETO Ha TIOUMHAAN BAaJeTe e KpaifHaTa CThIIKA B IIpu-
eMaHeTO Ha OO>KeCTBeHM IT04ecTy OT cMbpTHH B Prm™. Toit 1 Heropoto
ceMeIICTBO IToAy4aBaT TUuTAaTa divus/divi u 4ecTo ce u3oOpassasar in
formam deorum?".

AcumunaanmsTa Ha YepTy OT MKOHOTpadmsTa Ha OOTMHM € ITIOpTpeTa
Ha MMIIepaTpULINTe BEPOATHO CAejBa Aa U3pasy UAesiTa 3a MHOXKe-

24 Borg 2019: 200.

25 Beard, North, Price 1998: 141-143.
26 Borg 2019: 201.

27 Beard, North, Price 1998: 143.

28 Borg 2019: 205.

29 Borg 2019: 204, 206.

30 Borg 2019: 205.

31 Borg 2019: 209.



CTBOTO, IPUTE>XKaBaH! OT TsIX KauyecTBa, KOETO He IIPOTUBOpeYN Ha
njesTa 3a DOKeCcTBeHOCTTa Ha MMIlepaTopa®.

CrnenBaiiku TO34 MOJIEN, B pUMCKOTO OOIIIECTBO CE€ 3apa/ia HOBa Mpak-
THKa, Hape4yeHa ,,4aCTeH aroTe03" Wi consecratio in formam deorum,
KOSITO IPECTaBIsIBa N300pa3siBAaHETO Ha IMOYMHAIM C aTpUOyTUTE Ha
O6oxecTBa. HeliHOTO Hadano ce mocraBs KbM Kpas Ha I B. ci1. Xp.3
Haii-panHuTe npuMepu, KOMTO Morar Jja ObJjaT HOCOYEHH, ca peraedbT
OT rpoOHuUIIaTa Ha XaTepuu U OPTpeTUTe OT rpobHuIaTa Ha Knasaus
CemHa*.

To3u (henHoMEH ce ThIIKyBa KaTo 100 MKaBaHe Ha TIOYMHATIHS JI0 ChIII-
HOCTTa Ha 0OTa WJIH JIOPH KaTo MbJIHATA MY HICHTU(PHKAIHS C HETO®.
Cnopen b. bopr npuiaBaneTo Ha 4epTu OT 00pa3a Ha OOXKECTBA Bbp-
Xy MOPTPETH Ha CMBPTHU LIEIH Ja TOKaKe Bph3KaTa ¢ O0KECTBOTO
MOKPOBHTEI, KOETO IIIe TIOMara Ha OYMHANUS B 3aArpOOHHMS JKHBOT3.

JaTtupane 1 MHTepIIpeTaIs

Vxonorpadckure cxoacTtsa MeXXay obdpas3uTe IIpy IaMeTHUKa OT
ITaankenn u urypure Ha Coa u /lyHa cBIAETeACTBAT, ye Te MoraT
Aa ObJaT BKAIOYEHU B Ipyliata optpetu in formam deorum. /ApaTa
oOpasza MMaT IMOPTPETHN YepTH, a KbM TAX ca J0DaseHN Gppusypu u
aTpudyTu, 3auMcTBany ot ukoHorpadusara Ha Coa u Ayna. Maagex ot
HOocu xapakTepHata 3a Coa oDeMHa mpuyecka, a KbM Hesl € J00aBeHa
I ABUNCTa KOPOHa, ChCTaBeHa OT puae, U3cedeHO BhpXy I1aBaTa Ha
CKyAIITypaTa, KbM KOeTO ca IpUKpeIeH! cejeMTe Abya.

dpusypara Ha JKeHCKMs IIepCOHaK HaMMpa Mapadean cpej rpude-
cknre Ha OormHM Kato Adppoanurta’’ nu Apremnga’®, mpyu KOUTO B TOp-

32 Borg 2019: 238.
33 Tasu mpakTuka e IO-U3sBEHa Cpej OIpeleAeHN KPbIobe OT PUMCKOTO OOIIEeCTBO, B TOBa
unca0 1 Ha ocsoboaenurte (libertini).

34 Wrede 1981: 95-6, 102; Borg 2019: 216-217.
35 Laubry 2015: 160-161.

36 Borg 2019: 218, 220.

37 Mejer 2005: 33, N2 6.

38 Kahil 1984: NoNe 212, 224, 230, 290, 759, 816, 906, 907, 909, 1038; Fol 1984: N2 4 — c manaeaxa,
Ne 15 — cbe cbprr; Sinon 1984: No 24 a, 26 ¢, 36 d, 51; Leegaard 2005: 51, No 14.
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HaTa yacT Ha I1aBaTa HsAKOAKO Kudypa, ca opopMeHM KaTo MaHjeAKa.
Oopasbr Ha Cesena//lyna e mosausH oT To3u Ha Apremuja. Touen
aHa/0TI Ha KOMeHTHpaHaTta Pppu3ypa OTKpyBaMe IIpU CTaTys Ha ApTe-
Muga-CeaeHa, 3a KOATO ce CMsITa, 4e e KOITIe Ha IPBLIKY OpUTMHAA OT
IV B. mp. Xp.?? CxoA4cTBO ¢ PppusypaTa Ha MOMIUIETO OTKpUBaMe OlIle
IIpM IIOPTPeT, cbxpaHsbaH B [ aunrorekara B Korenxaren, 3a KomTo ce
npearioaara, 4e npuHaaaexu Ha umneparpuna Paycruna Maaga®.

Vmariku ipeaBu/ chueTaHMeTO Ha IOPTPeTHY U MAeaAU3IPaHy YepTH
BbpXY IlaMeTHMKa OT TepuropusTa Ha Hukonoauc ag Vicrpywm, npu
AaTpaHeTo My Tps0Ba 4a ce OObpHe BHUMaHIe Ha HAKOJAKO 0cobe-
HOCTH — HauMHa Ha IIpeJaBaHe Ha 3eHMIIUTe i MPUCUTe, yrioTpebaTa
Ha CBpeJea 1 0COOeHOCTUTe Ha Jpanepusrat.

3eHnnNTe Ha MAajeXa ca JOAeleHN A0 TOpHIs KAellad, 40KaTo TPy
O10CTa B ChCeaCTBO OumTe ca ocTapeHM raalku. ChlrjeBpeMeHHO ounTe
UM Ca 3aCeHJeHy OT IMpoku Kaenaun. Caean oT yriorpeda Ha cBpeaea
OTKpuBame Ipu 0pOPMIHETO Ha brbAdeTaTa Ha yCTHUTe U ITpIJecKaTa
Ha MaaJexa. [To oTHomIeHne Ha gpanepusATa — 1 Ipu ABaTa oOpasa
ce 3abeas3BaT IIMPOKY I'bHKM, C MEK M3BMUBKM, KOUTO Ca TO-TIAUTKO
U IO-AbADOKO M3CEeUEHIL.

CrpsiMo CTMAOBUS aHaAU3 BpeMeTo Ha 13paboTBaHe Ha ITaMeTHMKa ce
oTHacs KbM Kpas Ha II B., KaTo Haif-roAsaMo CXOACTBO MMa C IIOPTpeT-
HaTa I141acTuKa OT BpeMeTo Ha Mapk Aspeanit* (161-180 r.) u cuHa
my Komoa# (180-192 r.), mpumep 3a KOETO ca ¥ IIUPOKNTE KAeradl,
3aceHYBalllM OYMTe Ha ABaTa IepcoHaka. KbM 11ogo0HO gatupane
HacoyBa 1 yroTpebaTa Ha cBpeAeA IIpU M3BaliBaHe Ha YCTHUTe I IIpe-
AAaBaHeTO Ha 3eHULINTe, A0AeTIeHN A0 TopHus Kaenad. HaanmcwT, ns-
cedeH BbPXy IIOCTaBKaTa Ha 0I0CTa, Hali-001110 IO 4aTupa BbB BpeMeTO
Ha Cesepure#. CTHUABT Ha N300pakeHNsATa € XapaKTepeH 3a Kpas Ha
yIIpaBAeHIeTO Ha AHTOHMHITE, HO ITaMeTHUKBT MOXKe Ja ce JaTupa
I B CaMOTO Hayaao Ha ynpasaeHnero Ha Cesepure.

39 Kahil 1984: No 9o6.

40 Johansen 1995: 210, N 86.

41 Koleva 2013: 430-434; Koleva 2017: 103-107.

42 Fittschen, Zanker 1985: 70-71, 74-76, Ne 65, 68, Taf. 75, 78.

43 Fittschen, Zanker 1985: 81, No 74, Taf. 86-88; 85, No 78, Taf. 91-94.
44 Gerov 1952/53: 379, No 401.



ITo oTHOIIEHIIe Ha KOHTEKCTa Ha o0pasuTe in formam deorum TpsiOBa Aa
ce oTOeA€e>K1, Ue Te IIOUYTH BUHATY ca OTKpMBaH!U B HaAI'poOHa cpeja®.
Ot nocouyennte napasean Ha naMmetHuka ot IlaBankenn MmoxeMm ga
IIpeATI0A0KIM, Ye TOII e 0111 I0A0XKeH B ceMeliHa TpOOHIIIa, a A400a-
BeHITe KbM 00pasute aTpuOyTH — KbA0O, AbUricTa KOPOHa U AYHEH
ChpII, CUMBOAU3MpPAT UAesTa 3a JKMBOT CAe/, CMbPTTa I CbOTBeTCTBAT
Ha ¢pyHkuymTe Ha Coa u /lyHa KaTo nepconndukanyy Ha CabHITe-
TO 1 /lynara. Axo ce nnpueme ngesra Ha KiomMoH, 4e mpuchCcTBIeTO
Ha acTpaAHM CUMBOAM Cpe/ IIOPTPeTy Ha CMBbPTHH CBUJETeACTBa 3a
TSAXHOTO 0DO>KeCTBsIBaHe, TO IaMeTHUKDT, IIPEeTBOPUA 0OpasuTe Ha
BHyLMTe Ha EMuans Betus, Moxe Aa ce MHTepIIpeTpa IO CBHITNS
HauyH. /1300pbT Ha KOHKpeTHaTa MKOHOTpad sl 10 BCsIKa BEPOSITHOCT
€ IIOBAVSH U OT CeMeIHILS CTaTyC Ha M300pa3eHNnTe, CbOTBeTCTBAII] Ha
To3u Ha Coa u Alyna.

45 Borg 2019: 217, 238.
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Two Roman Portraits from the Territory of
Nicopolis ad Istrum

Elina Anastasova

Reenn

This paper focuses on the portrait busts of a boy and a girl with features of
the personifications of Sun and Moon found at the territory of Roman city
of Nicopolis ad Istrum. The male bust has seven drilled holes on his head
and the girl’s has only two probably done for placing a solar crown and a
crescent moon. At the shoulders of the the young girl are moulded moon
cusps typical for the iconography of Luna.

The analysis of the iconographic and stylistic characteristics of the monument
helps us specify its precise date and place it among other statues in Roman
provincial art. The iconography, as well as the Latin inscription written on
the base gives us a chance to discuss the funerary context and function of the
two sculptural portraits shown in guise of Sol and Luna. The portrait is part
of the group of monuments in formam deorum and it is dated in the end of
2" c. AD.
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The Testimony of the Inscriptions
in Their Iconographical and
Historical Context in the Church
of the Transfiguration at Sotera
(Famagusta District, Cyprus)’

Emmanuel S. Moutafov
Institute of Art Studies, Bulgarian Academy of Sciences

Abstract: This essay discusses the unpublished and unstudied church of the Trans-
figuration in the village of Sotera, Cyprus, located south of the Famagusta. The study
focusses on the layer of the thirteenth century and offers a general view on the in-
scriptions in relation to the iconographic program implemented as well as an idea of
the masters, contextualizing the monumet artistically, theologically and historically
to the possible for a fragmentary survived decoration.

Key words: Sotera, thirteenth-century Cypriot art, epigraphy, iconography, local
cults, ownership

The church of the Transfiguration in the village of Sotera, Cyprus
(Fig. 1), is located 10 km south of the Famagusta. About thirty years
ago, restoration works brought to light previously unknown fragments

1 This text was initially written by the kind invitation of Dr. Maria Parani, who facilitated my
work with the inscriptions and allowed me to take my own photos in situ, for which I am very
grateful.

2 Dr. Emmanuel Moutafov is Professor in Byzantine and Premodern Art at the Fine Arts Department,
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.
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of wall paintings, dated on stylistic grounds to about the second half
of the thirteenth century?. The monument remained unstudied and
unpublished before the implementation of the project titled “The
Church of the Transfiguration at Sotera (Famagusta District) in Con-
text: History — Architecture — Murals” funded by the Anastasios G.
Leventis Foundation and led by Dr. Maria Parani, who published her
preliminary observations in 2017+ Local inhabitants call the church of
the Transfiguration “6 Xovooowtnooc”, the golden Saviours, but we
do not know whether the dedication to the Transfiguration (or Christ
the Saviour?) was the original one, however, the name of the settle-
ment, Sotera, attests not only to this dedication being established by
the fifteenth century at the latest, but also to the significant part that
the church took in the religious life of the local community®. Today the
church is located within the precinct of the old cemetery at the centre
of the contemporary village, which probably does not mean that it has
a funerary function from the beginning?.

The church is a single-aisled, vaulted building surmounted by a dome,
with an open portico to the south and a later belfry to the southeast,
built on the remains of a much larger earlier church — an Early Byz-
antine basilica® (Fig. 1). The building under consideration today is a
variation of the compressed cross-in-square domed church, without
narthex to the west, that experienced several phases of renovation in
the sixteenth and nineteenth centuries. These architectural interventions
are reflected in the decoration and that is why four layers of mural
decoration have been identified: (1.) a layer before the second half of
the thirteenth century; (2.) a layer of the thirteenth century; (3.) alayer
of the sixteenth century?, and (4.) a nineteenth-century layer (within
and around the niche of the prothesis in the Bema)®.

The purpose of this text is to present for the first time the epigraphic
material of the church of the Transfiguration of the Saviour, contextual-

Papageorgiou 1990a: 29-30, and Papageorgiou 1990b: 984.
Parani 2017.

loannou, Chatzechristodoulou 2002: 29.

Parani 2017: 173.

Parani 2017: 169.

Parani 2017: 174.
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This layer is attributed by Athanasios Papageorgiou. See Papageorgiou 1990a: 30.
10 Parani 2017: 175.



Fig. 1. Church of the Transfiguration in Sotera village, view from the west-north. Photo E. Moutafov

izing it artistically, theologically and historically to the extent possible
for me as a non-Cypriotologist.

Not all the fragments of the extant murals at the church of the Transfig-
uration in the village of Sotera bear inscriptions. I endeavour to present
here the messages of fragmentary letters and texts from west to east,
north to south, and from the top downwards. The inscriptions in this
paper are situated as much as it is possible into their painterly con-
text and relation with representations not signified in letters. All the
observations herein have been made de visu given the monument’s
state of repair by August 2018.

St. Peter is represented on the lower register of the southern face of the
northwestern engaged pier supporting the dome, herein referred to
as North Pilaster 3. The inscription with the name of Christ’s disciple
has been lost, but it must have read (6 dylog ITétpoc) by analogy with
the opposite representation, that of St. Paul, on the southwestern pier
across the bay. It is undoubtedly a representation of this saint, judging
by the keys hanging over his himation. He is standing, slightly turning
towards the east, gesturing with the right hand and the open scroll in
his left hand reads (Fig. 2):

43
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Fig. 2. Scroll of Apostle Peter
(detail), mural painting from the
Church of the Transfiguration in
Sotera village, 13" c.

Photo E. Moutafov

AAEA®OIT]
TTIAPAK[A]

AO HMAIC]

OC ITAPIK(OYY)
KAITIAPE
MMIAHM(OYY)
ATIEXAI(ZOATI)
[TQIN CAP(KIKQN)

Unpublished. Uncials with few minuscules
written with black pigment. Accents and
breathings indicated. Abbreviations at the end
of lines 4, 6, 7, 8. No punctuation.

Diplomatic transcription: Ayamnnto[i]l
naQakaAo Nualc]l oc mapi(kovg) | kat
ntage | mdnu(ovg) | améxaodar)l [tw]v
OaQ(KIKWV)

Edited text: Ayamntol, magakaA® UG we
TIAXQOLKOLS KAl TAQETUONOVG, aTtéxeoOe
TOV oagkkwv (émbvpiwv, altiveg
otoatevovTaL KAt TG Puxns...)

Translation: Beloved, I urge you as sojourn-
ers and exiles to abstain from the passions
of the flesh, (which wage war against your
soul). (according to the King James version
(further in the text — KJV).

The text really belongs to St. Peter, specifi-
cally 1 Pet. 2:11: “Ayammrol, magakaA® wg
TIAXQOLKOLS KAl TAQETUONOVG, ATtéxeoOe
TV OaQKIK@V emOLvpIV, altiveg

otoatevovtal katx g Ppuxne...”. The quote from the 1 Peter is
fairly well written, where allowable phonetic spellings are witnessed
such as mapi(kovg) instead of maoikovg (lotacism (<I> = <OI>);
améxawoOatinstead of améxeoOe (monophthongisation (<E>=<AI>);
nagakaAo instead of mapakaAw (isochronism (<O> = <()>). Palaeo-
graphically, the specific way of writing -ai- in minuscules in “kat” at



the beginning of the fifth line of the scroll is what draws attention as

uncommon. Stylistically, St. Peter at Sotera looks much like St. Peter
west of the north entrance to the church of the Most Holy Mother of
God of 1280 in the village of Moutoullas, but the latter mural painting
is damaged not allowing to speculate what was the text written on
the scroll he holds™. In any event, St. Peter’s representation at Sotera

seems to me to be earlier. On the other side of the north entrance at
Moutoullas, St. George riding a white horse is depicted*?, and the in-
scription containing his name (O AI'TOX I'EQPI'TOX. O KAIIIIAAOZ
- St. George the Cappadocian) features a A, which looks much like the

rendering of the same letter, for example, in “mapemidnuovs” (sixth

line). In other words, I believe that the two monuments are close in

time with Sotera preceding the murals at Moutoullas, which I will

elaborate on below. In both churches St. Peter is represented in close

proximity to the entrance, which is usually interpreted as a symbolic

entry into Heaven, the keys to which are held by this saint. There

are representations of the Apostles Peter and Paul in Lagoudera, for

instance, where the two disciples of Christ are depicted on the south

and north walls of the naos™. At Moutoullas, St. Peter holds a scroll,
but the inscription is badly damaged (...I...ICA...|EM...|Q)". In

all probability, by analogy with Sotera, at Moutoullas too St. Peter

held a scroll with an inscription of the type: Ayanntol, magakaAw
VHAC we..., and as a result of the overpaintings and restorations KA
became CA, very much like HMAC changed into EMAC. In any event,
the invocation “Ayarnntotl” in the inscription on the scroll of St. Pe-
ter at Sotera is not a clear indication that the church was monastic.
This masculine invocation, creating an impression of a dialogue with

the viewer, occurs also in the description of the Last Judgment on

the scrolls of some of the disciples, such as Peter, Thomas, Paul and

Philip®. In other words, it was recorded rather as an invocation in a

11 Mouriki 1984: 195; Perdikis 2009: 35.

12 Perdikis 2009: fig. on p. 44.

13 Mouriki 1984: 195.

14 According to the reading of Perdikis 2009: 43.

15 Priest Daniel 1909: 287. Below, I will refer many times to the earliest extant painter’s manu-
als such as the Book on the Art of Icon-painting by Priest Daniel, from which the widely popular
eighteenth-century Hermeneia by Dionysius of Fourna has drawn. In my recent studies, I tried to
prove that the tradition of formulating rules and describing iconographic scenes is much earlier
than the earliest extant manuscripts. Many of the descriptions of images and scenes in these man-
uscripts have drawn on concrete medieval monuments. Many churches are extant in the Balkans,
which are earlier than these manuscripts, but seem to have strictly adhered to them. For more
information on this matter, see Moutafov 2012.
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dialogue of an eschatological nature than as a testimony to the fact
that a certain church was used by a monastic brotherhood.

Above the representation of St. Peter, on the second register of the
south face of North Pilaster 3, Prophet David is depicted (Fig. 2). Next
to the halo of the saint, on the right side for the viewer, the inscription
with white pigment AAY(I)A — (6 meogrTnc) Aavid — has survived,
while his scroll reads:

H ITAPOAI
NOC CYMAI(PON)

Unpublished. The text is written with black pigment. Uncials with minus-
cules at the end of line 2 (at). Two accents indicated. No punctuation and
abbreviations.

Diplomatic transcription: H ITapOatlvog ovpai(gov)
Edited text: H ITapOévog orpe(oov, Tov UTteQoVOLoV TIKTEL...)

Translation: Today the Virgin (gives birth to Him who is above all
being...)

The text is not typical of David the Prophet, because it is associated
with the Nativity of Christ, drawing on the Christmas kontakion by Ro-
manos the Melodist™. The replacing of —e- with —at- in “IlagOaivoc”
and “oVuagov” has been made rather by analogy at the end of the
two lines in the same scroll. Also striking is the similarity in the ren-
dering of — at- in “oVpa(oov)” with -ait- in “kat” at the beginning of
the fifth line of St. Peter’s scroll. The most interesting though is the
uncommon stylised lettering of the name “Aavid”, which is sympto-
matically reminiscent of the way in which “TavonA” (sic! TaBonA) is
written in the apse of another church in Cyprus, that of the Most Holy
Mother of God at Moutoullas®. In my opinion, this element should
be considered as a personal characteristic of the scribe/painter. Of
the synchronous tradition in Cyprus, the image of David the Prophet
(Fig. 3) at the katholicon of St. Herakleidios of the Monastery St. John
Lampadistis in Kalopanayiotis may be pointed out. The prophets there

16 Romanos the Melodist 2011: 32 (and English translation: Romanos the Melodist 1995: 3).
17 Perdikis 2009: fig. on p. 12, above.



Fig. 3. Prophet David, mural
painting from the Church

of the Transfiguration

in Sotera village, 13" c.
Photo E. Moutafov

are represented on the tympanon of the dome of the main church and
their scrolls bear a relation to Christ in the dome. That is the reason
why at the thirteenth-century Kalopanayiotis, King David holds a
scroll with an inscription from Psalm 44:11: AKOY |CON @Y ITATEP
KEI HAE KEI KAHNOIN TO OY(X)| COY... Edited text: dxovoov,
OUyateQ, kat ide kat KAIVOV TO 00g 00V Kat émtAdBov Tov Aaov ocov
KAl TOU 0ikoL ToL TtatQog oov: Translation: Listen, daughter, and see,
and incline your ear. In other words, the choice of a text at Sotera
is not typical and bears no relation to the Psalms of David, but the
relation to Theotokos is hardly accidental.

Above the representation of David the Prophet, a fragment of a mural
painting without an inscription is discernible, featuring seven female

47 T,
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Fig. 4. St. Nicon, mural painting from the Church
of the Transfiguration in Sotera village, 13" c.
Photo E. Moutafov

figures with halos; three of them are
depicted in the foreground standing
in prayer. Over this group on the
western arch supporting the dome,
the images of two young sitting
saints have survived. I will touch
upon their identification below with
regard to the description of person-
ages and scenes from the same sec-
tion of the church.

At the level of St. Peter, on the east-
ern face of North Pilaster 3, Bish-
op of Arsinoe Nicon is represent-
ed with an inscription written in
white pigment: O ATIOX NIKON
-0 &yog Nikov (sic! Nikwv) (Fig. 4),
with St. Hermolaus in the register
above him (O ATTOZ EPMOAAOC
-0 &ylog EpuoAaog). Itis very pos-
sible that over St. Hermolaus, who
is an anargyros, another healer saint
has been painted, St. Panteleimon,
because to the right of the saint’s
halo on the damaged mural paint-
ing ... (avd)oyv(oc?) (Fig. 5) is
discernible. The assumption that it
is St. Panteleimon is based on the
fact that the saint is young, curly-
haired and beardless*® and has

possibly held a spatula in his right hand or a white cross as he was
depicted in the single survived 13% century vita icon of him from Si-
nai monastery. On the crown of the north arch supporting the dome,
facing east, a saint with a hat, which in all likelihood suggests his east-
ern origin, is represented in a medallion. No identifying inscriptions
have survived, but the iconographic type probably suggests that this
could be St. James the Persian. Next to him, in another medallion on
the crown of the arch but facing west, another saint is depicted with
the inscription badly damaged but ... EETOHOZX? (Fig. 6) is legible.

18 Priest Daniel 1909: 270.
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Fig. 5. St. Panteleimon, mural painting from
the Church of the Transfiguration in Sotera
village, 13™ c. Photo E. Moutafov



Fig. 6. St. Auxentius, mural
painting from the Church
of the Transfiguration in
Sotera village, 13" c.

Photo E. Moutafov

Perhaps it is St. Auxentius (AUEEVTI0G), especially bearing in mind that
another unmercenary, St. Mardarius (MAPAAP(IOX) - Mapddo(1og)
is depicted next to him, further down on the intrados of the north
arch. These saints are considered unmercenaries in the Priest Daniel’s
painter’s manual®, based on earlier written sources on iconography.

Archangel Gabriel from the Annunciation (Fig. 7) is represented beneath
St. Mardarius, on the upper register of the west face of the northwestern
engaged pier supporting the dome (North Pilaster 2), with an inscrip-
tion with black pigment over his left shoulder reading:

XAIPE KAI

(XAPI)TOME

(NH) MAPIA

O KYPIOZ

(META ©)OY

Unpublished. Written with black pigment. Uncials with minuscules at the end
of line 1 (ai). No visible accents indicated. No punctuation and abbreviations.

Diplomatic transcription: Xaige kol (xaor)topé | (v) Maola |, 6 Kvorog |
(peta o)ov

19 Priest Daniel 1909: 271.
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Fig. 7. Archangel Gabriel

from the Annunciation (detail),
mural painting from the
Church of the Transfiguration
in Sotera village, 13" c.

Photo E. Moutafov

Edited text: (@eotoke [TapOéve,) Xaioe kel xaottwuélvn Maoial, 6

Kvouog | peta oov(, evAoynuévn, ov v yovaiél, kKat eDAoynUévog O
KOQTIOG NG KOS 00V, OTL LT £TEKES TV PUXWV THWV).

Translation: (Virgin), rejoice, grace-filled Mary, the Lord with thee.
(Praised thou among women, and praised the fruit of thy womb, be-
cause it was the Saviour of our souls that thou borest).

Archangel Gabriel addressing the Most Holy Mother of God conveys
Lk. 1:28. Isochronism occurs in the short inscription (<O> = <(2>) in
“rayaortopévn”. Apparent is also the scribe’s penchant for the spe-
cific rendering of -a- instead of -¢-, as in the scrolls of St. Peter and
David the Prophet. Here, the augmentum of the perfect passive par-
ticiple ke- is taken purely phonetically as the conjunction “xat”. The
same text is inscribed next to Archangel Gabriel in the scene of the
Annunciation at Moutoullas, represented on the face of the bema apse:
+ Xaigat kaxaotl topévi: Magia....° Here the random use of -ai- is
even more evident.

In the lower register of the west face of North Pilaster 2, St. Constantine
the Great is depicted: (0 &yrog) KOCTANTINOC 6 (...), holding a white
sphere in his left hand with the Calvary Cross painted in its centre (Fig.
8), and around it is inscribed in red, with ligatures on each abbreviation:

20 Perdikis 2009: 16.
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IC XC
YCOY
NI KA
E E

E E

Unpublished. Uncials written with brown pigment. Ligatures on each ab-
breviation as well as on the verb vika.

Diplomatic transcription: I(noov)c (0) X(ototd)s | Y(16)c O(eo)v | Nwal.
‘E(Aévn) E(Doev) | E(bonua) E(Aéoug)

Edited text: ITnoovg (6) Xototdg Yiog ®eov Nuka. EAévn Evgev Ebonua
‘EAéovg/ ‘EAévng Ebgeoic ‘EBoaiwv "EAeyxoc™

Translation: Jesus Christ Son of God Conquers. (St) Helen Found the
Finding of Mercy/ The find of Helen is a disgrace to the Jews.

Most strikingly, St. Constantine the Great is represented without his
mother St. Helen in this mural ensemble, but for the intelligent view-
er she is “represented” indirectly in the cryptogram above, which
acknowledges her role in the discovery of the True Cross. The abbre-
viations inscribed in the sphere, which he holds, are quite a few in
comparison with the elaborated later cryptographic tradition on the
island of Cyprus, known from other representations of Sts. Constan-
tine and Helen (Fig. 9)*>. A possible explanation for this independent
representation of St. Constantine may perhaps be provided, on the
one hand, by the nearby images, and on the other, by the spelling
of the saint’s name as “Kwotavtivoc”. On the north wall, right next
to the founder of Constantinople, a representation has survived of a
man standing in prayer without a halo, facing a white horse, probably
belonging to a warrior saint on horseback. The young man’s hair is
finely cut, his expressive eyes (Fig. 10) turned to the lost representa-
tion of the rider to whom he dedicates his donation. His clothes — a
white shirt with embroidered sleeves, a reddish sleeveless tunic, a
belt around his waist with a decorated buckle, a short cloak or short

21 Moutafov 2013: 71; Rhoby 2017. For other suggestions on reading E E E E, see Perdikis 2009: 19.

22 Such later example of the 16" century one could see at the church of Panagia Theotokos (or
the Archangel) in the village of Galata. See Konstantinoudaki-Kitromilidou, Myriantheus 2012: 0.



sleeves hanging empty on the other
side, and boots —reveal a well-off
medieval layman; all this gives
me grounds for assuming that

it could be a representation

of the church donor. This is

a type of garment very com-

mon in the Crusader East in

the 13" century, including the
Kingdom of Cilician Armenia.

The figure also wears an ear-
ring. To a viewer, the image of
the supposed donor and that of
St. Constantine without St. Hel-
en are almost inseparable, which

Fig. 8. Sphere with a cross and letter probably means that they are some-
abbreviations of St. Constantine the how related. The donor turns to the
Great (detail), mural painting from the . . .

Chutch of the Transfiguration rider sglr}t w1t.h outstretched arms
in Sotera village, 13" c. symbolizing his gesture of donation

Photo E. Moutafov to the unknown saint on horseback

who was probably the patron of the
church, but not of the donor itself. The manner in which the suppli-
cant/donor appears to pray, standing with his hands raised open in
front of him, is as a rule associated with Orthodox rather than Latin
supplicants, as recently stated®. Here I would recall once again the
spelling of the saint’s name as “Kwotavtivoc”, which is perhaps
intentional bearing in mind that the vernacular form of the name
among the Greeks was Kwotac or Kwotrc in the medieval period too.
Constantine with a missing ‘n” occurs in the later churches in Cyprus
such as that of Panagia Theotokos in the village of Galata (Fig. 9) or
the narthex of the katholikon of the Monastery of St. John Lampa-
distis in the village of Kalopanayiotis, with murals dating to the 15
century, but there St. Constantine is represented with St. Helen and
a lot of letter marks surround the cross they are holding (Fig. 11)*.
For this reason a hypothesis may be advanced that the donor com-
missioned the saint of the same name to be painted right next to his
own portrait, thus suggesting to an educated viewer that his name
was Kwotac or Kwotrc. Such a practice was not unusual. Patron

23 Parani 2017: 177.
24 Papageorgiou 2012: 42, fig. 40.
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Fig. 9. Sts. Constantine and Helen, mural painting on the north wall
of the Church of Panagia Theotokos (or Archangel) in Galata village,
Cyprus, 16" c. Photo E. Moutafov
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John from Moutoullas, for ex-
ample, paid to be portrayed on
an icon with St. John Prodro-
mos, kept now at the museum
of the Monastery of Kykkos.
The question remains open as
to whom the donor from Sotera
stretches out his arms, because
the extant fragments of the mu-
ral decoration on the north wall
of the naos allow for the discern-
ing of two horses, a white and
a brown one, belonging, in all
likelihood, to the most popular
warrior saints, St. George and
St. Demetrius. Next to the frag-
ments of the brown horse one
could see traces of the depiction
of a dragon’s tail, which makes
me believe that the rider of this
horse was St. George, but not St.
Theodore Tyro or St. Theodore
Stratelates®®. It is difficult, how-
ever, to say with certainty as to
whom the donor is represented
closer, but judging by the horse
coat colour, it might have been
St. Demetrius whose horse was
usually painted brown, but the
colour is not always a reliable
identifier in iconography in gen-
eral. For example, in the dated
murals in the monastery of Forty
Martyrs near Sparta (1304/5) St.
Demetrius sits astride a white
horse?7; St. Demetrius rides also
a white horse in the murals of

25 Vocotopoulos 1999: 161-171; Perdikis 2009: 78.

26 Parani 2017: 177.
27 Gerstel 2001: 277.

Fig. 10. Donor’s portrait (detail), mural painting
from the Church of the Transfiguration in Sotera
village, 13" c. Photo E. Moutafov



Hagia Zone’s hermitage in Siderokastro (1444/5)*®*. The horse coat
colour on the north wall at the church in Moutoullas is also white.
In other words, here I put forward the idea that the church donor’s
name was Kwotag or Kwotg, and here he is represented offering
his prayer to St. Demetrius®. It should not be ruled out also that the
original dedication of the church was related to the representation of
the donor standing before the two equestrian saints. On the other hand,
it should be noted that the manner of representation of the donor at
Sotera, especially of the eyes and clothes, is strikingly similar to the
donor’s composition at the church in Moutoullas*, where the donors
John from Moutoullas and his wife Irene are depicted on the north
wall of the bema (Fig. 12). Next to their portrait, on the east face of
the northeast engaged pier, there also is a soteriological cross with
many cryptograms. The proximity of the cryptograms is significant
in both cases, because their soteriological meaning functions as an
indulgence for salvation of the donors after their death>".

A representation of St. Paul has survived on the lower register of the
north face of the southwestern engaged pier supporting the dome
(South Pilaster 3), positioned right opposite to St. Peter: O AI'TOC
ITAYAOC (6 &ytog ITavAog). St. Paul would typically hold in Byzan-
tine art a sheaf of rolled up scrolls, symbolising his epistles*>. There
are more examples in the Cypriot tradition of a scroll with texts such
as these at the church of Panagia tou Araka and the church of the

28  Papatheophanous-Tsouri 2016: 119, fig. 15.

29 If I'am correct, this should be the second representation of St. Demetrius in the church, be-
cause on the southwest engaged pier supporting the dome is encountered a quite unusual repre-
sentation of the same saint with a moustache. See Parani 2017: 177.

30 Perdikis 2009: 48.

31 The soteriological and probably funeral character of the church’s function is certain and in
later periods. In that respect is the message of the following funerary inscription over south
doorway of the Sotera church from 27 October 1557:

[EN®AAE (KATA)KEI|TE TO COMA TIC AOYAHC TOY ©(EO)Y [KY]PAC o KONTAPINA
AAKIAA o CIMBIA TOY EYTENOYC APXOTOC KIPOY TOY YIOY ITAAKOTOY o AMA H
WHXH AE AYTIC ANAIIETTAYTO ¢ HC MONAC TIC OYPANHAC META ANI'KEAON ETE-
AEYTICE AE NEA ETON o K" KAT(A) THN HKOCTI EYAOMH TOY MHNOC OKTOBPIOY
o EXPONHAC TOY X(PIZTO)Y @ A'®'N'Z' e HC TO MNHMA BAETIONTEC o EYXECTE KE
MAKAPICATE AYTHN AIA TON K(YPIO)N - EvOade kataieitat 10 owua g d0VANG T00
Beov Kkvodg Kovtagiva Aakida, ovppio o evyevovs Goxovtog kueiov tod viod [Aakwtoo.
Apa1) Puxn 0 aTG AVATETAVTO €l HOVAG THG ovRaviag Ay YéAwv, éteAevTioe dE Véa TV
k' Katd eticootr| €Bdopn Tob punvog Oxktwpolov, €v XQovids tob Xootod a'@'v'C el to pvnua
BAémovtec evxeote kal pakagioate avT)v dd tov Kbowov — (Here lies) the body of the God'’s
servant lady Kontarina Dakila, wife of the honorable master lord the son of Plakotos. But her soul rested
in heavenly quarters with angels. And she died young, aged 20, on the twenty-seventh of the month of
October in the year of Christ 1557. You who see the tomb pray and bless her in our Lord.

32 Moutafov 2011: 67.
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Fig. 11. Sts. Constantine and Helen, mural painting at the narthex of the main Church of
St. John Lampadistis in Kalopanayiotis village, Cyprus, 15" c. Photo E. Moutafov
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Fig. 12. Donor’s composition with dedicatory inscriptions, mural painting at the bema of the
main Church of Panagia in Moutoullas village, Cyprus, 1280. Photo E. Moutafov
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Holy Apostles in Pera Chorio of the 12" century?3. St. Paul at Sotera
holds a scroll saying (Fig. 13):

+ AAEA

OOI: AO

HA KAI

THMI KE
YPINH ITANTI
TO EPTAZO
MENO

TO ATA
O0ON o

Unpublished. Uncials with few minuscule written with black pigment. Ac-
cents and breathings indicated. Punctuation: double dot instead of comma in
AbdeAgol. Cross at the beginning and decorative element at the end.

Diplomatic transcription: AdeAl@ot, 00| Ea (0¢) katl Tnuit kel votvn
ntavtil 16 éoyalolpévol to ayal Bwv.

Edited text: AdeAgot, 00Ea d¢ Kol T kAl elEN VN TavTi T QYACOHEVW
0 aya0ov.

Translation: Brothers, glory and honour and peace for everyone who
does good?.

‘Saint’, 0 &y1og, is written in a manner very similar to that in the rep-
resentation of St. Peter in the naos at the church in Moutoullas. Apart
from the “AdeAgol”, the inscription authentically quotes Paul, 2 Rom.
10: 0O&at OE Kal TIUN Kal lpN v mavTl T@ €0Yalopévew T0 ayadov,
(Tovdaiw te mpwtov kat "‘EAAnvr). The inscription is an allowable
phonetic spelling, where the errors are within the limits of the permis-
sible norms of the age. Intriguingly, both “xat” and “xe” are written
in the same text in two successive lines of St. Paul’s scroll. Here, we
have monophthongisation (<E>=<AI>), as also in Vptvn/ eiprjvn (KY>=
<EI>). The “ke” is probably a spelling mistake due to shortage of space
at the end of the line for the highly stylised ai in the line above. A two-

33 Perdikis 2009: 38 with previous bibliography.
34 All translations are by the author unless otherwise indicated.



way itacism is also witnessed in “tnui”,
(<H>=<I>), as well as isochronism (<O>
=<0>)in “¢oyalopévo 10 ayabwv” in-
stead of “t eoyalopévw To Ayabov”.
Such monophthongism and isochro-
nism are witnessed in the inscriptions
of the first half of the 13™ century in the
Deesis scene at the church of Hagia So-
phia in Mylopotamos, Kythera®. In the
third line of the inscription at Sotera, the
diphthong “at” in “kat” is written in mi-
nuscules, as it occurs in the inscription
on St. Peter’s scroll. The two representa-
tions on the north and south walls are
mirrored images, part of an undivid-
ed conception of the artists, painted by
the same hand and welcoming those
coming to the church with vocatives
Ayannrtot ddeAgol (Beloved brothers).
At Moutoullas, on the south wall St. Paul
holds also a scroll with a damaged in-
scription: |...1...IPIN... | THTQ...I...
ZOMA.. 3¢ The last two syllables should,
in all probability, be pronounced as ...
ZOME..., while ...PIN... comes from
the specific rendering of “Voitvn” at So-
tera. That gives me grounds for arguing
that the same text is written at Mout-
oullas as well.

Moving now to the south, on the south-
west engaged pier supporting the dome
(South Pilaster 3) with extant representa-
tions, the image of St. Demetrius of
Thessalonica is discernible on the lower
register of the eastern face, accompanied
by an inscription: 6 &ytog Anurjtotoc.
Next to him, St. John the Theologian

35 Kalopisi-Verti 1992: 108, No. 18.
36 Perdikis 2009: 39.
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Fig. 13. Scroll of Apostle Paul
(detail), mural painting from the
Church of the Transfiguration in
Sotera village, 13" c.

Photo E. Moutafov



is depicted in the lower register of
the south wall, as seen from the
fragmentarily surviving epithet (0
ayog Twavvng) 6 @eoAdyog. By all
appearances, the figure of St. John
belonged to the composition of the
Crucifixion of Christ. Above St. Dem-
etrius, St. Athanasius is represented
as a deacon (0 &ylog ABavaoiog).
This is perhaps the local saint of
the same name from the village
of ITevtaoyxowvo (Pendaschino)?”.
Above St. Athanasios, on the intra-
dos of the south arch, facing east, a
monastic saint with a book in his
left hand is portrayed full-length;
to the right of his head (Twavvng) 6
¢ KA{[pa]iog is still legible. The
accents and breathings are correctly
indicated in almost all of the surviv-
ing inscriptions bearing names of
saints and martyrs at the church of

Fig. 14. Scroll of Prophet Solomon (detail), the Transﬁguration, On one of them,

mural painting from the Church of the
Transfiguration in Sotera village, 13t c.

“6 dylog” is with an inscribed a in

Photo E. Moutafov 0, in the way in which it is written
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on the icons from Novgorod of the

second half of the 13" century®. The
word ‘archangel’ is also written in a similar manner in the 13"-century
murals at the church of St. Peter in the village of Berende, Bulgaria®.
The inscriptions accompanying the two other extant holy figures rep-
resented on the south arch (a martyr and another saintly deacon) did
not survive.

What we have further is a saint portrayed full-length with a shepherd’s
staff in his right hand, who meets the faithful at the south entrance
to the church, on the lower register of the west face of South Pilaster
2. Such a spelling of 6 dyiog is probably the earliest and the rest of

37 Carr 2009: 78.
38 Panstwowe Muzeum Rosyjskie w Leningradzie 1986: ill. 23.
39 Bakalova 1976 ill. 67, details at ill. 68-69.



the inscriptions have been overpainted. The represented saint is in all
likelihood St. Mamas or St. Blaise 0 fovkoAoc (shepherd)®, who has
been painted with a calf in his arms*, while here the animal, rather
resembling a billy goat, is depicted on his cloak.

Prophet Solomon is represented above St. Paul on South Pilaster 3:
O ITPOOHTHY. CO(AOMQN) (6 mooe1tng LoAopwv), son of King
David, depicted across the bay on North Pilaster 3, is holding a scroll
(Fig. 14) that reads:

IAOY H
ITAPOAI
NOC

Unpublished. Uncials. Single accent on mapOaivoc. No breathings, abbre-
viations and punctuations.

Diplomatic transcription: dov 1| mapBadilvog
Edited text: 1doU 1) tap0£€vog (€v yaoTol €Eet)

Translation: Behold, a virgin (shall be with child, and shall bring forth
a son...), (KJV).

Here monophthongisation is witnessed once again (<E> = <AI>). The
inscription has been made by the same hand that has written St. Paul’s
scroll.

The text is an opening of a quote Matt. 1:23 (genealogy of Christ),
quoting Isa. 7:14 (100U 1) ma0£vog €v yaotol €€l kat TéEeTat LIOV).
As with David the Prophet, this inscription too is not typical of Sol-
omon’s scrolls. At St. Herakleidios church, Solomon is depicted on
the tympanum of the dome, and holds a scroll with the following
text: EAEYICOME| ITPOC CEl HNA COICO KOCIMON, Edited
text: EAevoopat eog o¢ tva cwow (tov) koopov, Translation: I came
to you to save the world, a paraphrase of John 12:47, which runs: ‘I did
not come to judge the world, but to save the world’. In other words,
in 13"-century Cyprus words from the evangelical tradition were as-

40 St. Mamas is entitled as shepherd in the Kophinou Church, see Perdikis 2014: 254, ll. 4.
41 Priest Daniel 1909: 278.
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cribed once again to King Solomon. In terms of their contents, both

texts “1dovL 1 IapBévos” and “1) ITapO£vog orpegov, Tov Dtegovatov
tixtel” in the prophets’ scrolls at Sotera are associated with the Most

Holy Mother of God, the Conception, and the Birth of the Son of Man.
So, itis very possible that they are related to the representations of the

scene of the Annunciation on the next pilasters from west to east. The

association of prophets with narrative scenes is already attested from

the 10™ century onwards, and was also documented in Cyprus in the

12™ century; later priest Daniel recommends rendering the Annunci-
ation on pilasters*, where to inscribe: idov 1) TapOévog ev yaotot €€e
kat té€etat viov (Behold, a virgin shall conceive, and bear a son, and

shall call his name Immanuel) from Prophet Isaiah.

Over Solomon’s image in the west vault, a naked man is depicted tied
around the waist. A fragmentary inscription in minuscules is visible
over him: OTTEIPY...or OITANPA...(?), and over this scene, a female
figure is painted sitting on a large fish surrounded by smaller fish with
human arms hanging from their mouths (Fig. 15). To the left in the
painted area, a ship is also depicted in full sail. H ®@AAA(XXA) is still
legible on the red line, dividing the scenes. Two figures of sitting men
are painted over the personified sea. Part of one of those has survived,
but by the two infants in the arms of the extant representation of an
elderly man one may judge that it is a fragment of Abraham’s Bosom
or considering that we have a second figure seating next to the first,
this is probably a rendition of the theme of the Three Patriarchs (Abra-
ham, Isaac, and Jacob) in Paradise, with the souls of the just in their
bosom. For the time being these are deemed to be fragments of the
Last Judgment, according to Annemarie Weyl Carr#. Such a thesis is
advanced by the other authors of the book, but I would offer a different
view here. Dealing with the scenes under consideration in relation to
each other, it is fair to assume that on this vault are represented the
Al twv yopwv ta&eic (The hierarchy of the choirs), described later in
Priest Daniel’s Hermeneia*. St. Paul is represented in the lower register
(Xopog amootdAwy, the choir of the Apostles); then comes Prophet
Solomon (Xopog mpogpntwv, the choir of the Prophets), and above
is the scene of the rich man burning in the River of Fire (0 tAovatoc
&v muplvw Totapw @Aeyouevoc) or one of the sinners tormented in

42 Priest Daniel 1909: 270.
43 Carr 2019: 283.
44 Priest Daniel 1909: 288.
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Fig. 15. The rich man and a personification of the
sea (fragments), mural painting from the Church
of the Transfiguration in Sotera village, 13t c.
Photo E. Moutafov



Fig. 16. The River of Fire (detail), mural painting from the narthex of the Church of Panagia
in Moutoullas village, Cyprus, 15"-16" c. Photo E. Moutafov

Hell, and that is the reason why I propose to read O IIEIPY...(?) as O
noptvoc mota o, i.e. the River of Fire. In a similar 15™-century scene
at the narthex of the Church of St. John Lampadistis it is inscribed:
O IIOTAMOC O IIHPINOC, and the donor, Michael Anagnostes
and a domesticus with his family are represented over this river®.
A similar naked figure by a river of fire is found also in the murals
at the church in Moutoullas of the fifteenth or 16" century with and
inscription: O ITAOYCIOC (the rich man) (Fig. 16), and there also
are depicted the punishment of the murderer, of the one who dis-
owned Jesus and of the man sleeping on Sunday (instead of going to
mass)*. The above scene in Sotera, where the beginning of the word
1 OdAaooa is clearly visible, is apparently related to the scene in
Daniel Anodtdovoa 1 yn kat 1 Oddacoa tovg éavtwv vexpovg (The
Earth and the Sea returning their dead). They are dominated by a
representation of Abraham or as the scene was later titled: 0 k0Amoc
o0 ABpaay pactalwv ta virua (The Bosom of Abraham Holding In-

45 Papageorgiou 2012: 39, fig. 31.
46 Perdikis 2009: 68-69.



fants). The extant letters of the inscriptions in the scenes 6 mvpwog
notauog and 1) OkAaooa are also written in white pigment, but belong
to another hand and are probably later than St. Paul’s and Prophet
Solomon’s. The identifications of these scenes on the south side of
the first arch decorated with mural (the west vault) allow assuming
what the fragments of scenes over St. Peter and David the Prophet
feature. The female figures would probably symbolise the choir of
the women (Xopoc yvvaikwv), while in my opinion the two sitting
saints are members of the choir of martyrs (Xopoc paptvpwv). Thus,
the Apostles, on the one hand, welcome those entering the church,
and on the other, symbolise the Xopoc dmootoAwv in descending
order. Similar choirs with legible inscriptions of the fifteenth or 16"
century are found in an extended composition of the Last Judgment
at the church in the village of Moutoullas. Similarly, to the Apostles,
the two prophets-kings at Sotera welcome the faithful, symbolising
the choirs of the prophets, but also referring to the incarnation of the
Word through the Immaculate Conception of the Blessed Virgin Mary
(the Annunciation scene in the same horizontal register of murals).
These are complemented by the choirs of the holy women and martyrs,
as well as by allegories such as the Bosom of Abraham, the River of
Fire with the rich man and the sea, spilling out the drowned men to
be judged on the Second Coming. The latter scenes, though painted on
the vault, rather than in the lower register of murals, probably testify
that the Last Judgment had been represented in the lost decoration to
northwest, and the figures of Sts. Peter and Paul have served as the
dividing line between the narthex to the central space.

Apparently, St. Constantine the Great was painted alone on North
Pilaster 2 so as to correspond also with the representation of anoth-
er saint of the same name on the lower register of the north face of
South Pilaster 2. Traces of letters are discernible around the halo of
the local saint (St. Constantine the New from Ormideia*’, Cyprus)
with iconography similar to that of the Byzantine emperor, but they
are so badly damaged that the inscription is illegible. The presence
in the iconographic programme of a second saint named Constan-
tine deepens my conviction that the name of the church donor was
Kwotac or Kwotrc and these saints have not been chosen at random.
The donor probably venerated both as his patron saints, while the

47 This saint is portrayed in the nearby church of Saint Antonios at Kellia, as mentioned in
Parani 2017: 177.
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local saint testifies to his origin from Cyprus. Doubling of saints in
the few extant fragments of the original decoration goes beyond St.
Constantine the Great and St. Constantine the New. The traces of a
representation of a brown horse on the north wall along with the de-
piction of St. Demetrius on South Pilaster 3, suggest an intention of
the commissioner and the painter.

Over the image of St. Constantine the New, Matthew the Evangelist
(MA(T)®AIOC O EBAITEAHCTHC) writing in black pigment in a
book is painted immediately next to the south door of the church, on
the upper register of the north face of South Pilaster 2:

+BI
BAOC
I'EN...

Unpublished. Uncials. No accents, breathings and punctuations. Cross in the
beginning. Single abbreviation in yev(éoewc). Written with black pigment.

Diplomatic transcription: Btl BAog| yev(éoewc)
Edited text: BiBAog yev(éoewg Inoov Xplotov, viov Aauid, viov ABooadit)

Translation: The book of the generation (of Jesus Christ, the son of
David, the son of Abraham). (KJV).

Matt. 1.1: BiAog yevéoews ITnoov Xototov

The text is rather short and left unfinished to imitate the process of writ-
ing yev(éoewc). More interesting is the phonetic spelling of the Apos-
tle’s name as MA®AIOC O EBAITEAICTHC instead of MatBaioc o

EvayyeAiotnc, which is identical to the vernacular spelling of the name

of St. Constantine the Great (Kwotavtivog instead of Kwvotavrtivog),
for instance.

St. Epiphanius of Cyprus, 0 &ytloc Emupdvio(g), depicted on the low-
er register of the south face of North Pilaster 2 (Fig. 17) adds to the
massive presence of local saints. Bishop Epiphanius of Salamis (d.
403) is one of the most celebrated holy figures of the region, with
major shrines in the area of Salamis / Constantia. Epiphanius orig-
inated from Palestine but was the island’s most illustrious Church
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Fig. 17. St. Epiphanius of Cyprus (detail), mural painting from the Church of the
Transfiguration in Sotera village, 13" c. Photo E. Moutafov

Father. The saint’s body was preserved in Salamis / Constantia and
it was “greatly venerated by the devout”#. It is only much later, in
1519, that his sepulchre is attested at the Orthodox cathedral of St.
George in Famagusta. Although Epiphanius was an opponent of
the use of icons in the churches, he is often portrayed in them in the
ensuing centuries. In many instances in Cyprus, he is represented

48 Paschali 2019: 132.
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clad in the Orthodox vestments, namely the polystavrion, phelonion
and omophorion. Following the Byzantine tradition, St. Epiphanius
was depicted in a row of hierarchs on sanctuary apses recurrently in
Cyprus (in Nikitari, Moutoullas, Pedoulas) and sometimes elsewhere
(like in Sotera). While representations of St. Epiphanius around the
altar seem concealed from congregation, his images on the walls of the
nave meant to be prominently on display, thereby encouraging public
worship (Kakopetria). At Sotera, besides the image of St. Epiphanius,
there was probably a representation of the other Cypriot hierarch, Apos-
tle Barnabas, venerated by the Latin population of the island as well.

Above St. Epiphanius, St. Mark the Evangelist, 0 (&yt)oc (Maowro)c, is
represented on the same pilaster, writing in a book:

APX HEY
oY1

Unpublished. Uncials. No breaths and accents. No punctuation.
Diplomatic transcription: Agxn [tov] eVl (ayyeAt)ov Tl(noov Xplotov)
Edited text: Agxr) oV evaryyeAiov T(noov Xoplotov)

Translation: The beginning of the gospel of Jesus (Christ, the Son of
God). (KJV).

Mark 1.1: Agx1) tov evayyeAiov ITnoov Xplotov, viov ToL Oeov

On the pilaster opposite to that bearing Archangel Gabriel, the Most
Holy Mother of God from the Annunciation is painted on the upper
register of the west face of South Pilaster 2. Fragments of letters are
discernible to the left of the Virgin:

...CON
...ATA
..OY?

Unpublished. Uncials. Fragments of letters with white pigment.

Diplomatic transcription: (Axov)oovl, (0)aya(teol, kat ide, kat kATvov
O 00G 0)0v



Edited text: Axovoov, O0yate, Kal g, kat KAtvov T0 o0g oov,... (Psalm
44:11).

Translation: Hearken, O daughter, and consider, and incline thine ear...
(Psalm 45:10). (KJV)

Instead of the Most Holy Mother of God answering Gabriel cf. Lk. 1:34
TG €0TAL HOL TOVTO, éTel AvOpa oV Yivwokw; (How shall this be, see-
ing I know not a man? (KJV) as the Gospel says, here Psalm 44:11 is

quoted, which in iconography is usually rendered through David the

Prophet®, and it appears in Kalopanayiotis as mentioned above. Us-
ing a quote from the Psalms here explains the reason why next to the

representation of David the Prophet at the door into the church Today

the Virgin (gives birth to Him who is above all being... from the Christmas

kontakion by Romanos the Melodist (v.s.) is inscribed, while an inscrip-
tion at Moutoullas reads: +IAOY I AOYAH | K(YPI)OY TENHTQ MI |

KATA TO PIMA XOY (Lk. 1:38 (And Mary said), Behold the handmaid

of the Lord, be it unto me according to thy word (KJV)*. Impressively, no “
is used in the inscriptions at Sotera, while at Moutoullas, as seen from

the latter quote, this symbol occurs. Some of the letters at the church

of the Most Holy Mother of God feature more decorative elements.

On the East vault, a representation of a man is discernible holding two
doves with an inscription over him: O IOCH® (6 Twot)¢). Here again
isochronism is witnessed (<(2>=<0O>). From this inscribed fragment, it
becomes apparent that the destroyed part of the mural painting imme-
diately next to the altar featured the Presentation of Christ in the Tem-
ple. The opposite fragment, depicting four seated figures, also belongs
to the Christological cycle. Acronyms (acrolexa) with the ligatures B
and O in black pigment are discernible to the right of the halos of the
lower two. The lettering of the abbreviations is identical to that in the
sphere of St. Constantine the Great. The initial letters of the names make
it clear that the mural painting features the Apostles BapBoAopuaiog
(Bartholomew) and ®@wudg (Thomas), while their seated position and
the architectural background suggest that their representations have
once belonged to the scene of the Last Supper.

Unfortunately, no extant inscriptions of the 16™-century painted layer
have been found. Still, there is epigraphic material of the 19™ century

49 Dionysios of Phourna 1909: 218.
50 Perdikis 2009: 18.
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Fig. 18. Abraham’s Sacrifice and Prothesis’ decoration, mural painting from the Church
of the Transfiguration in Sotera village, 19™ c. Photo E. Moutafov




in the decoration of the prothesis of the bema. The icons on the icon-
ostasis were painted in 1857 by the priest-monk Ioannicius, as seen

from an inscription in the icon of Christ All-Merciful on the templon

screen. It is not improbable that it was the same Ioannicius, who was

commissioned to freshen up the murals at the prothesis. There is an

abbreviation inscribed over the representation of the Man of Sor-
rows (Axpa Taneivwoic): (I)NBI (Incovc 6 Nalwpatoc 0 factAeve
twv Tovdaiwv = Jesus of Nazareth the King of the Jews (KJV) Jn. 19:19.
An inscription in his halo reads: 6 @v = the eternal Being/ the Being of
beings Jn. 3:13. Beneath this overpaint though, a representation of a

young man (probably of an angel) is revealed, belonging to an earlier

layer of painted decoration. Apparently, the original mural decoration

of the prothesis featured a depiction of the Melismos of the type, where

an angel of the Lord holds the body of Christ as the sacrifice. A similar

representation of 1544 is found, for example, at the Monastery of St.
Neophytus, Paphos, Cyprus. I would date the representation of the

angel to the same 16™ century, because the shapes of his face are not in

stylistic agreement with the mural paintings of the 13" century. To the

south of the prothesis at Sotera, St. Stephen the Archdeacon (0 &ytog

C(té)p(avoc) was depicted in the 19™ century holding a candle in his

right hand. In the 19™ century, the sacrifice of Abraham was depicted

over the prothesis with an inscription reading: ‘H Ovoia tov ABpadcu
(Fig. 18). There is a strong probability that the same scene was used

in the medieval paint layer. Though the decoration of the altar space

and particularly of the bema apse has been lost, the extant fragments

along with the later interventions arguably suggest that Eucharistic

subjects were likewise developed in the central space of the sanctu-
ary, in all probability, with the scene of the Holy Communion of the

Apostles in the apse and the Most Holy Mother of God Blachernitissa

depicted in the conch above it.

With regard to the above, it can be concluded that an iconographic
programme has been carried out at the church in Sotera, focused on
the incarnation of the Word of God. The lower register features a se-
lection of prophets, saints and martyrs popular in Christendom, but
the accent is placed on the local cults such as these of St. Constantine
the New, St. Epiphanius of Cyprus, St. Athanasius the Deacon, as
well as on the veneration of St. Demetrius, very popular with the
Greeks for rescuing Thessalonica from the siege by the Bulgarians in
1207, and the glory of the miracles worked by him spread through
the Greek-speaking world immediately after the mid-13™ century
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owing, for instance, to The History by George Akropolites, giving an
account of events between 1203 and 1261°". Particularly, the miracle of
killing Bulgaria’s King Kaloyanis (Skyloyanis) by St. Demetrius riding
a white horse is rendered in Acta Sancti Demetrii, thanks to which the
Latins withstood the siege>>. I would put it down to the fact that the
saint has been probably depicted twice in the extant fragments of the
mural decoration of the church, and most probably was the village’s
Golden Saviour?, as locals used to name the church even in our days.
The presence of healer saints in the iconographic programme such as
St. Hermolaos, St. Panteleimon, St. Auxentius, and St. Mardarius also
should not be undervalued. All these elements suggest biased choices
and a soteriological focus on the message to be conveyed. Moreover,
the extant fragments of the 13"™-century painting layer at the church
of the Transfiguration reveal the use of a description from an existing
iconographic programme, in my opinion from an iconographic manual
of the type of Priest Daniel’s of 1674, which has been copied from earlier
such sources and its use is witnessed in a number of monuments across
the Balkans up until the 17" century>. It was in the region of Middle
East (Palestine), Crete, and Cyprus, where the described iconographic
programme, underlying Priest Daniel’s Hermeneia and known as the
Second Jerusalem Codex, functioned. In other words, the origins of the
painter of the murals at Sotera should not be traced to Constantinople
or another major Byzantine art centre, but somewhere in the Middle
East>>. The donor of the murals though depicted in garments similar
to those worn by a West European nobleman, must have been a local
either. The choices of the warrior saints fighting to defend Greek cities
(St. Demetrius) or for Orthodox Christianity (St. Constantine the Great)
as well as the presence of healer saints, of the local martyrs, who have
shaped the national and religious identity of the commissioner and the
local parish (St. Constantine the New from Ormedeia, St. Athanasius, St.
Epiphanius of Cyprus) suggest that he along with some of the villagers
has possibly joined the campaign waged by the Lusignans. Judging by
the presence of the provisional representation of St. Blaise (Mamas?)
in the naos, the locals most likely made a living breeding livestock.

51 Georgii Acropolitae Opera 1903: 23-24.

52 Zlatarski 1973: 581-587.

53 The Greek word cwtrjo does not apply only to Christ.
54 Moutafov 2012: 9-10.

55 A. Weyl Carr already recognized in the Transfiguration church resonances of late Comneni-
an painting in Cyprus as well as motifs that reveal artistic connections with the Christian art of
Lebanon, Syria, Palestine and Sinai. See Carr 2009: 83.



The language of the extant inscriptions in Sotera is reasonably phonetic
in places, but fairly good; the accents are placed correctly. The inscrip-
tions do not abound in errors and could be fitted in the epigraphic
tradition of the 13™-century Byzantine Empire and its peripheries. The
statement that the spelling of the Greek inscriptions in the monument is
full of mistakes, which leads to the conclusion that the painter of Sotera
was illiterate or was not well acquainted with the Greek language, e.g. a
Christian painter from the Levant®, are speculative and far away from
the real picture of literacy in the Medieval Greek-speaking world. Un-
fortunately, the lack of properly published by now church inscriptions
from the period from Cyprus, does not give me the opportunity to
provide comparative palaeographical tables to enforce my dating, but
hopefully this situation will soon be changed by the Cypriot colleagues.

The inscriptions in Sotera have, in all likelihood, been written by two
hands. One of the scribes was entrusted with the long inscriptions — on
the scrolls in black pigment and next to the figures in the Annunciation
— while another was charged with the shorter ones with the names of
the represented saints, martyrs and prophets. It is unclear whether one
of them was the painter. As mentioned above, some of the decorative
approaches to the inscriptions, such as inscribing for instance a in o
in &y1oc were typical even of the periphery of the Byzantine oikoumene,
such as Novgorod and Berende. It is no coincidence that a number of
parallels were established between the epigraphy and iconography of
the church in Sotera and those of the sole securely dated 13*-century
church ensemble in Cyprus, that of the Most Holy Mother of God in
Moutoullas. The connection is obvious; still, judging by the Moutoullas
inscriptions, which are much sloppier and have more misspellings, the
church of the Transfiguration is arguably an earlier and more elab-
orate monument. It is not as if the inscribers and/or painters at both
churches were identical just because of the vague stylistic similarities
or, say, the likeness between the spelling of I'avpinA and Aavid in both
churches. It should not be ruled out though that the two monuments
were painted by artists of the same workshop or the same group. Rath-
er, the church of the Most Holy Mother of God in Moutoullas, which
I deem to be terminus ante quem, has been modelled on the church
of the Transfiguration. By “terminus ante quem’ I mean the tangible
presence of St. Demetrius in the iconographic programme at Sotera as

56 Parani 2017: 178. The inscription cited in ref. 29 is obviously written by local Greek and does
not show better literacy in 1557.
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aresult for example of the account of the developments in the Siege of
Thessalonica by the Bulgarians, occurring in George Akropolites” Op-
era after 1261 and gaining currency across the Mediterranean within
a decade or so%. In conclusion, I would date the earliest murals at the
church in Sotera between 1270 and 1280.

Apparatus criticus

[..] Illegible letters (lacuna) of a certain number;
() missing or abbreviated letters;

| End of a line;

? A doubtful reading;

sic!  Sic erat scriptum, for wrongly written words

Abbreviations

KJV —-King James’ Version of the Holy Bible, containing the Old Testament,
and the New. Imprinted at London by Robert Barker, 1611.

57 The appearance of St. Demetrius in mural decoration after 1207 is already used in dating
13t-century church paintings in Greek islands, as happens in the second layer of frescoes of the
St. Demetrius’ church, Pourko village, island of Kythera. See Chatzidakis, Bitha 1997: 175. The style
of the frescoes; the phonetic Greek in the epigraphs; a inscribed in 0 (fig. 15); as well as the choice
of personages (i.e. St. Hermolaos, St. Theodore Tyro, St. Demetrius (note especially his hair-cut
in fig. 16), other Hagioi Anargyroi, etc.) in Pourko from the end of the 13t-century layer are very
similar to the Sotera decoration, but not identical.
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va pres srednite vekove]. Vol. 3. Sofia.
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CB1AeTeACTBOTO Ha HAAIVICUTE VI TEXHUAT
MKOHOTpa(pCKO-MCTOPUIECK KOHTEKCT B ITbpKBaTa
+1Ipeoopaxenne I'ocnogue” B c. Cotupa, odaact
®amarycra, 0. Kunrbp

Emanyea Mymagos
L Ral

B Tasu cTyaust aBTOPBT Ce ONMTBA 3a IIP'BB ITBT Aa MpeAcTaBy MHpOpMaIs
3a enurpadckis MaTepual 1 MKOHOTpadckara IIporpamMa Ha HeIlyOAMKyBa-
HaTa I pecIl. HemsydeHa ITbpKBa ,[Ipeodpaskenne I'ocriogne” B KMIIbpCKOTO
c. Cotupa, Hegaaeu ot Pamarycra. Ilo omeaeanrte ¢pparmenT oT XKMBOIIC
raasHo ot Kpas Ha XIII B. ce pa3chbkaaBa BbPXy IaTpOHaka Ha XpaMa, 3a
HETOBUTe JapuTeAn U IpejHasHadeHue. IIpaBsr ce u cpaBHeHMS ¢ Apyru
CMHXPOHHU ITaMeTHMIIM Ha ocTposa Karto ,,Cs. boropoauia” ot 1280 1. B c.
MyTyaa, ,,Cs. Vloan AamBaaucruc” s c. Kaaomanaitotuc u ap. 3a E. MyTa-
$os xyaoxuuiute padornan B wbpksata ,IIpeodpaskenne I'ocriogne” ne
nasat oT Maaa A3z, KaKBOTO IIPeAII0A0XKeH!e CBhIeCcTBYBa, a MMaT BPD3-
Ka ¢ TpagunuaAra ot XIII B., XapakTepHa 3a HAKOU I'PBLIKU OCTPOBU, CUAHO
MoAuduIiMpaHa OT MECTHIUTE BKYCOBe Ha KUITBPIIM OT BpeMeTO Ha AMHac-
TuATa Ha ysuHuaHuTe. B Tekcra ce mpeaaaraT M MHOXKeCTBO M300pasu-
TeAH!U U KyATOBM Hapadean. B 3akaioueHne apTopbT JaTHpa CTEHOIMCHUTE
OT Hali-paHHM: cA0H B IIbpKBata ,IIpeoOpakenne” Ha c. Cotupa Mexay
1270 1 1280 TI., T.e. IpeAu APYTs CUTYPHO JAaTHpaH ITaMeTHUK B C. MyTy4a,
obaact Tpoozoc.



Eann cpeg MHOrOTO"

Eaucasema Mycaxosa®
Havuonarna xydoxecmeena axademus, Copusl

AbcTpakT: MHOTOOpOIHI CpeAHOBEKOBHM PBHKOMNCH Ca ITperucBaHy OT paboTemu
B exun nucaun. Ha reopust B Hali-roaeMuTe 1 IpOYyTU CKPUIITOPUM AN IIKOAN BbB
Busantus u Ha 3amag mouepruTe TpsOBa Ja ce IIOAYMHAT Ha CTaHAAPTHU ITPaBIAa,
KoMTO yHuQUIIMpAT Ipolieca Ha MICaHe ¥ OCTaBAT MaAKO MACTO 3a MposBa Ha MH-
AuBuAyaaHn MaHuepn. V Bce mak, B mpeo0ajaBariysl OpoIl 3araseHy pBHKOINCH,
KbAETO Ca CU CbTPYAHMYNAN ABaMa VAN IIOBeye IMcaull, OTAeAHNUTe phlie MOraT 4a
ODbAaT pasrpaHMYeHM C IIO-TOAsIMa MAY IT0-MaaKa curypHocT. CTaTusaTa ce cripa He
BBPXy MaseorpapcKuTe METOAM 3a TAXHOTO yCTaHOBsABaHe, a BLPXY BLITPOCa B Kakba
Mspa e BB3MOXKHO Ja ce pazdepart oOCTOsATeACTBaTa, IIpU KOUTO eAVH LAY IToBede OT
MycavnTe B €KUII 00sABsABa CBOETO MMe. Jaau ToBa e CITIOHTaHHO ceOen3passBaHe UAM
€ JKecT, CaHKLIMOHUPaH OT HsiKakBa npusuaerus? Jaau oxassar BAMSIHME IIOPBUKA-
Ta U yCAOBMATA 3a 3arldalliaHe Ha TPyAa, AaAu U Kak ce pa3auyasa CUTyalusiTa oT
Tas!, B KOATO MUCAYDT, IIPEIcal U140 AaAeH PBKOIINC, IIOATIICEA LAY He CBOETO
ume? BLIpocsT 3a MHAMBIAYaAHOCTTa Ha KHIKOBHMKA B CpejHOBeKOBHa bharapus
Io4TH, Ja He KajkeM U3001II0, He e OTAeAHO U3ydaBaH, a M3BOPUTE, KOUTO MOTaT A
IO OCBeTASAT, Ca OCKbAHI. 3aTOBa MPeAAOKEHMST TeKCT € e4UH OINT Ja Ce U3BAeKaT

BBb3MOJKHI CBIAETEACTBA Ha Da3aTa Ha HAKOAKO 6”b/11"apCKI/I pororca ot XII n XIV b.

KaiogoBm aymm: nmcauy, CKpUIITOPUM, MHAUBUAYAaAHOCT, CPeAHOBEKOBHM PBHKO-
nucy, brarapus

1 V3caeapaneto e yactuyno nojkpeneno ot ®ong ,Hayunn nscaessannsa” mo mscaegosarea-
ckust mipoekt Ne KIT-06-ITH50/4 30.11.2020 , JOxHOCAaBsHCKN Komyeru u ckpuntopuy ot XIV
Bek (maaeorpadpcka aTpuOyIs 1 OHAANH periepTopuym)”.

2 [lpog. 0-p Exucasema Mycaxosa, emerita, e xonopyean npenodasamer ¢ Hayuonarnama xydoxecm-
sena axademus. Heiinume nayunu unmepecu ca 6 00Aacmma Ha poKonucHama KHuza — ykpaca, nareo-
2pagus u K0OUKOA0ZUS HA CPeOHO6eK06HUME 0DAZAPCKU, 0XKHOCAABSHCKY U GUSAHIMULICKY POKONUCU.
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KoaxkoTo e MaaKo ToBa, KOeTO 3HaeM 3a OpraHM3alMATa Ha KHVKOBHIL
TPYA B CpeAHOBEeKOBHa bbArapyist 11 3a OTHOIIIEHATa MeXKAY ITOPBUN-
TeAU U UITbAHNUTEAN, OIIle II0-MaAKO 3HaeM 3a MHAVBIAYaAHOCTTa Ha
nucaunute. Jaau e ymecTHa ToraBa AVICKyCHUsATa I10 TO3Y BBIIPOC, IPU
roAo>kKeHue 4e 1o gymure Ha Pruapa I'eiimucsH |, collectivity and
self-effacing humility and obedience were (or should have been) the
norm for the monastics who undoubtedly comprised the vast majority
of scribes in our period“?? Criopes Hero MogepHOTO MICA€He e TOBa,
KOETO € YyBCTBUTEAHO KbM ,,JOBEIIKILI MHTepec” I e CKAOHHO Ja aa-
Mupupa nHausugyaatHocrra. Caeasariku Heropure aprymenTy, Kopun
Aeiia nipaBu ejHa HeOOXOAMMa pa3AnKa MeXAYy MHAUBUAYAAHOCTTa
Ha IT1caJa 1 YOBEIIIKOTO ChIIeCTBO 3a/ KHUTaTa, KaTo II0COYBa, Ye ako
IcavnTe He Ca ce MHTepecyBaAu Aa 3asBsT CBOATa MHAUBUAYaAHOCT,
TO MHOTOOPOVHU OeAeKKI-KOAO(POHM CBIAETeACTBAT, 4e TeXHMST
YOBEIIKI TPYZ U IIOCBeIIeHIe ca OMAN Hello, 3a KOeTO Te ca MCKaAN
Aa U3BECTAT cCBOUTe unTateant. JJokaTo Takosa pasOupaHe Ha eTUKara,
IIPUCHIIA Ha CPeAHOBEKOBHIIS IVICAY U IPAHMIIUTE, KOUTO TsI IIOCTaBsI
B TOBOpeHeTo 3a cebe c11, 3a4aBaT IIpeABapUTeAHO YCAOBME Ha BCIKO
uscaejBaHe BbPXy CpeAHOBEKOBHOTO ,.cebe cu”, Bce IMaKk cBoeoOpas-
HIAT HauMH Ha IICaHe U 0OsABABaHEeTO Ha COOCTBEHOTO MMe B e AVH
IIOCBeTeH Ha [ 0c1104 Tpy4, OCTaBsAT BhPXY HETO AMYEeH OTIIeYaThK. AKO
ce 3amIuTBaMe KOM Ca OHe3U ,MU3ePHU” CAYIU Ha IIepOTO, KOUTO He-
3aBMCHMO OT eTMKeTHOTO CaMOYHVIKeHIe IIPaBsT cebe ci IIO3HATU U
3aITOMHSIHM, KaKBJ ca 0OCTOATeACTBaTa, B KOUTO aKThT Ha cebepasKpu-
BaHe e IT03B0A€eH AU AOITyCTUM, BBIIPOCHT CTaBa Ollje IT0-HaCTOIYMB,
KOTaTO e HacoueH KbM IIIcada, OTKPONUA ce B IpyIiaTa KHVDKOBHMUIIY,
paboremu BEpXy dadeH pbpKonuc. Toa, KOETO BCBHIITHOCT 3HAEM 3a
CpeAHOBEKOBHATa 1aes Aa ce pabOTI B KOAEKTUB e ITpeAN BCUIKO Hell-
HaTa ITpaKTI4decKa CTpaHa — Kak ca 01Am pasnpeaeAsHI TeKCToBeTe 3a
IIpenncBaHe, 3a KOeTO HayuBaMe OT OeAe>KKIUTe B PbKOIIMCUTE AN OT
TeXHIUTe KOAMKOAOTIIecK) ocobeHocTr. Jopu u Tazu mHPOpMaIis
He e MHOTO 130011AHa B 3ara3eHuTe ObATapCcKy PBKOMIICH, OCODEHO B
IIO-PaHHUTE, 40KaTO B O€A1€XKKIUTE OT ITO-KbCHUTE PBHKOIINCH, AMIHATA
uHpopMan s MPUChCTBA I10-0Ce3aTeAHO 1 Tsl HeCbMHEHO e CBbp3aHa C
eBpOIIeliCKITe KyATYpHH ITpoliecu oT PeHecaHca HaTaTbK, KOUTO AaBaT
Haya/0To Ha ChbBpeMeHHIs MHAMBUAYaan3bM. Hammpame cbio taka

3 Gameson 2002: 30, TuTHpaHo 10 Dale 2017: g0. ABTOPBT pasraexxaa paHHN aHTAUIICKY PBKO-
TIACH.

4 Dale 2017: go.
5 Bx. Hanp. uadopmatnBHaTa B ToBa OTHOIIeHNe rybankanus Ha [Toa Kanap, Canart 2008.



CBeAeHIs 3a ChOMpaHe Ha KHIKOBHUITY, 3a 4a UBITbAHAT OllpejeeHa
Iop’buKa 1A 6eAeKKi, codyelly, ye HAKOI e IIOMOTHaA Ha e AVH OT ApY-
rUTe IMcayl — TaKbB cAydail Ile Obae IoKa3aH IT0-HaTaThK. B chimioro
BpeMe psIAKO pazdbupaMe gaaM e AVH eKIII e 0114 ITOCTOsIHeH, yceaHaa
B CpeaulIlie AN aTeAre, AN ITI0-4eCTUTe CAyday ca Ha I'bTyBally, Ha-
eMaH! I1cadl, 3a 4a U3ITbAHAT ITIOPhUKa 3a e4Ha AN I10BeYe KHUTI.

ITpu ockbanITaTa Ha IPEKY M3BOPY OOMYAITHOTO AOIyCKaHe e, 9e Ja ,ce
nokakat” e 611410 NpuBMAerus Ha Hall-400puTe Kaaurpadu, Ha rpama-
TUIIATe, YNUTO UMeHa ca 400aBsAM AyXOBHa U MaTepyaaHa CTOMHOCT
KbM pbkonucute. Ha mpaxTika obaue OeaeXKuTe Ha KHVKOBHUITUTE,
KOMTO Ca HaIllMTe II'bPBUYHY U3BOPY, He BUHAIY OTTOBapsT Ha Ta3u
cxeMma. CbabprKaHMeTO Ha Te3!u OeleXK!, He3aBIUCUMO Je e CTaHAap-
TU3MPaHO Ype3 Habop OT AuTepaTypHU POPMYAH, € 40CTaTHLUYHO pas-
HOOOPa3HO, 3a 4a II0ACKa3Ba pa3ANdHUTe 10A0yAM, Ha KOUTO e 614
AajeH raac. Te ca Mmoran aa moaydar u od6pas, KaKbBTO € U3BeCTHUAT
npumep c Esarzeruemo om MeaOvph, B KoeTo KonuctsT MoHax TeodaH,
e/HOBPeMeHHO U XyAOXKHUK, U JapuTea Ha PBKOIINCa, € HallpaBuA
cBos MopTpeT®. Jdpyra npuynHa 3a HaAMYNETO UAN OTChCTBUETO Ha
UMeHa ce OTKpUBa B XapaKTepa Ha Tpy4a — 4aAy TOM e IT0A0XeH OT
MOHacH, KOUTO CIIOpeA IPU3BaHNIeTO CI II0-CKOPO CKpUBaT AMYHOCTTa
cu Ipeg, cay>keHuero bory, nam ot npodecronaanm nmcaun, 4ecto
I'BTY CBETCKM AMIIA AV €HOPUIICKY CBeIlleHUIIN, KOUTO IToAyJaBaT
($puHaHCOBO Bb3HArpakjeHue.

Hemro, xoeTo ce ycelta KaTto Auiica B U30paHOTO M3CA€40BaTeACKO
1104e 1 KOeTo BaK! ¢ ocobeHa cmaa 3a ObarapckaTa cpeJHOBEKOBHA
KHIKOBHOCT e AMIIcaTa Ha CTpOIiHa KAacuuKays Ha Oeae>XXKuTe Ha
I1caduTe C Oraes Ha TAXHOTO ChAbp KaHUe U I10CAaHMEeTO, KOeTO TO
u3Ipalia 3a CBouTe ,, aBTopu” KbM unTaTeAnTe’. 3aTOBa B IIpeAcTa-
BsIHETO Ha M30paHUTe HAKOAKO IIpUMepa ce ChAbp>kKa U HaleKAaTa,
ge OCBeH IIPMHOC KbM OCHOBHATa TeMa, ce IIPaBAT U OIlle CTBIIKM KbM
TUITOAOTHSITA Ha MTICaYeCcKuTe OeAeKKIU.

ITpubansuTeaHNTe ¥ YJACTUIHM CTAaTUCTUYUECKN Pe3yATaTy codart, Je
OT 16-Te KOAeKTUBHO ITpeIycaHy PbKoIlica OT OubanoTekaTa Ha 30-

6 Kalopissi-Verti 1994: 131-134.

7 Nikolova-Houston 2011, ¢ uTupaHa AuTepaTypa; aBTOpKarta pasraexja pokorucy ot XVII s.
B3x. crienuaaso c. 106-110, KbA€TO Ce aHaAM3MpaT CTPYKTypaTa Ha KOAO(OHa 1 HauMHUTE, I10
KOUTO mmmcavymre TOBOPAIT 3a cebe CH, KaTo ce aKIOEeHTUpPa BbPXY TAXHOTO TUIIMYIHO CaMOyHI/I)KeHI/Ie.
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rpadpcKisl MaHACTUP, €AVIH U eAUH I10/ BBIIPOC ChABPIKaT IMeHa Ha
KOIMCTU® OT pasraexkaaHara eroxa. B XayaosaTta coupka Tpu nan
JeTUpu OT 15 PBKOIINCA, IIMCaHN OT ABaMa U IToBeye KHI>KOBHUITH,
paskpusat nMeHaTa Ha Hukoaa ¢ Mupcko nme bpara (Xaya. 142)9,
npessutep Hukoaait (Xaya. 117), Aodpe ask (Xaya. 164)”, I'py0Oa-
AvH u Pyaya (Xaya. 237)*.

Boaouckuam ncarmup

[TbpBUAT PBKOMNC, KOMTO IIie ObAe IipeAcTaseH, e boonckuam ncar-
mup', 3aIoTo TOI € eAVH OT peakute caydau, B KOUTO Ca CU Cb-
TPYAHUYINAY TPUMa IIOAIMCAaHN MICayl, a OCBeH TOBa e II0COYeHO
U MsIcTOTO Ha Hanucare. Criopea OeaesxkaTa-K0A0¢oH Ha f. 126V,
nog xpas Ha Ic. 76, I7Ioc1/[(]) n Tuxora ca nmpenucaAay KHUraTa B ceA0TO
Pasne B Oxpug, 110 BpemeTo Ha Obarapckust rjap Acen™ (®Pwur. 1). Ha f.
1051 beaocaas e ocraBna gpyra Oeaekka, ye e HarcaA CTpaHMIIA 3a
6pat cu VMlocud's (Pur. 2). HeroBuAT movepK sSpKo ce OTKpOsTBa™® ot
OocCTaHaAMTe IIOYepIi, KOUTO Ha CBOI peJ, ca MHOTO CXOAHM TTIOMeK-
4y cu. JKan MunrdeHko, aBTOp Ha CTaTusl, KOATO TpeTupa BbIIpoca
KO/AKO AYIIN ca Ipenncaay pbKOINCca, U3II0A3Ba ChKpallleHsTa,
3a 4a AOKa’Ke, ye ITMcadyuTe ca AgBamMa — I7[ocmc1> u Tuxora (beaocaas
ce moApasOupa KaTo TpeTH Imcad) 1 Te ca ce IoAIIcaan B cpeJarta
Ha KHuUrara'. ApI‘yMEHT”bT, Ha KOIITO OCHOBaBa CBOETO M3cAeABaHe e,

8 Raykov et al. 1994; ppKOIIICUTE Ca ITpoydeHn B 3orpadpckarta e1eKTPOHHA HayYHO-U3CAe]0Ba-
Teacka Oubanoreka KoM 6ubanorekara Ha CopuitcKis YHUBEPCUTET, 3a KOETO u3Ka3saM Oaaro-
AApHOCT KbM OpaTcTBOTO Ha 3orpadckara cseta oOmTeA.

9 Nikolova et al. 1999: 13-15, cat. No. 1.

10 Nikolova et al. 1999: 59-60, cat. No. 54; AaHHUTe B KaTaA0ra ca HEsICHU 110 OTHOLIIEHVE Ha TOBa
AaAu PBHKOIUCHT € KOHBOAYT, UAM He.

11 Nikolova et al. 1999: 46-48, cat. No. 40; 1paBonucsT e cpbOCKHM, CIIOMEHATOTO B KOA0(OHa
ceao Kaayreperr e B anerna P Cesepra Make0H1s, a pBLKOINCHT € IIVCAH 10 BpeMeTo Ha Kpaa
Mapxo. Cpabpska 1 Apyru Oee>XKy Ha IpercBaya.

12 Nikolova et al. 1999: 80-81, cat. No. 74. MHOrokpaTHO IuTHpaHata GeeXKa Ha BTOPIS IUCad
€ CBIAETEACTBOTO 3a Bb3MOYKHA KHIKOBHA AEIHOCT B McuxacTkis Ilapopuiickit MaHacTHp, BXK.
Hanp. Gyuzelev 2014: 151-152.

13 Dujcev 1968.

14 IIbanusar Texcr Ha Gesexxkara BX. B Shchepkin 1906: 3.

15 IIbanmsar Texcr BX. B Hristova et al. 2003: 29, No. 12.

16 Ha f. 104v19-31 (as1cHaTa k0A0Ha Ha TeKcTa) 1 f. 1051, Shchepkin 1906: 1.

17 Miscenko 1995. Herosure mpumepu, rokasanu B CpaBHUTeAHa TabAMIla, 40Ka3BaT yIIoOTpe-
0aTa Ha ABe CICTeMJI Ha ChKPAIIeHIs I PeCIIeKTUBHO, HeChbMHEHOTO yJacTye Ha caMo ABe phIle



ye IIpM M3NIMCBaHeTO Ha ChbKpaTeHuUTe
AYMMU IMCaYTe He IIPOMEHSAT CBOs Ma-
Huep. Herosoro 3akaiouenne e npu-
e€MAUBO, J4OKOAKOTO TO € IOAKpeIleHO
ot Oeaexkkara Ha beaocaas, kosTO ce
Ilaja B I'bpBaTa 4acT Ha PbKOINCA, a
CBIIIO TaKa ¥ OT MHOTO ITOAXOASIIIO M3~
HpaHOTO M:ICTO 3a KOA10(OHa: cpejaTa
Ha ricaamurte B kaurara I[Icaatup nma
CMMBOAMYEH CMIUCBHA™ U OCBEH TOBa
rpanuuaTta mexay lIlc. 76 u 77 onpe-
AeAsl U pa3aeAsHeTO Ha IICaATUPHIS
TeKCT Ha ABe I0YTU eJHaKBJ 110 00eM
JacTi, KOeTo e y400CTBO 3a pasaeAsHe-
TO Ha paborara. B cpioro Bpeme pe-
Aulla Bapualuy B IIOYepIINUTe, a ChIIO
U B yKpacaTa, ca 4aAu OCHOBaHMe Ha
paHHUTe u3caejoBaTeAN Aa AOIyCHAT
y4acTueTo Ha II0-T0AsIM OOl IMcadn.
Aoxato B. Illenknn onpeaeas TpumMa
ocHoBHM I beaocaas, kouto ca pado-
TUAU B ITbpBaTa YacT Ha pbKOIIMCa',
BaTtpocaas ‘rnu otusa omie no-gaaeuy,
KaTo pa3rpaHnyaBa IIecT pblie, BKAIO-
YITEAHO CIIPSAMO ChOTBETHITE KOAOHMU
Ha TeKCTa**. MUIIYeHKO He KOMeHTHUpa

—Ha f. 1-126""v u f. 127r-262v CLOTBETHO.
18 [Ilo Bwripoca Bx. Moussakova 2002.

19 Shchepkin 1906: 10-30. Ha mnero mnpmuagaexn
Hail-JeTailAHNAT Tajeorpacky aHaau3 Ha boow-
ckus neaamup: Toit mpurcsa f. 1r-86r na Mosedp u f.
86v-126"v (kpas Ha Ic. 76) Ha Trxora, MaKap Je Taka
TOVI TBBpAM, ue beaocaas e ocraBua Geaexxkara cu B
yacrTa Ha Tuxora; 06sCHeHMETO 3alll0 TOBa € CTaHaA0
He e ocobeHo ybeaureano (Shchepkin 1906: 11). Yet-
BbpTa PbKa e U3Icala AUCToBeTe OT f. 1271 40 Kpas
Ha ppKomyica. HeropoTo rpikamBo mpoydsaHe e IoA-
KpeIleHo 1 OT pa3AuKNTe B yKpacara, Shchepkin 1906:
30-39, Taba. I-V.

20 A (Mocud) f. 1-86a; B (Tuxora) f. 866-1044,
1058-1261; B (Beaocaas) f. 105a6; I' (anonumen) f.
127a-1511; / (aHonmMen) f. 152a-161a0; E (anomHm-
Men) f. 161a0-2221; X (aHoHMMeH) f. 223a-2621, BX. B
Miscenko 1995: 85.
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oueOMITHY aaeorpapCcky pa3AuKY B 4acTUTe Ha ABaMara, CIIOpej
HEro, Mu1cayy U u3passsa MHEHUe, Ye CKPYIIYAbO3HIUAT aHaAM3 Ha
ABamMaTa y4eHU IVl € [I04BeJ, 3alll0TO Te He Ca B3eAU IPeABIA I'bCTO-
TaTa Ha IJMCMOTO B YacTTa Ha T1xoTa, KOMTO yroTpedsBa 10-MaAKO
HaapeaH! 3HaL".

ITpy HEroBOTO 3aKAIOUEHNIe 3a ITaaeorpapCKITe CBUAETEACTBA, pas-
IpejeAeHNeTo Ha IIcadecKuTe As10Be U3rAeXla AOTUYHO B U3-
ITbAHEeHNeTO Ha AgaJeHaTa nopbuka®. CBeTckuTe nMeHa Ha Tuxora
n besocaaB moackasBat, ye eKUITHT He € 014 ChCTaBeH OT MOHAacH,
HO e OMA OpraHM3MpaH B CeA0TO, ChbCeAHO Ha apXMEeNMCKOIICKOTO
cegaaniie®. Kol e mopbyaa pbKoINca 1 KaKBl ca 0OCTosITeACTBaTa
OKOA0 CBhCTaBsIHETO Ha IIperiyica OCTaBa Hel3BeCTHO, HO eAHa Oeaex-
Ka, He MHOIO I10-KbCHa OT IIpMeTara gaTa Ha pbKOIIICa, € KOCBeHO
CBIAETeACTBO, 4Ye PBKOINCHT e O1A IIpeaBuAeH 3a Ipojakda. B Hes
ce Ka3Ba, ye llepoMoHax JaHnna ro e Kynma s buroas or rpamaru-
ka Teoaop ot ,JspaBue”*. Hama apyra nndpopmanns, ye Pasue/
PamHe e 01110 KHM>KOBEH IIeHThp MAM Ye B HeTO e MMaA0 KHIUXKOB-
HO aTeAle, HO TBbpAe CelVPpUYHIAT CTMUA Ha IVICMOTO U OOIINTe
Mop¢oaornmyecky ocodbeHocT! Ha OyKBIUTe U B ABeTe YyacT! Ha Pb-
KOITNCa, OOIIMAT OpHAMeHTaleH peliepToap U Herosara Is10CTHa
CTUANMCTUKA* HU Ka3BaT HeIllo 3a KBaAu(UKaliITa Ha I7[oc1/1(1) 178
Tuxota, He3aBUCUMO Ue Te SIBHO He IIpUHAJJAeKaT Ha ITO-BYCOKILS
paHnr Ha rpamaTunure. Ch3gasa ce BIledaTAeHIETO, ye Te U ABaMaTa
ca II0Ay4MnAM COAMAHO oOyueHNe B 3aHasTa, KAKBOTO OOMKHOBEHO ce
IpuA0OMBa B II0-TOA€MU KHVDKOBHU cpeAninia. /laau ToBa e cTaHaao
B OXpng e mpearioa0XXeHne, HO 3acera HaMa JoKasareacTsa. Moxke
Aa ce JOIIyCHe, Uye e HaAMIle ceMeeH OM3HeC, KaTo MMaMe IIpeaBus,
TsACHaTa pOAHMHCKA Bpb3Ka MexXAy beaocaas n Vlocmc]) — BBb3MOX-
HOCTTa ,Opar” A4a 03Ha4aBa MOHAIIIECK) CTaTyC € OTXBbpAeHa U OT

21 Miscenko 1995: 88-89.

22 KoaodonbT e B Kpas Ha 16-Ta TeTpaja, a BTopaTa 4acT ChAbp>Ka 17 TeTpaiu.

23 [loseue 1o Bw11poca B: Shchepkin 1906: 9. AnerHoTO ceao Pamue ce Hamupa Ha 2 kM o1 Oxpug.
24 CHa KknHrb! koYX ¢A W rpamaThia T[e?|oaopa & Hyparane [.] [H?] AAXD AZB ¢poMONAXD NANHA MpLUAHDI

... - IIEAUAT PEeKOHCTPYUpPaH B Kpas My TeKCT BX. B: Shchepkin 1906: 8 u taba. II; Geaexkara ce

yeTe TPyAHO, HO Hgpagzie BMecTo Pagzie (kakto e y Shchepkin 1906: 8) e curypro. lenxkun aa-
Tnpa Geaexkara KbM 60-Te TOAMHN Ha BeKa ¥ KOMEHTHpPa Bh3MOXHOCTTa rpaMaTuKbT Teozop
4a e CBHIINAT, KOWTO 1pe3 1263 I. e rpemnucaa Xuiendapckus Illecmodtes; HerosaTa XumoTesa He
ce MOAKpeIL OT raaeorpapcky aHaAM3, HE3aBVMICUMO OT ODIIM YepTU Ha IMUCMOTO ¢ boAoHckus
ncarmup. 3a XuAeHAapCKusl PBKOIINC Y HeTOBIs ycad BK. Radojci¢ 1971.

25 PororucsT e eAVH OT XpI/ICTOMaTI/IIZHI/ITe IIpuMepn 3a T.Hap. TepaToAOTNYEH CTIA B I0OJKHOC-
JaBsIHCKaTa PbKOIINMCHaA yKpaca, BX. Dzhurova 1997: 179, 181-187 C IuTUpaHa I10-Crapara ANTe-

patypa.



VBan Ayitges®*. B To3M KOHTEKCT MOAIMCBAHETO Ha MMeHaTa Ou
MOIJ0 Ja ce MHTepIIpeTHpa KaTo eAVH B/ CaMOOIIeHKa, HO ChIIO I
KaTo 3HaK 3a TSIXHOTO OOIIeCTBeHO IIpUIlo3HaBaHe, KoeTo 01 A00a-
BI1A0 KbM CTOMHOCTTa Ha KHurarta. I oIre, BIicBaHeTo Ha MMeHaTa
ITOKa3Ba KOM KOAKO AMCTA € U3IICAA.

Brripexu ToBa e Bb3MOXKeH U APYT ClieHap1ii, KOTaTo ce B3eMe ITpeABI/
KOMITAMIIMPaHUAT ITadeorpadpcku mpodaeM, Taka KakTo e IIpeAcTaBeH
ot enknn n frug. JomnyckaHero, ye ABamMara Icady C IOMOIIITa
Ha beaocaas ca nspabotnan Toma, 61 03Ha4aBal0 Aa IIpueMeM KaTo
UAVOCUHKPATUYHY ITPOMEHAMBITE HAUMHY Ha IIMICaHe, OCOOEHO
3abeae>XMI BbB BTOpaTa 4acT Ha pbKOIINCa, a TOBa I10/lara Ha
cbMHeHNe e(puKacHOCTTa Ha aaeorpadpckiis aHaans. Ilpnaaranero
My He e IIpegMeT Ha Ta3! CTaTus, HO € sSICHO KOAKO MHOTIO 3aBUCAT
M3BOJMUTE 3a OCHOBHATa TeMa OT yCTaHOBSIBaHETO Ha AeVICTBUTEAHIS
Opoit KHVDKOBHUIIM B boAonckus ncaamup. YdacTueTo Ha HoBede
nycayy 01 0OSICHILAO ITOAIIMCIATE Ha I7Ioc1/1c]) u TuxoTa B Ka4eCcTBOTO
UM Ha IIO-BJMICOKO KBaAM(UIIVIpaH IIpeIcBadly, HO Ife OcTaBu Oe3
00sICHeH1e 3aI1]0 HIKOI He e IT0AIIVICal BTOpaTa 4acT Ha pbKoImca®.
[ITe ocrane HesICHO 1 KaKbB € 0114 IT0AXOABT IIPY OPTaHU3MPaHeTO
Ha paboTaTa. B To311 MOMeHT OM 61110 0COOEHO BakKHO Ja pasueTeM
IIpaBIAHO XapaKTepa Ha K010 OHa, KOITO 3aIll0uBa C OOPBIIeHIeTO
,momenn, 'ocioan”. To3u k4104 611 MOTbA Aa ITpeoObpHE 3Ka3aHUTe
TYK CbOOpa>keHIs1, HO A0pU U C HeToO HiMa Aa ObJAe pellleH OCHOBHUAT
BBIIPOC — 3alll0 CaMO YacT OT KHIMKOBHUIIUTE MICKAT TeXHUTe UMeHa
JAa ocraHart 3anmcann u B bo>xusita kHura.

26 Dujcev 1968: VIL. IllenkmH CbIIO e IpeA0A0XKIA, Je IIcadlTe He Ca MOHACH, HO € CKAOHEH
Aa AOIIycHe, Ye MOHAX B HAKOIL OT OXPUACKUTE MaHacTupy (Henasosanu) e 6ua Mocud, mo-ro-
AemuAT H6pat, A0KaTo MO-MaAKNUTe My OpaTs ca 6uan Bce oIme ChC CBOMTe MMPCKM MMeHa. I1o
TO3M HauMH aBTOP’BT OOSICH:ABA 3alll0 Te ca padOTUAY MMEHHO B CeA0TO, a He B rpaaa, Shchepkin
1906: 11. 3a CAMOTO CeA0 PyCKUAT U3cAeA0BaTe AOIyCKa, de e 6110 POAHOTO MACTO Ha TpUMATa
Oparts MAM MsCTO Ha METOX, B KONTO e Iipedusasaa Vocnud u kbaero e mpuiotua Gparsra cu, BX.
u Dujcev 1968: XX.

27 Tpsaba ja ce mpu3Hae, 4e € MHOTO TPYAHO, 0COOEHO KOTaTo Ha pa3IIOA0XKeHIe € CaMO HeKa-
1ecTBeHOTO (PaKCIMIAHO M3AaHNe Ha PBKOIIICA, Aa Ce IpelieHn OposT Ha micadnrte. [Tpu ToBa
oT eaHa crpasa V. Jyitues o16eas3Ba, ue M3raexja HeyOeUTEAHO TOAKOBa MHOTO XOpa Ja ca
paboTiau BBPXy PLKOINC C ,TaKbB pasmep”, Dujcev 1968: XXVI. PasmepsT e mpubansureano
254 x 184 mm, Shchepkin 1906: 1 (10 x 7 ¥4 A1oiimMa) ripu 263 Aucta. Bb3raeasT Ha Obarapckis yaeH
CBbBIIaJa C OMICAHIETO Ha YeTBbpTaTa (TpeTaTa OCHOBHA) pPbKa KAaTO M3KAIOUUTEAHO IIPOMEH-
ausa, Shchepkin 1906: 26-29. Ot Apyra cTpaHa obaye, UMa CBUAETEACTBa, Ye MOA00HN 110 0beM
PBKOIINCH ATICTBUTEAHO Ca IIMICAHU OT 11514 eKMII Iicaun, BX. Harpumep Canart 2008: 1143-1144,
I10COYBAIL] 17 KOIVCTH C ITOANIVCAHU IM€eHa B PBKOIIUC OT 354 A.

28 AOHyCKa Ce, ye B AUIICBAIUTE II0OCAAHN AVICTOBE MOKe a € MMaA0 TaKbB IIOAIINC AN I10A-
TIMICY, HO HsIMa rapaHni:l, 4e ToBa e Oma0 Taka.

Personalia \



88 .

Teodoposusam mpuod

Ppxonmest or Kpast Ha XIII man nayaaoro na XIV B.*, 3anaseH ¢ auricy,
e IpeIrcaH OT Hail-MaaKo ABe pblie. Teogop rpaMaTtuk e Hammcaa Oe-
AexXKarta cu Ha f. 74v B Kpas Ha CBOsI 4514, KOJTO e U Kpall Ha TeTpaja
(®ur. 3). ApyroTo ume, Ha ron Tuxocaas, B FOpHOTO I10Ae Ha f. 86v>°,
cMsTaM, 4e He ce OTHACS 40 BTOPUs IMcay B PbKOIINCA, ThII KaTO HUTO
IIOYepPKBT, HUTO MacTUAOTO, HUTO pasliodaraHeTo HaKpMBO CIIPAMO
TeKCTa IIOAKPeILAT TaKbB 13804 (Pmr. 4). O1ie eqna Oeaexka, Ha f. 95r
CpOo0I1IaBa, Ye HeHa30BaAVLIT Ce, BePOsTHO TPeTH IT1cay, e Hallncal eAHa
crpannia® (Pur. 5). HerosnsaT HaunH Ha MycaHe ce OTKpOsIBa Hail-Beue
CbC CUAHUS AeCceH HaKAOH Ha OyKBIUTe, IIPOTMUBOIIOCTaBeH Ha IIPaBOTO
nmcMo, yrorpedsasano ot Teogop u Apyrus aHonuMen nmcad. O6bp-
KBallla II0APOOHOCT B cAy4asl e IJCaHeTo C AeCeH HaK/AOH Ha HAKOAKO
MecTa I B 4acTTa Ha oIpeJeAeHs KaTO BTOPU IIcady, a Ts IIOCTaBs
npe/ naseorpada colus po0daeM KakTo B boAoHckus ncarmup — 40
KaKBa CTeIleH HaIIUAT (40CTa HeChBBPIIIeH) MHCTPYMEHTapUyM I103-
BO/sBa Aa ce OIlpeeAl BapMaTUBHOCTTa B IIICaHETO Ha eAVH U ChIIN
I1cad, 0cCoDeHO KoraTo MMa CBIUAeTeACTBa, ye Toll OopaBu 1 e obyya-
BaH Ja NuIle B pa3ANdHy cTruaose’. OTHOBO 110A00HO Ha LoAorckus
ncaimup, nosiBaTa Ha e4Ha 4YeTBbpTa pbKa AN Hall-MaAKOTO Ha OIlfe
eAVH IIpPOMeHeH MaHuep Ha IycaHe®, mpobaeMaTusupa Ipejcrabara 3a
yYMEeHMITa I HaBUIUTe B ITJICAaHEeTO Ha BTOPYLSI OCHOBEH Iicad. B means
pBKOIIC 0Oaye, HE3aBIUCUMO OT Y4acTMeTO Ha HAKOAKO AYIN, KOETO
ce IIOTBBP>KAaBa M OT pa3AMKU B IIpaBOIINCa, Ce ITPOsIBsBa e4Ha 00111
HOpMa B Haul{Ha Ha IICaHe U Ts U3raexja Haii-100pe Iojabp>KaHa
ot Teogop, mopaau KoeTo U3KYIIIeHNeTOo e 4a BUAUM B HETo ,Bodada’
Ha rpymnara. AKO TOI1 ce IIOATIMCBA B TOBA CU KayeCcTBO, HeroBaTta MH-
AUBUAYaAHOCT OTCTBIIBA IIpeJ, ,,40BeKa 3a4 KHMUTaTa”, YMifTo TadaHT
My e AaaeH or bora: : + Aap BKHH A TPOYA MHOFOPPBLLINAM Q.ev%pzx PPAMATHKA
ca AyMUTe, C KOMTO TOJ 3aIl0uBa CBOsATa Deaekka.

g

29 Tsonev 1920: 37-38; Hristova et al. 1982: 26, No. 18; satupan e B rbpsaTa 1oaosnuxa Ha XIII
B., HO IIMCMOTO 1 yKpacara (ChbBCEM CKPOMHa) He IIOAKpeIlAT TakaBa paHHa A4aTa, BX. ChIOTO
MmHenne y Turilov 2009: 332, N2 20, KOITO OTHacs PbKOIIMCa KbM Kpasl Ha BeKa I [10Co4YBa IIpUHaJ-
AEXKHOCTTa KbM HEro 1 Ha Apyr pparMeHr.

30 Hristova et al. 2003: 32, No. 20 (2).

31 Hristova et al. 2003: 32, No. 20 (3).

32 Kaacmueckn e mpuMepsT ¢ PhKONNCHTE Ha KHIDKOBHIKa OT XV B. Baagncaas rpamaTuk, Kon-
TO Ca TIOAINICAaHM U CaMO TO3M (aKT II03B0AsABA Ja CBbPKeM C HeropaTa pbhKa HaIll'bAHO pa3And-
HUTE NoYepLM HapuMep B cOOpHuKa Andpuanmu u B Purckus nanezupux.

33 Haf. 1111, 132r 1 ap.



®@ur. 3. beaexxkara Ha Teogop rpamartux, Teogopos Tproa, HBVB 57 (68), f. 74v.
CrnmKa ¢ a100e380TO paspernenne Ha HBVB
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®@ur. 4. ITpumnuckara Ha non Tuxocaas, Teogopos Tpuog, f. 86v.
CrnmKa ¢ 2100e380TO pasperenne Ha HBVB



Personalia

@ur. 5. beaexxkara Ha aHOHUMeH Koriict, Teogopos Tpuog, f. g5r.
CruMKa ¢ a106e3H0TO paspemmenve Ha HEI/B
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I'pybanosusm mpuod

ITocTamsaT Tpuog 3orp. 39> e HapedeH 110 UMeTO Ha iepeit ['pyOaH,
KOJITO e BII1CaA CBOETO MMe BbB BBHIITHOTO T104¢€ Ha f. 60v (Dwur. 6).
EaHO cKOpoOIIIHO ITpoy4yBaHe Ha PBKOIINCA Ype3 HeTOBOTO AUTUTAAHO
KoIIe* yCTaHOBM HaAW4yie Ha I1eT P'blie, KOUTO ca IIICAAY BbPXY IIep-
raMeHTHHUTe AJICTOBe U YTOYHM As4a Ha ['pyDaH, oTKbAeTo mocaeasa u
3aKAI0UeHIe, 4e HeTOBMSAT ITI0YePK 40 TO3U MOMEHT e 0111 HeIIpaBIAHO
CBBLP3BaH C APYT, 3acera aHOHMMEH I11MCay?’, KOMTO € Bb3MOXKHO Ja €
B3eA yJyacTue B ImcaHeto Ha Tpuoga. YcraHoBeHUTe B3alIMOBPB3KI
CBIAETEeACTBAT 3a Ipyla KHIDKOBHMIIM, KOUTO ca pabOTUAN 3aeAHO,
0e3 Aa ce yTOuHsIBa 3acera AaAy ca O1AM 41eHOBe Ha ITIOCTOsIHHO aTe-
ane. VI TyK MMeTo Ha mycada € MUPCKO, KOeTO € BepOsATeH CUTHaAa 3a
KHIKOBHa paboTa, M3BbplliBaHa M3BbH MaHaCTUpCKa cpeja.

[ToyepkbT Ha IBPBUS MICAY Ce YCTAHOBsIBA BBB f. 11-26v 1 28r-341%.
Bropusar nucay, ynero 1o-, TBbpA0” NucaHe ce IpuAbpPKa KbM 13-
BeCTHa bIA0BaTOCT Ha OyKBeHITe HauepTaH!s B IIeTAULINTEe U Hepas-
HOMepeH HaKJOH Ha OykseHuTe crn04a, caeaBa Ha f. 34v 40 f. 42vi2,
KkbAeTo I'pybOan e Harmcaa mocaeaHara Ayma 1 olnle ABa peJa. Bropara
pBKa ce mpocae/saBa OTHOBO B CAe/BallliTe OCeM peja U eBeHTyaAHO
B ITbpBaTa AyMa Ha AeseTis ped. OT TyK HaTaTbK nuitle 'pyOaH, 3a 4a
3aBBPINY CBOsITA YacT Ha f. 71v. BykBuTe B Herosure pesose Ha f. 42r ca
TaKa CI'bCTeHM, Ye U3TAeKAa CSKalll ITpeAVIITHIUAT I1cad My e OCTaBIA
MsACTO Aa ,3arpee”. ITouepxsT Ha I'pyOan e HepaBHOMepeH, HAMa Ka-
AnUTpadCKy KayecTsa U HeIMOCTOSIHHUAT AYKTYC ce IIPOsIBABa 0COOeHO
or4yeTanso caeg f. 52-53. Ha f. 72r u 40 kpast Ha pbKOIICa I1epOTO e
1oea TpeT! aHOHMMeH KOIIVCT, YMIITO HauMH Ha IT1CcaHe e 40TOAKOBa
©AM3BK 40 TO3U Ha ITbPBUS I1MCaY, Ye IIPY ITbPBU IIOTAe/ He Ce ycellla
pasaukata. Hamrbano pasamdeH ctia Ha IucaHe ce IIpOsBsBa B I10-
caeaHuTe celeM peja Ha f. 63v, B uacrTta Ha I'pyOan. UeTBLpTILAT aHO-

34 B amemmnms cu BuA pBKOINCHT ChABPXKA 96 AuUCTa, BX. Raykov et al. 1994: 46, No. 39; BX.
Turilov 2004: 161-165 11 HETOBOTO OCHOBaTeAHO AaTupane Ha Tpuoaa B XIV B., Turilov, Moshkova
2016: 451, No. 1006.

35 Tpbuwnn eb epeQe rpSatib.

36 B 3orpadckaTa eaekTpoHHa HayJHO-M3CAej0BaTeAcKa Oubanoreka; BX. Moussakova 2021 3a
nazeorpadpCKisl aHaAV3 Ha PHKOIINCA.

37 Turilov 2004: 161-165; Turilov 2012: 343-344; Turilov, Moshkova 2016: 217, No. 422; 3a
PBKOIIICKTE, B KOUTO Ce OTKpUBa IIOYePKbT Ha TO3M Iucad BX. i [oanova 1981: 101-103.
38 Tosn HO‘IEPK, aKoO He € UAeHTU4YeH, CTON Haﬁ[-6/l]/[30 A0 p%KaTa Ha I11cada B p’bKOHI/ICI/ITe, I10-

COYeHM KaTo rpyﬁaHOBM oT TypI/IAOB, BX. Moussakova 2021. F. 27 e II0-K'bCHa 3aMsIHa Ha AMIICBAIL]
OpUIMHAaAE€H ANCT.
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@ur. 6. beaexkara Ha itepeit I'pyban, ['pybdanos Tpuoga, 3orp. 39, f. 6ov.
CH1MKa ¢ 2100e3HOTO paspelrieHne Ha 3orpadckara csera 00urea
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HIIMEH I IIeTu B 001Ms1 OpoIi Iicay IpuTeKapa Hall-ymeaarta pbKa,
AobarKasalna ce 40 Kaanrpadpcko Huso. I TouepksT Ha camist I'pyban
He U3AbP>Ka CpaBHeHMe U C IbPBIS M TPeTHsI aHOHMMHI II1ca4yl, YUeTO
IIICMO e MHOTO 00pabOTeHO, OT KOeTO CAe/ABa, 4e HETOBUAT IOAIIC He
e 110 IpUYMHa Ha MalicTopckaTa My padota. Heropusar 4514 cbiro He e
Hali-TOAeMU:T, 3alJ0TO aKo ce B3eMe IIpeABIJ AUTICBAIUAT Kpail Ha
pbKOIIICa, KOMTO B CeTalllHMs CU BI CTUTa A0 cAy>KOaTa 3a IIecTus
4eTBbPTHK Ha Beankus mocr (6e3 xpasi 1), mocAeAHUAT Mucad Tps1OBa
Aa e IIpeIuca ollle IIOHe CAy>KOuTe 3a eTvK IIpeAn /asaposa cb00-
Ta AM U cay>K0aTa 3a Beanka cv0ota mpean ITacxa®. CaegosateaHo
gacrTa Ha ['pyOan e nam npubdAM3nUTeAHO eAHaKBa C Ta3y Ha TPeTu:
aHOHMMeEH I1cay, MAK AaXe Io-Maska. Kak Torapa ce 00sICHSIBa KeCThT,
C KOJITO TOI OTKpOsiBa ceDe Cu cpe OCTaHaAMUTe Iycadn?

Tpi1 xaTo GeaexxkaTta Ha I'pyDan He € K0A0(OH 1 HsIMa ITPSIKO OTHOIIIe-
HIle KbM YTOYHSIBAHETO Ha KOAMIEeCTBOTO TEKCT, IIPeICaHO OT HeTo, Ts
U3raexJa KaTo CIIOHTaHHa peakljus B IIpolieca Ha paboTa. beaexxkara
e BIJCaHa I10 AbAXKMHaTa Ha [104eTO0, B ChCeACTBO ChC cCaMOrAacHara
cruxupa, raac VIII, c xoaTo 3anousa cay>k0ara 3a 1eta cpsga. Jdopn
B IIOKaliHIsA KOHTeKCT Ha Tproga HelfHOTO Chbabp>KaHNe pa3KpuBa B
II0A4epTaHo SPKM TOHOBEe TeMarTa 3a IIOKasHIeTO 1 U3lleAeHIeTO Ype3
BbosxneTo 61aronssoaeHne 11 HeIllo 1osede, pyOpuKaTa KbM cAy>k0aTa
ChABPIKa AyMaTa M'BLINHLH, KOSTO HaMupa napasea B Geaexkara Ha
I'pyOan. M13pa3bT B Hesl , TPEIHMAT CpeJ CBellleHnIuTe” ce yeTe KaTo
IIpsIK OTTOBOP Ha TeKCTa, KOMTO MICaybT e IIOYYBCTBaA KaTo I10-TI0A-
XOASII] OT APYTHU, IOA00HM 1O ChAbp>KaHMe, HallpUMep ITeCHOTIeHUATa
Ha f. 54v nan 55r. B gorrbaHeHne TpsiOBa 4a ce KaKe, de OeaeKKaTta e 1
CBIAETEACTBO, KOeTO ce OTHACs 13001110 40 CpegHOBeKOBHaTa IIPerIc-
BauecKa paboTa, 4e KOINCTHT He 51 BBPIIN MeXaHINJHO, a YeTe eqHO-
BpPEeMEeHHO C IIMICaHeTO, IIPOHMKBA Ce OT CMIChAa U pearrpa CbOTBETHO.
IIntame ce gaau BceKM OT yyacTBaAuTe B paboTara IMcayyl € MOI'bA, HO
He e HaIllpaBIA CBIOTO, 3a pa3auKa oT I'pybaH, KoiTO e 614 1mo-eMo-
II1IOHa/A€eH ¥ 0CODeHO 4bAOO0KO e IIOUyBCTBa CBOsITa IPeXOBHOCT U YHU-
JKeHIe IIpeJ, AnlleTo Ha bor, Ha KOroTo e MocBeTeHo BCAKO IMcauecko
3agbAKeHne? Jaau mpuumHaTa e Ta3y, AU KeCThT HaMIpa U APYTo
o0scHenne? ChAeliKu Hall-Bede 110 HepaBHI: ITodepk Ha ['pyOaH, eaBa
Ay OMIXMe ChIIOCTaBUAU poAdATa My ¢ Ta3u, KoATo IllenknH e mpunmcaa
#a VMocnd. B cbIoTO BpeMe 1 HErOBMAT MOYEPK, M HOYePKHT Ha BTO-
pysI aHOHMMeEH I1cay, Ha KOTOTO e OTpeAeH Hail-MaAKUAT A5, PA3KO

39 3a gsete peaakiy Ha [loctHus Tpuog B:x. Koycheva 2014.



Ce OTAEAST OT Te3U Ha II'bPBUS U TPETIsI aHOHUMEH ITicad, 3a KOUTO
MaMe CBUAETeACTBa, Ype3 IIOCOUEHNTe ITO-TOpe PBKOIINCH, Ye IIPI-
Ha/Ae>KaT Ha HAKaKbB KP'bI, B KOMTO ca CIla3dBaHM OOIIY IpaBuaa NAu
Hall-MaAKOTO, 4e Te3! JbaMa aHOHMMHU IMcaul ca O1Au o0ydaBaHU
B APYT HauMH Ha rucaxe. B To3u cmucsa ['pyOaH 1 ipeAriecTBarusT
IO IMcad ce OKas3BaT B ITO3ULIMATA Ha , BPHIITHI", IPVBA€YEHN KbM
obmjaTa padora ceTpyanunu. Ot Tsx AsamaTa Ha ['pyOaH e Bb310KeHO
IIO-TOASIMO yJacTye 1 OT TaKaBa I1e4Ha TOUKa MIMEHHO TOJI Ce OKa3Ba
B IIO-TIOAXOASIIIIaTa IIO3UIINSI Aa BIIMIIIE IMETO CI.

ITopaxkaat ce 1 olie BBIIPOCU — AaAM TIO ApyTa IPUYMHA, U3BBH Ka-
anrpapcKuTe yMeHMsI, KOUTO B HaIllNTe IIPeACTaBy Ca BOAEIL] KpU-
Tepuii 3a M3THKBAHETO Ha €4HO VM€, CBHIIVAT TO3MU MICad He € IMaAa
OCHOBaHII€e 4a Ce UyBCTBa B IIPaBOTO CU Ja Ce BITUIIe BbPXY CTPaHUIUTe
Ha KHHuraTa? Bp3aMO>KHO A1 e, OT ApyTa CTpaHa, HeToBOTO y4dacTue Aa
e IMaJo Io-pa3AndeH CTaTyT, HallpuMep U3IIbAHsABaHETO Ha 00eT 3a
IOKasIHIe, A0KaTO OCTaHAANUTe Ca U3ITbAHABAAY CBOE PYTUHHO 3a4bAXe-
Hye? PpKOIICHT He pa3KpiBa 4aHHU 3a CpejaTa, B KOATO e U3ITbAHeHa
IopbuKara, HO e4HO AOIlycKaHe Ou 011410, ye Ts e OMaa MaHaCTUPCKa,
C IpMBANYaHe Ha pa3ANJHI 10 CTaTyT U MOATOTOBKa mucaun. Ts1 ou
61maa moaxogsia 3a I'pybaH Aa BAOXKM MMeTO CU B pbKOIINCa KaTo B
IIOMEeHUK, TaM, Kb4€TO MOHAaCHTe Ce MOAAT AeHOHOIIIHO B IIpocAaBa
Ha bora, 3a criaceHne Ha AymnTe 1 OIIPOIIeHNe Ha TPeXOBeTe.

Cunarickure Tproan

Vmenata Ha 'aBpuna n CeparnnoH ca sacBueTeACTBaHM B ABaTa TPMOAA,
[Tocren u Liseren, Sin. slav. 23 u Sin. slav. 24%. Te ca uscaeasanu ot
I'eopru ITonos, KOMTO pa3Kpy TAXHOTO M3KAIOUUTEAHO 3HaYeHMe IIpU
BbBEXK/aHeTO Ha HOBaTa aTOHCKa peJaKlus Ha cAaBsHCKUA Tpuog u
poasita B TO3M Ipoliec Ha Beankara aaspa n 3orpadckms MmaHacTup.
BpoaT ocHOBHM KHVDKOBHUIIM B ABaTa PBKOINCA ca TpUMa CIiopej,
Tamns I'Torrosa, kaTo 1 B ABaTa ce pa3rpaHmu4JaBarT OIIle II0 ABe phIie.

40 Rozov 1914: 20-21; satupanu ot cpejaTa Ha XIV B. ot Popov 2004.
41 Popov 2004; B:X. cbinio Tasseva 2014; Ivanova 2020.

42 Popova 1999: 42. C MMHUMaAHM OTKAOHEHNUsI MOMTE U3BOAY ChBIIaJaT C HeitHMTe 3a Sin. slav.
24, HO B Sin. slav. 23 pblieTe (ako He € caMO CMsIHA Ha IIOYePK B HAKOM CAydan) ca 1oseye. B 1a-
aeorpadekust anaan3 T. ITorrosa BKAIOUBa ¥ ITPaBOIINICa, HO He CIIOMeHaBa MeHaTa Ha IT/cadlTe.

Personalia



9% .

BoaemmaT mmcad u B ABaTa pbKomca e [aBpuna, KOiTo e ocTaBua
peantia OeeKKu®.

Ha f. 347r B Sin. slav. 23 ToOVI OCOUYBa, Ye e Bb30OHOBIA ITMCAHETO OT
Tas3u cTpaHuma* u Ha f. 3891, IpeACTaBANIKA ce KaTO MOHAX B OeAeX-
KaTa-koa0¢oH (Pur. 7), TOi Ka3Ba CBIIO TaKa, 4e U3BOABT My e 614
A0OBP, HO TOI caMUAT OV HEMOIIIEH, He MOXKe Aa BUKAA C eAHOTO
CIM OKO U MOAM YUTaTeANTe 3a olpouieHne®. Tebpae AMIHOTO, CIIPSAMO
TPaAULIIOHHUTE OIlAaKBaHMs OT COOCTBEHOTO HECHBBPIIIEHCTBO, 00sIC-
HsIBa IIPOMEHAVBITE AYKTYC ¥ ToAeMIHa Ha Oyksute. [Togo0Ha 1o 4yXx,
B CMIIChA Ha AMIHOCTHA IIPOsIBa, € Oele’KKaTa Ha e AVH OT OCTaHaAUTe
aHoHMMHM nucaun (nay CepanmoH?), KOMTO MuIle B AOAHN: Kpail Ha
npasHus f. 345v: + NPOCTHTE MA WIIH ¢TH H MAAWYSMNATO r‘rsmﬁ ZANE 3AAEMAX.

[lect TeTpaan B pBpKOMNCA Ca IPENNCAHN ,3a eKaecuapxa ['appuna”
oT MoHax CepaIloH, KaKTo TOI e mocouna Ha f. 338v B Kpas Ha 11ec-
tara terpaga‘® (Pur. 8). HerosuaT 4514 3aniousa ot f. 291r, B Hauaa10
Ha HOBa TeTpada. Jpyra Oeaexxka, octabeHa oT CepallliOH, ce HaMupa
Ha f. 3201, ¢ KOSITO TOTI OOSIBSIBA, Y€ € 3aBbpPIINA , BEAVKOTO IIPaBIA0”,
T.e. [oaeMus mokaeH kaHoH Ha AHapen Kpurckn®. Berukn ocrana-
AV ca IIpenucaau MaAku dactu: 1) f. 31r-32r, 34r8-19, 37v11-38r17y,
38v15%-39r4 (?), 721; 98r12-29; 2) f. 411r7%-42V; 3) f. 531r5-28, 641V (?); 4)
f. 339r-346v; 5) f. gor-g1ri2; 6) f. 140v19-29.

I'aBpyma e OCHOBHMSAT Iycad U B TpuoAa Sin. slav. 24, KbAeTO M3BBH
Oeae>xKuTe, B KOMTO TOI CIIOMeHaBa CBOeTO 1IMe, Ma HAKOAKO Herlep-
COHAAHI, HacOYBAIM YUTaTeAs 4a HaMepu OlpeseAeHl TeKCTOBEe B
Kpasi Ha KHuraTa*™. Tps0Ba Aa ce oTOeAeXH, e 40KaTO B TO3!U PBKOIIIC

43 Huro Hristova et al. 2003, aurto Turilov 2009 ca peructpupaan BCMIKN OeAe5KKI.
44 +® cRAT NAKEI NOvA PARYIHAB PpL[ial .. | UCTHT e HaYa1eH Ha HOBa TeTpaaa.

45 Ueawnar texcr B Hristova et al. 2003: 58, No. 83; Popov 2004: 174-175. I'aBpuna criomenasa
ctapenia Mocud ot Beankara /laspa, KOVTO e IPUTOTBIA M3B0OAQ, TIPEBEXKAATTKM OT TPBIIKA Ha
Obarapcky u cbinjo 3axeit (3akxert) Praocod, KOMTO IIpesexAaa OT LapUrpascKy U3BOA.

46 ITpanmar texcr B Hristova et al. 2003: 59, No. 84 (4), HO rpelHO OTHeceH KbM Sin. slav. 24.
[ _ \ .
47 TOLIHA BHA CBEPBLLUH CA H BEAHKOE MPABHAO:~ CGFAHHW. baaroaaps va Mapus Vosuesa 3a naeHTH-
JuxkanusaTa Ha TEKCTa.
48 B cpegara na ayma (?!).
49 TlocaeanusAT pes e 3agpackaH 1 HaIllCaH OTHOBO OTAOAY € pbKaTa Ha I'aspuna (?).
50 Twbit Kato He ca BKAoYeHu B Hristova et al. 2003, sacaykasa Aa Obaar gaseHu Tyk: f. 160r B
AOAHOTO 1104€ —+ ® empoy cms]mmz\ BBCB ALK NA KpAH KHIZS ICA’I‘ANGB[ .|; BBB BBHIITHOTO 1104€ — + R ¢eH

NEAH HlﬂH C’LSPANIC NHA IC‘)AH KNHZ'B =) ; . 199V B rOpHOTO 1oae —+ Z)G C'Z)S‘)ANIG NA IC])A (O] ICNIZ"S HLH; f. 2721 —+
Ze C'LEPANIG HLIJH NA KPAH ICNI%’B f 2891‘ - Ze HL|JH C'Z*.E‘?ANIG NA ICPAH KNHZ'S < ; CBIIJOTO Ha f. 2891‘



1ouepKbT Ha ['aBpumiLA MMa IMOCTOSTHHO ITPOMEHAVBYU XapaKTePUCTUKI,
aKo M3PasbT e I0AX0AII, TO B Sin. slav. 23 1mMa noseye KoaebaHM 1
B AeICTBUTEAHOCT IIOYepPKbT, KOMTO HAII'bAHO ChbBI1aja cbe Sin. slav.
24 BUDKAaMe ThKMO OT f. 347r.

PpronucsT Sin. slav. 24 3amousa ¢ 400pe opopmeHa 3acraska (Pwr.
9) OT THUII, IO3HAT B peanlia pbKormcy ot XIV B. 1 oTBeXXaalll KbM
pBKOIIMCUTe Ha JlepoMoHax /laspenTuir’’. Haa 3acraBkara Ha f. 4r
BBPBU TeKCTHT Ha IIbpBaTa Oeae’kKa, KOsITO eAHOBPeMeHHO e 1 YacT
OT KOMIIO3MIVAITA Ha 3aCTABKATAS: + FH H NAKE TA MOAA MOMOZHMH H HA ¢eZH
ABA0 3. V3raexaa, Ts1 HU gaBa CBedeHIe, Ye TO3M P'bKOIINC e ITPeIlyic-
BaH caeg IloctHus Tpuoa, npu ToBa Mo>ke O HeIIOCpeACTBeHO, KOeTO
61 00s1CcHIA0 1 cTpajaHmsTa Ha mucada. Ha f. 26v ,yoormar” I'aspuna
(Pwur. 10) TOCOYBA, Y€ € IpemnncBaa OT N3BoJa Ha 3axent (3akxeir) OT
3aropa (W Zaxewra H3ROAA BM‘O‘)'EN'I'NA), HeChbMHEHO ChIllaTa AMIHOCT KaKTO
B bpBuA phKonuc. Ha ase mecra ['aBpuna nspasssa xeaaHmnero cu Aa
HOYVHe OT TPyA — Ha f. 1051: + w rope Tes's PARpIHAE AOKOA'S AA NOTHELLI  ~5;
Ha f. 2761 + WXB TeBS $BOMBIH PABPIHAE AOKOAS AA NOTHNELLIB «~5% na f. 280or
TOI ce 0OpbIa KbM HukelickuTe oTIiM 4a My IIOMOTHAT Aa 3aBbPIIN
[cay>xOmure] 3a ceama 1 ocMa Hegeas” 1 Ha f. 312v oTripass MOANTBA
KbM bor 4a My IIOMOTHe Aa IPUKAIOUM U CbC CeAMaTta HeAeAs: W PH
MOMOZH MH MBN'S TprsLunoMY raBpiHAY 1 ¢ia ZH fle. npshTs < ~ Ha f. 2111 Toit
IIPOCTO IPpU3HABA: ‘Zc« 3A,A,Pfs|v|f\ . OTAUXBT OT ,, BeAuKUs Tpy4” e 00siBeH
Ha f. 3581, B Kpas Ha TekcTa® (Pur. 11).

Bropa, anHoHnMHa pbKa nuie Ha f. 39v-51r ¢ 400pe 06paboTeH, 2eK0o
HaKAOHEeH BASCHO 1oayycras. Tpera pbKa, kakto rmocousa T. [Torosa,
rmie Ha f. 182r9-182v11 u yeTsbpTa Ha f. 326v8-327v16. ITpexoabT
MeXAy ABeTe p'blie € IIOUYTU HeYAOBUM.

51 3a Ta3} IPyIma, KbM KOATO Ite 6baaT mpubaBsHu OIe PHKOIICH, BX. Gagova 2000.

52 CpbyeTaBaHETO Ha 3aCTaBKU C MOAUTBEH!U TEKCTOBE HaJ TAX € HeM3CAeABaHO sBAeHVe B Oba-
rapckure 1 cpbOCKmTe pBHKOIICH, 0COOEHO XapakTepHo 3a XIV B.

53 Heorbeaszano B Hristova et al. 2003.

54 IIpanmar rexcr B Hristova et al. 2003: 59, No. 84 (1). Criopea Popov 2004: 176 B CpeHOBeKOBU-
€TO IIATPOHMUMBT € 014 CUHOHMMEH Ha ,0bArapyuH”.

55 Heorbeaszano B Hristova et al. 2003.
56 C nerouHocry u rocousane Ha f. 8or 8 Hristova et al. 2003: 59, No. 84 (2).

57 IIbanmsar rexcr B Hristova et al. 2003: 59, No. 84 (3), HO ¢ HeTOUHO TOCOYBaHe Ha f. 120r. Be-
POSTHO ¢ MOA00HO ChAbp KaHMe e OGeaeXKaTa B TOPHOTO, 00psI3aHO I10Ae Ha f. 1431, KbAeTO OT
AOZHUTE KpanuIlla Ha TeKCTa Ce pa3yuyTa MoMo3H.

58 Hristova et al. 2003: 59, No. 84 (5).
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@ur. 7. Beaexxkara Ha MOHaX AR H RN L e AT rak: TARSWH A
raBpI/II/IA, Sin. slav. 23, f. 3891‘ i'ﬁl [T |,||; ' ] H-'l'l"l ‘l“_“ M ' 'I"ll' gk I:;tl-l'l'l.‘“i' &

Cunmka NALIS Repository ﬁ "'T" ol - AT T weva .-,.. ST ik ST
:...-HLH..{"l. EAH i.il. e "H' 'Ilil"l' % f-'l;t'lﬂ‘fhﬂ s

@Dur. 8. beaexxka Ha MOHaAX J|. TR |»;,-|.'|-';-Fr ol EgATin g e Ekin ® .?H-I.:-I"I'A.-

Ceparnnos, Sin. slav. 23, f. 338v. .,,;..1. r"" VA .];m "'J'f r;ﬂ;ia_-.m.n'.g..ﬂni-ﬂl,#-: -

Cunmka NALIS Repository 5 -1 ' .I‘ T E:'"" TP PEL e Al t

n.---l. EI l"J-I.HEH.?\-lI-iII'I'IHHI-'\-“MJl- ln.l."h'rl-li.-'l'u
®@ur. 9. 3acTaska ¢ OeaexKKa Ha FNg pinE Ll . ENPTEYA |.1:l--| HH I:'l'lil.'t-rll’.;_flh
TaBpyna, Sin. slav. 24, f. 41. 5 |I|-_,. 'Jr"m ":upuj., “.h-_ﬂl.['_ﬂ....hlhl.l ‘Ehmd, "
Cuanmka NALIS Repository Kot W T e ﬂ!, W T "F"“ s pmin &~
®Dwur. 10. beaesxxka Ha MOHaX
TaBpuna, Sin. slav. 24, f. 26v. L
Cunmka NALIS Repository -

r{\“ 5 e O 0 o A T A ) A e Ry Al R |

®ur. 11. beaexxka Ha MoHax 'aBpuna, Sin. slav. 24, f. 358r.
Crnmka NALIS Repository

ITpumnmcka Ha f. 373r% paskpuBsa Ba>KHOTO CBeAeHIe, de IIpe3 1360 T.,
110 BpeMeTo Ha cprOckus Kpaa Credan Ypomr, Tpuoast Sin. slav. 24,
3aeAHO C APYTU KHUTY (BCUYKU Ca M3peAeHn), e 014 narnpared Ha Cu-
Haif, 3a ITbpKBaTa Ha boropoauma®. Incana ot Cepckyst MUTPOIIOAUT
SIKOB, AV OT HETOBO MMe, IIPUIINCKaTa e aJpecupaHa 40 CPBOCKIUTe
OpaTs 3ae4HO C TPBIIKUTE U IIPOKAMHA OH3M, KOWTO APB3He 4a M3Hece
KHITaTa OT I'bpKBaTa. bykBaaHO CBIIIOTO ChAbpIKaHUe e KOIMpPpaHO
OT Apyra, HeyMeaa pbKa, B IpuInckaTa Ha f. 392v®* B Sin. slav. 23,
HeIrocpeACTBeHO cae Kpas Ha ['aBpumaosaTa yacr.

INoanmcaanAT ce MoHax I'aBpuia HeCbMHEHO IMa OCHOBHATa 3acAyTa
B IIpeNNCBaHeTO Ha ABaTa TPMOJa OT HOBaTa peAaKIVs U He3aBUCH-
MO ue TOI1 OOpaBM € IIMCMO, HalTbAHO AUIIIEHO OT KaAurpadcku Ao-
CTOIHCTBA, HO IIOITaJallo B KaTeropusATa Ha T. Hap. KHVDKHU MICMa,
SIBHO Ha HeTo e O14a Bb340KeHa Ba’kHaTa 3ajada. 3aeMaliku A44BXK-
HOCTTa eKAe3MapXx, Toil e 6111 OTTOBOPEeH 3a yJacTHeTO Ha YeTIITe U
IIeBIINTe 110 BpeMe Ha CAY>KOUTe 1 3a IPaBUAHOTO UM IIpOBeXJAa-

59 Bxx. Popov 2004: 174 c uuTUpaHa 1o-crapara Auteparypa.
60 LIvpxsaTta Ha manactupa ,Cs. ExaTepuma”.

61 BB3amoxxHo Aa € TI0-KbCHA, 3aIlJOTO IIOYEePKBT He ChBIIaja C HUKOI OT Te€3U B prKomca.
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He, CbOOPa3eHO C BCUYKY CHIIBTCTBAINM PyOPUKIU U yKa3aHUA®, T.e.
614 e getaiiaHo 3amo3HAT ¢ OorocayxeOHMA pea®. OT HeaexxkaTa
Ha Cepanuon cbAuM, ye nan camuAt ['aBpuna, nam ypeAHUKBT Ha
paboTara, ca ro IocTaBuAM 3a IIOMOITHNK Ha BEPOSITHO Bb3PaCTHIS
cayxurea. Toil e 1 caeABaIIUAT, KOMTO e IIpenucaa Io-3HaunTeAHa
gact ot Sin. slav. 23, Taka ye BIIMCBaHeTO Ha I'aBpUIA0BOTO 1 HETOBOTO
uMe e KaKTO CIIope/ 3acAyraTa, Taka 1 ropagu ¢akra Ha Ch3jaBaHe
Ha HOBaTa TpMoAHa pejakius. Herro, koeTo B roasiMa CTerleH Ime
3aBICH OT IIO-TOYHOTO JaTUpaHe Ha XapTusTa B ABaTa pPBKOIIUCa, €
U3sICHABaHe Ha 0DCTOSATeACTBOTO, KOETO e 40BeA0 A0 ChCTaBSIHeTO Ha
ABaTa TPUOJA: MUTPOIIOANT SIKOB AM e romcKaa Teau kuuru 3a Cunaii,
3aHeChA AU I'M € TaM KaTo ITbPBU IIPeINCU OT U3BOANUTe Ha 3aKxell,
1AM KaTO Bede AeKO 3alekaan. B KoHKpeTHa mopbyka Ou HaMepuao
U APYTO OCHOBaHMe OTOeAs3BaHeTo Ha IMeHa, HO ToraBa B K0A0(poHa
TOBa O1 010 Oe3 ChbMHeHe YIIOMeHaTo.

ITocmen 3aamoycm

COOpHUKBT CBbC CA0Ba U IIOYYEHILs, YMeTO ChAbp KaHue e oIIpeseleHO
n kato ITocren 3aaroyct®, e 6b4€e pasraegaH CbBCceM HaAKPaTKO, Thil
KaTo TON He e AMTUTAAU3UPAH, a 3aTPYAHEHUT 4OCTBII 40 O1OAMO-
TeKUTe TIOIIpeult Ha IIPOYYBAaHETO Ha MUKPOPUAM IIPU ITOATOTOBKA-
Ta Ha craTuATa. Criopes KaTaA0>KHUTE AQHHM IMCadNTe ca TpuMa®,
oT KonTo Ha f. 269r ce e moanmcaa MapKo, TPeTUAT Iucad, YNITO
As4 3ariodsa oT f. 236r 1 3aBbpIIBa Ha f. 397, HO B Hero ce 3a0eAs3Ba
ydacTieTo 1 Ha o1rle pbie®. /lakonnyHaTa 6eaexka Ha rmor Mapxo
cpoOIIIaBa IIPOCTO, Ue TOI e manucaa ,To3u 3aaroycr”®. Kakro ce
BIKA, CBOSI IIOATIVIC TOVI € CA0XKMA Oe3 TpagUIIIOHHNTE M3Ppas3y Ha
CMIpeHIe I OKaliBaHe, He e OTIIPaBIA MOAUTBA, a € YA0CTOBEepPIA

62 Bxx. Uspensky 1985: 242.
63 Bix. Oeaexxkara My Ha f. 377v: + CH e KANONH TMORTCA BEACTAACHO H AGIBKO < pAAH rocridcicaro MIPAZNH'.

Cp110 1 K0a0QOHa, B KOITO 005CHABa AOIIOTO CU IIVCaHe C TOBa, Ue C e4HOTO OKO He BIDKAaZ, a
APYTOTO Ce e OTBANYAAO0 IIOpay cAyKbaTa My (ASKOHIATA).

64 Hristova et al. 2009: 139-150; BX. U omnmcaHuero B http://nlr.ru/manuscripts/RA1527/
elektronnyiy-katalog?ab=47C4EF3E-ABo6-4EFB-B547-6C113E5AC7C8 (1mocaeaHo mocereH Ha
14.07.2021).

65 Bix. Hristova et al. 2009: Taba. CXII-CXIV.

66 Hristova et al. 2009: 139.

67 Cin 3aaro¥ers b Magico Hentea, BX. Hristova et al. 2009: 150.



CBOsATa paboTa B IIpolieca Ha IMcaHe — OeaeXkKKaTa He IIOITajda HUTO
B Ha4a/0TO, HUTO B Kpas Ha Herosarta yacT. Ha cbiusa aucr 3anodsa
CA0BOTO Ha KOHCTaHTMHOIIOACKM: apxuermckon Kaamcr 3a Tperara
Hegeas oT [Tocta®, HO TO He 4aBa KAIOY KbM ThPCeHa IIPIIIHA TOAIIN-
CBT Aa ce MOsIBU IMEHHO TYK. B KopItyca oT Oeae>kKu Ha ObArapcKute
KHI>KOBHUIIM caMo ITbpBaTa Oeaexxka Ha riont Casa B Casunama knuza,
Ha JoOpaa, Heasn rpamaTtuk u Ha Jannna® nmar coirata popmya,
HO B PBKOINCH, IINICaH! OT eJHa pbKa. Vsumncaennsara rokassar, ye
OposT AMcToBe Ha MapKo € MaAKoO I10-MaAbK OT TO3U Ha BTOPILI ITMcay,
C Hall-MaABbK 4514 e ITbPBUAT, a BePOATHO Olle 110-cAab0 e yJacTueTo
Ha CIIOMeHaTHTe II0Beye I1cayu B TpeTus A44. JpeObHOTO ITUCMO U Ha
TpUMara OCHOBHU I1ICa4M, He3aBUCUMO OT UHAVBUAYaAHUTE HAauMHA
Ha IMicaHe, HOCH OOIIM YepTH, KOUTO TOBOPAT 3a KHIKOBHA CpeJja C
oIpeJeJeHM IIpaBlAa, IIpUydaBalliy IIMcadynTe KbM TAX OIIe 110 Bpe-
MeTO Ha IIOATOTOBKaTa M. bes npoyusane Ha pbKommca de visu 3a-
KAIOUeHIsTa OCTaBaT B II0A€TO Ha XUIIOTe31Te, HO M3rAeXAa, 4e TO3!
PBKOIINC OTTOBaps 110-100pe OT OCTaHaANTe Ha ITpeJcTaBaTa — IIOHe Ha
HallaTa — 3a eKuIIHa paboTa I B Hesl e4UH OT CbTPyAHULIUTE 3asBsBa
CBOETO yuacTue Oe3 B XkKecTa My Ja ce OTKpHBa CIleliiaAHa MOTUBaI L.
Mosxe 61 KpaTKuAT MHPOPMATIBEH 3aI1NC I10 CMUCHA € CHIITUAT KaTo
OHe3!, B KOUTO e U3pa3eHa AMJHaTa MOAUTBA ¥ AMIHOTO MMe ce T10-
CTaBsl He 3a 4a U3ITbKBa Cpe/ OCTaHaANUTe Oe3MMeHHI TPy KeHNUIIN, a
3a ObJe 3artoMHeHo oT I'ocrioa.

Aobpetimiosomo esanzerue

ITocaeAHUAT BKAIOUEH PBKOIINC, MaKap e TOM BepOsTHO e Hall-paH-
HUAT, e Jo0petiuiosomo esarizeAue ¢ IpeArioAaraHa AaTa Ha Ch3JaBaHe
1221 1.7° [IprunHara 3a HeroBys U30Op e KOMOMHALATA OT peAulia
CTPaHHOCTY, KOMTO MMaT OTHOIIIEHNe KbM BBIIPOCa 3a MHAUBUAYal-
HocTTa Ha rucada. Ot maseorpadpcka raeaHa To9ka OcTaBa 40CTa CIIOPHO
KO/KO Ca pbIieTe, pa3ANMdMMU B PBKOIINCA, KOETO Ha CBOII peJ B OIlle
I10-TOAsIMa CTeIleH CIIPSIMO OCTaHAaAUTe U3A0KeHN IIpUMepy IIpaBu
HeCUTYPHM M3BOANTE, HACOUEeH! KbM IIpoD.aeMa 3a MHAUBIAYAaAHOCTTA.

68 Hristova et al. 2009: 146.
69 Hristova et al. 2003: 26, No. 4 (1); 38, No. 43 (2); 62, No. 93; 62, No. 95 (1).

70 3a ppronuca Tsonev 1906. 'oannara, ako TOBa e Tsl, € HaIllcaHa ChC CbBPeMeHHO MacTIAO U
apaOck 111py B TOPHOTO I104€ Ha f. 51; 40I1ycKa ce, de Ts II0BTapsl OpUITHAAHA, AHeC 3arybeHa
Oeaexxxa B pHKOIMCA.
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Benno Llones, xoiiTo e nMaa 11aHca Aa Npoydn 1 Oearpajckara yacT
Ha PBKOIINCA, 3ary6eHa 3aBUHATU IIpe3 1941 I.7', TBbPAY, Y€ pbIeTe
ca obmo mect”. beaexkka 11o4 MUHMATIOpaTa Ha eBaHreAncT Mapko
B 6e11rpa4c1<1/[$[ cl)parMeHT73 paskpuBa MMETO Ha Bba4074 110 HaunH,
KOIITO II0BeYe OT BCMUYKO APYTO ChOTBETCTBA Ha Oele’KKa, OCTaBeHa OT
nucad. Berpexku tosa b. Llones n3kassa mpoTUBOPeYMBOTO IIPeAIIO-
Ao>KeHne, ye Bbauo ro-ckopo e 014 eauH OT mopbpunteanTe (sic!), a
Jo0periino, mpeAcTaBeH B MOAUTBEeHa 1103a IIpe/, eBaHIeACT Moau B
MMHMATIOpaTa Ha f. 72V, € OCHOBHMAT ITMcay, a He MOANUTeA AU Japu-
Tea Ha pbKonuca”. Criopea uscaeaosareas pbkara Ha JoOpeitiio ce
BIDK/a B ITpeo04ajaBaliiaTa yacT OT AMICTOBeTe Ha pbKomuca (Pur. 12),
AOKaTO OCTaHaAuUTe nucayy, Brauo (!) BKalounTeAHo, ca mmcaan TyK
U TaM MaAKH 9acTy OT TekcTa’. JyirdeB Hapuda Konucra Boado, 6es
Aa TBbpAY, 4e LIeAVAT PBKOINC € HETOBO 4e1077, AJ0KaTO APYTY aBTOpU
cmsTaT Jobpeiiio He caMO 3a OCHOBHIA IT1Cay, HO U 3a JapUTeAs U
XYAO>KHUKA, KOMTO € HaIllpaBua cBos noprpet’®. B codpuiickms Pppar-
MEHT KaTeTOpUYIHO ce OTKposBaT f. 12v6.5-13r19, KbA€TO MUCMOTO €
'BI0BATO, C I0AYepTaH AeceH HaKAOH. Pa3amdeH THUII IIMCMO CITPSAMO
OCHOBHIISI € U3110A3BaH Ha f. 116v16-11718 (Pur. 13), TpUAPYKeH OT
Dee>kKa HeIIoCpe ACTBEHO 110/ IMOCAeAHNA pea Ha f. 116v: Za¢ CTPEZ0 MHCA
® mapicora. Vimero Crpe3o nopaxkaa CbMHEHIE, ThII KaToO e HallcaHO
BBLPXY pa3pollleH, BepOATHO TPUT IepraMeHT U TO He C MacTUAO, a €
oxposa 00s1. OcBeH TOBa e TPYAHO Ja ce YCTaHOBU JaAu Oeae>KKaTa
€ BIIJICaHa OT TO3M IIcay, AV OT OCHOBHIS IIMcad Ha PBKOIINcaZ.
Xyb6aBoTo mmcMo, Kakto ro ormcsa b. Ilones, 3aema f. 114v1-g9 u f.
115V10-116V7: €4€raHTHO, 1€KO U3AbAXKEHO, C II0Bede KOHTPACT MeXAy
TBHKU 1 Ae0eAr yacTy Ha OYKBITe, TO ce OTKpOsIBa CpeJ peloBeTe Ha

71 Ilpu noxapa, obxsaHaa crapata Hapoana 6ubanoreka mmpu repmanckara SombapauposKa
Ha bearpag.

72 Tsonev 1906: 16-17.
73 Huckoxauecrsena yepno-0siaa pororpadust B: Grabar 1928: plate X.

74 THLUH BBAYO TY'ELUNHYE H IPHIHLLIH WTH p7RICA H3THHEA A CAARA BAKHIA NpEBLIRAT BB BEKbI— criope Hristova
et al. 2003: 33, No. 22 (7), o Kul’bakin 1905: 2. Tosa e 4acT OT IIO-AbABI HAAIIUC, OOpaMyBalL] OT
TPM CTpaHU MUHMATIOpaTa Ha eBaHreanct Mapko (f. 34v B 6earpaackis gpparmenr). Obobjenne
Ha CIIOpHITE BBIIPOCU OKOAO PBKOINICa BK. B Musakova 2014.

75 Tsonev 1906: 7, HO He U3KAIOYBA U APYTOTO IIPeATIOAO0KeHNe.
76  Tsonev 1906: 16-17.

77 Dujéev 1962: 65.

78 Hanpumep Hristova 2004.

79 Tsonev 1906: 17 OTHACA UMETO KbM XyOaBIsl IIOYepK, a He KbM TOBa HeIpOQeCHOHaAHO M-
caHe, 3aCBIJEeTeACTBaHO OT He3HaunTeleH Opoil pejose, a camara Gesexka — 3a 4oDaBeHa OT
OCHOBHI TIVICaY.



®ur. 12. [TouepxsT Ha o Jobpeito (mau Bravo), Aobperimoso epanreane HGKM
17, f. 32v. Canmka HGKM

OCHOBHI I¥ICa4, HO IIPeX0AbT MeXKAY ABaTa IIo4epKa e HeyCTaHOBIM,
IIpM TOBa He U3TAeXJa Aa MMa CMsHa Ha MacTUAOTO, ITIopaAu KOeTo e
HaII'b/HO BEpPOSITHO Ja e IICcaHo OT Bee chiraTa pbKa. Illo ce otHacs 40
y4yactueTo Ha Bbayo, AHec e HeBB3MOKHO Aa ce ITPOBePSIT U3BOANTE Ha
ones. CTpIBalikyl Ha Ta3) HECUTYPHa OCHOBA I Ha CBUAETeACTBOTO
Ha couiicKaTa 4acT, B KOATO padOTI eAVH OCHOBEH I1Cad, a €BeHTY-
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®@ur. 13. [Touepun Ha non Jobpeiiio (nau Bravo) (?) m va Crpeaso (?), HBKM 17,
f. 116v. Canmxa HGKM

a/HO APYTU ABaMa Ca OCTaBMUAM 110 HAKOJAKO peaa, € 4aXKe TPyAHO Aa
ce roBOpM 3a KOAeKTuBHa pabora®. Orre eAnH mpobaeM ocTaBa ycTa-
HOBSIBaHETO KOJI e KTUTOP 1 Kot e iucad. Joryckanero, uye JoOperiio
e IIpeIncaa OCHOBHaTa 4yacT OT PBbKOIINCa, O3HayaBa 4a ce Iipueme, 4e

8o Tpsbsa 4a ce B3eMe 1pe B/ odaue TBbpAeHIeTo Ha LIoHeB 3a pa3ANdHus IIpaBOIIIC B pas-
AMYHATE OIIpeJeAeHN OT Hero Iucavecku Asaose, Tsonev 1906: 16.



TOI e N300pa3eH MMeHHO I10 Ta3y IIpUYMHA U IIpeAcTaBAsiBa U3KAIO-
JeHMe B 3alla3eHUTe I0>KHOCAABSHCKY PBKOIIVICH, 8 M PAAKOCT CIPSIMO
nsBecTHuTe Bu3aHTUitck®' . CBIIIOTO BaXK! U 3a XUIIOTe3aTa, 4e TOI e
€BEHTYa/AHO XyAOKHUKBT, HaIlpaBlA CBOSI aBTOIIOPTPET®?, He3aBNCHU-
MO 4ye MOAUTBeHaTa I103a O ChOTBeTCTBala e4HaKBO Ha KTUTOPCKN
u ,aropcku noprpetr”. Cnope nab3rasata mHTepaperanus Ha b.
ITones Bbado e eaHOBpeMeHHO dapuTeA U MMcay Ha He3HAUMTeAHU
JacTy OT pbKommca. B ceonte g0B0AM cpenty naeHTuduKamuATa Ha
Bbado kato nucay, b. [lones komenTnpa camara Oeaexxka 0OKOA0
MMHHATIOpaTa ¢ eBaHreAncT Mapko, 3a KOsITO Ka3Ba, 4e HeCbMHEHO €
I1IcaHa OT eAHa PbKa, HO IMICMOTO JI M3rAeXKAa II0-e4po 1 C 10-04e40
MacTIA0; ChllleBpeMeHHO IIpU3HaBa, ue Ja ce ollpeAeAn Bpb3kaTa Ha
,TOsI BpA4o rpemHnk” ¢ mamMeTHIKa ,,€ ThI ChIIIO MBUHO Ja ce Kaxke”.
B Ttasu Bpb3Kka TOJ ThAKyBa 3HaueHIeTO Ha yloTpeOeHaTa B HeropaTa
Heaexxka Ayma , IpUININN” B CMIChAa Ha AapeHne®, KakTo 1 9acTTa
OT HaAINca B MUHMaTIOpaTa Ha €BaHTeANCT VoaH ,, IOMeHM 1 MeHe”
KaTo 3HaK, ue JoOperiIo e oie eauH gaputea™. [TogoOHa cutyans
He HI e II03HaTa OT HUTO eAVH PBKOIIC I He II03B0AsABa 4a Obae
npueTa 3a peaaHa. bes ga ca egHaKBU 110 ChbAbPIKaHMe, MOAUTBEHUTE
OOpBILeHNs TPV MUHMATIOPUTE Ha eBaHreAncTnTe Mapko un /lyka®
Ca B CBHINNI CMICHA® ¥ HAlI-TIPUEMANBOTO OOSICHEHNE OCTaBa, ue Te ca
BIIMICAaHU OT OCHOBHISI HMCAY U Ue TOM e Bbado. 3a roAssMo cbxKaleHue
104 MMHMATIOpaTa Ha eBaHreAncT /lyka (copuiicka 4acT) e crapaTeAHO
U3CThbpraHa Apyra Oeaeskka, OT KOSATO HUIIO He ce pa3duTa.

OcHosanmeTo 3a BKAIOYBaHeTO Ha Jo0Opeiiuiosomo esarzeAue B TpymaTa
Ha KOAEKTMBHO ITpeIVICaHNTe KHUTY B KpaliHa CMeTKa 3acsra BeJe CIio-
MeHaTus MpobaeM — KakBl ca radeorpackure HU MeTOAM, C KOUTO
yCTaHOBsIBaMe HaAM4ye Ha MHOKeCTBO IMCa4M B €AVH PBKOIIC UAN
Ha pa3AMYHY MaHUEePU, yIIPaKHsABaHU OT e4VH, 0COOEHO KOTraTo OKOTO
yCTaHOBsIBa CMsIHa OT OyKBa B OyKBa 1AM OT gyMa B Ayma®.

81 B:xx. 3a Tax B Spatharakis 1976: 77-78.

82 Buxx. orpannuenns 6poit mpumepu B Kalopissi-Verti 1994.
83 Tsonev 1906: 12.

84 Tsonev 1906: 13.

85 3a asara Tekcra BX. Hristova et al. 2003: 33, No. 22 (4), (7).
86 CpsH. c Geaexxknte Ha ['aBpynia B Sin. slav. 23.

87 Cperly MHOTOOpPOItHIUTe IPUMEPU BB BU3AHTUIICKM, HO U B OBbATApCKU PBKOINCH, KbAETO
obmraTa paboTa ce pasmpeeAs IO TeTpaAy ¥ TIPOMEHNTe Pe3OHHO ChOTBEeTCTBAT Ha TAX.
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3akaro4dyeHue

Ot nokasaHnTe NpuMepu 1 TAXHOTO 0OChKAaHe CTaBa SICHO, Ue Te He
AaBaT AMpeKTeH OTTOBOP Ha 3ajaleHnTe sbrpocu. [Toao6HO nscaessane,
3a Aa He pUICKyBa Aa ce IIpeBbpHe B HadaraHe Ha MOJepHa KOHIIeIIII
BbPXY AMYHOCTHO IIOBeJeHle B ApyTa eroxa, C APyIu KyATYpPHU U
IIeHHOCTHI HarJaclu, ce Hy>KJae OT CpaBHUTEAHO IIpoydyBaHe Ha
BCUYKU HaAMYHM CBUAETeACTBa, KaKTO M OT e/Ha MHOTO I1O-IINMPOKa
TeopeTnyecka OCHOBA.

YacTuyHuTe N3BOAM 3a MOMEHTA M3IAEKAAT TaKa: IIOABIBAaHeTO Ha
AVYHU VIMEHA B PBKOIINICUTE, IIVICAaHY OT ABaMa I ITOBeJe II1Cadll, He
ce 00BBP3Ba ChC CAOBeCHM POPMYAN, KOPEHHO Pa3ANYHU OT T€3U B
PBKOIINICUTE, IIVICAHN OT e4Ha pbKa. VI3KaioueHM:ATa ca TaM, KbAETO
ce ODsIBsIBAT As110BeTe yyacTre®, HO KaKTo IIOKa3axa IIpUMepuTe, He
AOCTUTAT OOSICHEHMATA Ha KaKbB IIPUHIINII Ce IIPaBM TOBa — JaAl
¢unaHCOBa, MAM HeMaTepualHa IPUIMHA ca BogemusT ctuMya. He
ce OTKpMBa HAKAKBB CIIeN(pIIHO pa3AnueH KOHTEKCT 3a 3BasKAaHETO
Ha AMYHOCTTa OT aHOHMMHOCT B CpaBHEHIe ChC CAydanuTe, KOTaTo
,ABTOPBT” Ha IIpeIcaHsI TEKCT e eAHO AUIle, KOeTO MABa Aa KaKe,
Je 13c/AeABaHeTO Ha MeXaHM3MUTe Ha MHAUBIAyaA3upaHe TpsOBa 4a
pasraexxJa rapaaeaHo u Asete siBAeHus. [loaydasa ce BrieuaTaeHneTo,
Je IMCav’hT, ydacTBall B o0Ija paboTa, He ce 4yBCTBa OOBBP3aH OT
HelfHaTa KOAeKTUBHOCT Aa OCTaHe Hepa3AM4yM KaTo e AHOPOAHA YacT
OT e4HO T$110, IOAYMHEHO Ha eAHa 11ea. Hakpast, neaecrobpasHocrra
Ha IIpeAA0XKEHOTO U3CAeABaHe, CAaMO OYePTaHO TYK, Ce OIlpaBJasa
OT OYaKBaHeTO, uye TO OM MOTAO Aa AOIPUHECe B U3SACHSIBAHETO Ha
crieny¢pyiKaTa B OpraHM3alysITa Ha TpyAa B AaA€HU IIIKOAU VAV aTeAUeTa,
KOUTO Ce OIIMTBAMe Ja pa3IlO3HaeM U Aa peKOHCTpyupaMe TsXHaTa
AetHOCT Ha (poHa Ha 3HAUNTEAHO II0-MaAKIs OpOJ CBUAETEACTBA 3a
UMHAVBIAQ 334 KHUTATa” B CpaBHEHIE C IT0-KbCHIUTE eITOXI.

88 XapakrepeH mpumep, IIpu ToBa caMo ¢ otOeassann nMeHara Ha Credan u Jparora, gasa
BAR 20, Bx. Hristova et al. 2003: 32, No 18.



CopkpameHns

I'VIM - l'ocyaapcTBeHHBIIT MCTOpUYecKuii My3eit, Mocksa
3orp. — bubanoreka Ha 3orpadpckus manactup, CseTa ropa
HBJIB — Hapoana 6ubanorexa ,,Vsan Bazos”, I1a0Bams
HBKM - Hannonaana 6ubanorexa ,,Cs. ¢s. Kupna u
Metoanit”, Codursa

PM - bubanorexa na Puackmst manacrup

PHB - Poccmitckast HaljmoHaAbHast OubAMoTeKa,
Canxr-IlerepOypr

BAR - Biblioteca Academiei Romane, Bucharest

BnF - Bibliotheque nationale de France, Paris

BUB - Biblioteca Universitaria di Bologna

Dionysiou — bubanoreka Ha manactupa ,,Juonucmy”,
Cseta ropa

NGV - National Gallery of Victoria, Melbourne
(ABcTpaamns)

SCM - St. Catherine’s Monastery, Mount Sinai

HnTupann ppkonmcm

Andpuarmu — PM 3/6, CoopHuK OT ca0Ba, 1473 T.

Eearzeauemo om Meabopr — NGV cod. 710/5, Uetupuesanre-
aue, ok. 1100 1.

Iocmer 3aamoycm — PHB, I'mang. 34, CoopHUK Cbe ca0Ba 1
roydyenns, kpas Ha XIV B.

Puacxus nanezupur — PM 4/8, Ilanernpux, 1479 r.

Casunama xnuza — PTAAA @. 381, Om. 1, ea. xp. 14, 11360pHO
eBanreane, XI B.

Xunaendapcxu Hlecmodnes — TVIM 345, 1263 r.; imcan ot Teoaop
Cnanoc (KpoceTo)

Xaya. 142 — TVIM, Xaya. 142, Ilapumeriauk (Xaydos/JAo0xos-
cxu napumennux), Kpas Ha XIII — nagaaoro na XIV B.

Xaya. 164 —TVIM, Xaya. 164, I1pasnnayen munent, 1371-1395 r.
Xaya. 237 — IIM, Xaya. 237, moHamecku cOopHmk, 1340-
1350 r.

BAR 20 - cod. BAR 20, Antoctoa, nagaaorto Ha XIII B.

Coisl. gr. 79 — BnF cod. Paris. Coisl. gr. 79, OMuanu na Voan
3aaroycr, 80-te 1. Ha XI B.

Dionysiou 65 — cod. 65, [Icaatup, mopsara rmoaosuna xa XII s.
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buoanorpagus

NsBopn

boaorcexu ncaamup [Bolonski psaltir] — BUB cod. 2499, 1230-
1241 1. (Dujcev 1968)

I'pybarios mpuod [Grubanov triod] — 3orp. 39, cpeaara Ha XIV
B. (mpean 1360 1.)

Aobpeiiwoso esartzeaue [Dobreyshovo evangelie] — HBKM 17,
YeTtupnesanreane, mopsaTa nmoaosnsa Ha XIII B. (1221 1. ?),
http://82.147.128.134/slr/public/image

Teodopos mpuod [Teodorov triod] — HBVB 57 (68), I[locren Tpu-
o4, kpas Ha XIII man nauaaoro Ha XIV B., http://digilib.nalis.
bg/xmlui/handle/nls/1944

Dujcev 1968: Dujcev, Ivan. boaoHncku mcaatup. bwarapckn
kHykoBeH mameTHMK oT XIII Bex. doroTmmHO mU3gaHme C
yBoA 1 Oeaexxku ot Vsan Ayitues [Bolonski psaltir. Balgarski
knizhoven pametnik ot XIII vek. Fototipno izdanie s uvod ot
Ivan Duychev] / Psalterium Bononiense. Sofia, 1968.

Sin. slav. 23 — SCM cod. Sin. slav. 23, Ilocten Tpuog, cpeaarta
na XIV B., http://digilib.nalis.bg/xmlui/handle/nls/29230

Sin. slav. 24 — SCM cod. Sin. slav. 24, LIseten Tpuog, cpesara
Ha XIV B., http://digilib.nalis.bg/xmlui/handle/nls/29231

Aureparypa

Canart 2008: Canart, Paul. Quelques exemples de division du
travail chez les copistes byzantins. In: Canart, Paul. Etudes de
paléographie et de codicologie. Vol. 2. Citta del Vaticano, 2008,
1135-1154.

Dale 2017: Dale, Corinne. The Natural World in the Exe-
ter Book Riddles. Cambridge (aocrsmHo Ha https://books.
google.bg/books?hl=en&lr=&id=87M4DwAAQBA]J&oi=f-
nd&pg=PP1&dq=Corinne+Dale+2017&o0ts=YEC6191s-
l1&sig=pixcwQkm-Bi_3Md5hy AA8AsicjA&redir_esc=y#v=o0-
nepage&q=Corinne%20Dale%202017&f=false).



Dujéev 1962: Dujcev, Ivan. CpeaHOBEKOBHITEe ODBATapCKU M-
nuatiopu [Srednovekovnite balgarski miniatyuri]. - Msxycrso
[Izkustvo], No. 4-5, 64-68.
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yBog u 6eaexxkn ot Vsan Ayitaes [Bolonski psaltir. Balgarski
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Gyuzelev 2014: Gyuzelev, Vasil. Yananma, ckpunropun, 6mo-
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Crpunnenns B 5 toma. T. 4) [Uchilishta, skriptorii, biblioteki i
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One Amongst Many

Elissaveta Moussakova

Numerous medieval manuscripts were copied by teams of scribes. As little
as we know about the organization of manuscript copying in medieval Bul-
garia and the relations between commissioners and doers, we know even
less about the personalities of the scribes. Is it worth it then discussing on
the subject since, to quote Richard Gameson, “collectivity and self-effacing
humility and obedience were (or should have been) the norm for the monas-
tics who undoubtedly comprised the vast majority of scribes in our period’?
In his view it is the modern thinking that is susceptible to “human interest”
and tends to admire individuality. Following his argument, Corinne Dale
makes an apt distinction between scribe’s individuality and the human be-
ing behind a book by pointing out that if the scribes were not concerned
with communicating their individuality, numerous colophons testify that
their human labour and dedication was something they were keen to pur-
vey to their readers. While such an understanding of medieval scribes” eth-
ics and limits in which they are supposed to speak about themselves must
be a pre-condition of any modern investigation on medieval scribe’s “self”,
a particular manner or writing and leaving a name on the book offered to
God puts nevertheless an individual imprint on it. In practice, more often
than not we see collectively copied manuscripts displaying the idiosyncrasy
of scribes” hands. Therefore the question who are these poor servants of the
pen who make themselves known and remembered, in what circumstanc-
es their act of self-revealing was admissible, becomes even more insistent
when addressing a group of collaborators.

What we actually know about the medieval notion of working together is
not much and it usually refers to distribution of texts or gatherings. As to
the nature of a team which could be a settled one or travelling, or convoked
if a need arises, the information is often uncertain, much more so for Bulgar-
ian manuscripts of the periods to the late fourteenth century.

This paper does not focus on paleographical methods of discerning hands,
but tries to gain some insight into the circumstances in which a scribe in a
team pronounces himself. Is it a permissible spontaneous self-expression
or a gesture sanctioned by a privilege? Is it related to commission-and-pay-
ment conditions and does the situation differ from that when a single scribe
signs or not a manuscript he has copied? The issue of individuality of scribes



in medieval Bulgaria has not been studied nor are there many sources to
cast light on it. Therefore, this paper is an attempt to examine some of the
disputable points in a selection of Bulgarian manuscripts dated to the thir-
teenth and fourteenth centuries — the Bologna Psalter, the Theodore Triodion,
the Gruban Triodion, the Triodia Sin. slav. 23 and Sin. slav. 24, the Miscellany
from the Russian National Library cod. Gil'f. 34, the Dobreisho Four Gospels.
Each example represents a different case for which an explanation is offered.

The provisory conclusions may be summarized in the following: the ap-
pearance of personal names in manuscripts copied by two or more persons
is not submitted to written formulae resolutely different from those in man-
uscripts copied by a sole hand — except those indicating one’s share. Insuf-
ficiently explained remains the scribe’s motivation to sign — whether it is
of business-like or non-material character. No specifically different context
was detected for getting a person out of anonymity in comparison with the
occasions when one copyist worked on a book. It comes to say that to under-
stand the mechanism of individualization both situations should be studied
in parallel. The impression is that the copyist, participating in fulfillment of
a commission, did not feel himself bound by terms of collectivity but could
react individually. Finally, the expediency of the offered research, here only
outlined, is justified by the expectation that it could contribute to clarify the
profile of an organization of the earlier calligraphic schools or copying cen-
tres and workshops. Their recognition and reconstruction of their activity
is what we try to do, including the evidence about the individual ‘behind
the book’. Any further investigation should be done on a larger scale and
expanded theoretical grounds.
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IlorsiTMEeTO Musicus B KOHTEKCTa Ha
nAesATa 3a AMIHOCT (BbpXy IIpuMepa
Ha Summa musice ot XIII Bexk)

Kpucmuna fnosa’
Mnemumym 3a uscaedsare na uskycmeama,
boazapeka akademus na naykume

AOcTpaxT: B Hail-IIMPOK CMUCHA MUSICUS € CPejHOBEKOBHMAT IIpejTeda Ha ChBpe-
MeHHIs My3uKoaor. OT cBOsI CTpaHa, B KauecTBOTO CV Ha TEPMMH Tasy AyMa e AaTUHM-
3MpaHIT HacAeAHNUK Ha TPBLKUs Hovoukoc. Koit 3acay>kasa 4a HOCu TOBa 3BaHIue, €
BBIIPOC, IIpeMIHABAII] ITpe3 My3HKaAHaTa MCTOPILI OT erloxXaTa Ha AHTIYHOCTTA U A0
kpas Ha Cpe HOBEKOBIETO, ABUKEIKH ce YCIIOpeAHO Ha APYT BBIIPOC — KaKBO € TOBa
mysuka. ITpocaeasBaneTo Ha OTTOBOpUTE AaBa Bh3MOXHOCT 4a C@ OTKPOU KaKTO I10-
CTOSIHHOTO AAPO Ha MCTOPUYECKOTO IOHATHE MUsicys, Taka 1 IPOMEeHAMBUTE ChAbP-
KaHM:I, C KOUTO TO Ce M3IIbABa IIpe3 PasAMIHUTe eIloX) — ChAbPKaHNs, BUHATY OTpa-
3sIBaIllM CBETOIAeJHara LisLA0CT Ha Te3n eroxu. TpakraTsT Summa musice (oK. 1200 1.)
€ KpacHOpeuus IIpUMep 3a HauMHa, II0 KOJTO Ce OCMICAS IIOHATUETO MUSICUS B e AUH
HEeMaABbK ceIMeHT OT ucropusara. ChleBpeMeHHO TOI AaBa B3MOXKHOCT IIOHATUETO
musicus Aa ObAe MOAOKEHO B KOHTEKCTa Ha IJesITa 3a AMYHOCT, OCHOBOIIOaraIra 3a
xpuctusHcKoTo CpeaHOBeKOBIe, KOATO MMa CBOs Ipomsxoa u obpaserr B Cserara
Tpoumna. MaesTa 3a auanoct (OMOOTACIC) CITyCKa ABUM BBPXY BCMYKI Jela Ha 9OBeKa,
OCBeTsBa JKUTeNCKUTe U MpodecoHalHUTe My HauMHaHusA. T ro ppKoBOAM B HETO-
BaTa My3MKaJHa IIpaKTMKa I 3ae4HO C TOBa pa3LINpsIBa IpaHINTe Ha CAMOTO IIOHSATHE

My3UKaAHa TPaKTUKa, M3IbABAYIKM I ChC CMUCHAA Ha IIpaKTHKa Ha AyIaTa (TAELS).

KaroqoBu aymin: musicus, KaHTOp, MAesl 38 AMIHOCT, Summa musice, My3uKaAHa IIpak-
THKa

1 Dr. Kristina Yapova is a Professor at the Institute of Art Studies, BAS. Research field: theory, history and
philosophy of music. Author of the books: “Dobri Christov and the Idea of Personality and Community”
(1999); “The Archive of Dobri Christov. A Catalogue” (2002); “Churchiness and Musical Thinking. On ex-
amples of Dobri Christov’s Work” (2006); “The Music that Lifts up the Hearts” (2007); “Sound and Ethos.
Variations on a Theme by Boethius” (2011); “Music and Logos. ‘Moses and Aron’ by Shoenberg” (2015).
Auwards: the Union of Bulgarian Composers” Award “Book of the Year” (for 1999, 2002, 2006, and 2011).
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Hait-o61110 Ka3aHo, musicus e cpeJHOBEeKOBHIAT ITpeAIeCTBeHIK Ha
CcbBpeMeHHUs My3ukoAoz. OT cBOs CTpaHa, TOM e HacAeAHMK Ha OH3M,
KOTOTO I'bPITUTE Ca HapMudaay Hovotikos. CMICA0BOTO IPOCTPAHCTBO,
OuepTaHO OT TPUTEe UCTOPUIECKN IOHATHS, € 0eAs3aHO ChC 3HAUU-
TeAHN pasauku. He ToakoBa roaemn, HO 40CTaTHYHO ChHILIECTBEHN,
Ca U pa3dAMKNTe, HaCTBIIBAIIIM B Pe3yATaT OT BLTPeIIHUTe IIPOMEHN
B CbABP>KaHMeTO Ha musicus rpe3 CpeAHOBEKOBUETO.

Summa musice (OK. 1200 I.) CBIAETeACTBa 3a 4HO IpeACTaBUTeAHO U
ABATO 3a/bP>Kaa0 ce cXBalllaHe OTHOCHO TOBa, KOETO € HY>KHO Ha YOBeK,
3a 4a MOXe Ja ce Hapeue ,My3uKyc”. I300pbT Ha TO3M TpaKTaT KaTo
IIpuMep 3a HaCTOSIIINS A0KAag e peanssukan: Kpucropnp Ieitax,
IIpeBoJay, peJakTop U aBTOp Ha IIPeAroBopa B I'bPBOTO ABYe3MYHO
(AaTMHCKM/aHTAMIICKM) U3AaHMe?, HU IIPM30BaBa Aa IIpodeTeM Chul-
HEeHMeTO BHMMAaTeAHO, 3a 4a IIpecTaHeM Aa TO Hapudame ,, aHOHUM-
HO” 1AM Aa My IIPpUIICBaMe IOTPEeIITHO aBTOPCTBO, CAe/ KaTo, KaKTo
IIOKa3Ba TOM, MIMETO Ha HeTroBIsI aBTOP e 0TOeAsI3aHO Ha TPU MecTa B
TekcTa. PakThT, Ye MHOTO OT HacC HaMCTMHA I'O IIPOYeTOXa, Ce AbAXKI
A0 roAsiMa CTeIleH Ha TOBa 3a0eAeXXITeAHO U3JaHue, 32 KOeTO AMIHO
a3, BepOsATHO 3ae4HO C MHOIO APYTH, CbM My Oe3KpaliHo OaarojapHa.

IIbpBUAT CpeAHOBEKOBEH MICANUTEA, IIOCTaBUA SICHO BBIIpOCa ,,KOM
e My3uKkyc?”, e boeruit B cnennaana raasa ot De institutione musica’.
Excnianiuren u nogpoOeH e 1 HerOBUAT OTroBop. B Hero cnano or-
3BydJaBa Ka3aHOTO oI1le oT ApucrokceH — ¢puaocoda ot IV ek mp.
Xp., I0A0X1A TEOPETUYHNUTE OCHOBM Ha ,BceoOXBaTHaTa HaykKa 3a
My3MKaTa”, KaKTo 51 Hapuda TOJ — OTHOCHO TOBa, KOJ 3acay>KaBa Aa
ce Hapede povotkos. Cam pagsalll ce Ha yecTTa ga ObJe onpeseasH
OT CBOMTE ChbBPEeMEeHHMIIN KaTO [OVOLKOGS, TPBLIKUAT aBTOp IIpejcTa-
BSI KpbIra OT 3HaHM:, KOUTO BCeKM, CTPEMSII Ce J4a HOCK TOBa 3BaHue,
Tps0Ba 4a IpuUTeXKaBa — I10 XapMOHIKa, OCHOBHATa YyacT Ha HayKaTa 3a
My3HKaTa, 110 pUTMHUKA U1 MeTpuKa. MovoikOg e 4oBeK Ha 3HaHMeTO.
A 3nanmero e npuAoOUTO upes pasyMm. boenmit mogema naesra u
U3Ka3Ba B CEHTEHIIMATA: , MHOTO ITO-IIeHHO U MO-Ba>kKHO € 4a 3Haell
TOBa, KOETO HAKOM IIPaBy, OTKOAKOTO Aa IIPaBUIII TOBA, KOETO HAKOI
3Hae, Tl KaTO PU3MYECKUAT 3aHaAT e MPUCAYXKHUIA, a Pa3yMbT —
rocriogapka. Il ako pbkara He mpaBy TOBa, KOETO HapeXK4a pasyMbT,

2 The Summa Musice 1991.
3 Boetii 1995: 187-296/ 299-425.



Ts1 pabOTH HarTpasHo 4. VepapXidHo ca pasmpeaeAeHy U TTO3UITUITe
Ha XOpara, 3aH/MaBalIu ce ¢ My3uka. [ope ca Mysukycure, 1o-104ay
ca CbUMHUTEeANUTe, CAeABaHU OT U3ITbAHUTeAnUTe. Tasu 1eHHOCTHa
lilepapxmst HAMa Aa Obae IIpoMeHeHa OT IocaejoBareanTe Ha boe-
LI BUCOKOTO MSICTO Ha MY3MKyca IIfe ce M3MepBa I10 BICOYMHATa
Ha pasyMma.

CrpireBpeMeHHO IIOHATUETO MuUsicus IpeTbpIisgBa BbTpellHa TpaH-
cpopmans, caeaBalusT IIYHKT OT KOSTO e odyepTaH oT I'suao
4’ Apenio. MonaxsT ot XI Bek cbxpaHsiBa HEOOXOAUMOTO YCAOBIE,
Ha KOeTO eAVH MY3UKYC TpsiOBa 4a OTroBaps — 0a 3Hae — B IIpOUy-
Tust cu apopusbpM: ,Musicorum et cantorum magna est distantia.
Isti dicunt, illi sciunt, quae componit musica. Nam qui facit, quod non
sapit, definitur bestia”3, Ho He 1 AeAeHneTO Ha CyOeKTHUTe Ha My3MKaTa.
3a Hero 3HaeI] TpsI0Ba Aa Obae neenuAT yosek. Kpucrodpop Ileitax
Th/AKYBa IIPOMsIHaTa B KOHTEKCTa Ha IIsLA0CTHISI MOHAIIIeCK) JKIBOT,
B KOJTO TPYABT, My3MKaAHOTO IIpaBeHe, Ma CBOsl oOpasel] 6b6 I
4epIu CMIChAA CU 0N AUTYprusATa — o0IIOTO 4ea0 Ha LlppkBara®. B
TO3M peadeH, IIpaKTYecK! ITbpPKOBeH KMBOT boerueBnsT My3uKyc Ha
Chb3epIljaHMeTO OTCThIIBA MSACTOTO CU Ha APYT — Ha 1eeHeTo. Musicus
Beye ce OTHaCs A0 ,,MaHACTMPCKIS T1eBell, KOTO e U3y4lA TeopusTa
Ha CBOeTO 13KycTBO. VI Kak nHaue 01 MOra0 aa 6b4e, Korato opus Dei
ouaksa Ja ObJe IIIT BCeKM AeH?"7

IIpomsnara 3acsra 1 AMXOTOMMIsITa Ha My3UKaTa — HayKa U M3KyCTBO,
Teopus U MpaKTUKa, — B KOATO I10 CTapa I'pblika TpaAUIMs I'bpBeH-
cTBO MMa Teopmsra. VI mmeHnHo tyk nmocokara, orkpura ot Ileiax,
KbM OOIITHOCTHATa MPUHAAAEKHOCT Ha TO3M, KOITO Ilee, 3HaelKu
(MysuKyca), TpsA0Ba g4a IPOABAXKN C OIIIe eAVH XOA.

To3u xo4 BOAM KBbM IIOHSITHETO AUYHOCM. be3 aa HaBaAM3aM B OrI-
POMHI TPODAeM 3a UCTOPIIECKNs ITHT Ha TOBa IIOHATHE OT IPBIIKOTO
TEOCWTOV Mpe3 AaTUHCKOTO persond 1 A0 XpUCTUAHCKATa AUUHOCH, ITTe
IIPUIIOMHS HAKOU A0CTaThYHO M3BECTHY IT0A0KEHIIsT, HBOOXOAVIMU 3a
HamlaTa Tema. IIpoMsHara B naesTa 3a AMIHOCT, HaCTBIIBaIIla C XPIC-

4 Boetii 1995: 212/ 239.

5 ,MeXAy My3uKyca ¥ KaHTOpa pa3AuKara e roAsMa: eAMHIAT IIPOU3HACS, APYIVAT 3Hae KaKBO
CbAbprKa Mysukara. V To3u, KOWTO IpaBu, KaKBOTO He 3Hae, TpsOBa g4a Obae HapedeH XXMBOTHO™
D’Arezzo 1999: 330-333.

6 Page 1992: 76.

7 Page 1992: 76.
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TUAHCTBOTO, € KOpeHHa, KOeTO O3HayvaBa, ye s 3acsra 13 OCHOBU U 40
Ipomsxoza i B Tpute Aniia (xurocrasu) Ha bora. OTTyk ce nssexxaa
1 YOBEIIKaTa AMYHOCT, X YOBELIIKOTO OUTHe, U Bphb3KaTa MeXAY ABeTe.
OTTyK ce ocBeTsIBa IBTAT HAa XPUCTUHMHA — ITBTAT Ha CIIACEHUETO, —
B KOJITO TOJ IpuA00MBa AMYHOCTHO OUTHE, KaTO ce OOroyroaoosisa.
VaesTa 3a AMYHOCT CITyCKa ABYM HaA0Ay KbM BCUYKIU HETOBU AeAa,
KBM KUTEVICKUTe MY U TpOopecroHaAHN HadyMHaHNS.

3aToBa Tp:abOBa 4a nonurame: Jokbae ce MpOCTUpa My3UKaaHaTa
IIPaKTHUKa, KaKBM Ca HeMIHUTE IPaHUIIN, KOe e TOBa, KOeTO 11 Ipujasa
CMICBA?

Tasu npakrtuka e oO1ja 1 OOIIHOCTHA, HO € U AMYHO Aeao. Ts e ay-
IIIeBeH ITPaKCIC, KOVITO Ce U3BBbpPIIBa OT Ieelys Y0BeK 1 HaMupa
eAVH-eAVHCTBeH M3pa3 — My3uKaAHusA raac. ['aaceT craBa n3pas Ha
caMILs YOBeK, Ha IlsidaTa My AyllIeBHa 1 AyXOBHa BLTPEIIHOCT, IPEeBPb-
ITja ce B CBIAETeACTBO Ha M30paHms OT Hero IpT. [ 1achT onosecTsiBa
1300p U TO OCBIIECTBsABA Ha IIpaKTuKa. VI300pbT e ompeseaeH ot
IleATa, OT CTpeMeXKa Ha YOoBeKa Aa craHe An9HOCT. He camo 3HaeHe 1
IIpaBeHe ce CBbp3BaT BeAHO, CheUHSBAT Ce ABe YOBEIIKI CPeA0TOUVL
— PasyMBT U CHPIIETO.

Haunnanuero, mpeAIpuero oT aBTopa/aBTopuTe Ha Summa musice
(criopea Ileitax asTopure ca asama — Ilepceit u Ilersp, makap ns-
AOXEeHIeTOo Ja e B 1 A. ea. 4.), e oOpasosaTeaHo. Ilo >xaHp ToBa e
PBKOBOACTBO, ITpe/Ha3HayeHo 3a I1eBIy, o0yJaBalliyl ce B IleeHe Ha
rperopmaHckus xopaa®. Lleaurte my ca Ha OpbB IIOrAe4 CKPOMHI,
CBbpP3aHM C ,MaAKUTe Hellla”, IpejHa3sHadyeHa 3a , MaAKuTe” IeBI.
CkpoMHOCTTa e 1 UCKpeHa, I peTopudecka, Ipo3upalia B 00Aurar-
HITe 3a CpeAHOBEKOBHIITE TEKCTOBe BCTBIIUTEAHU U 3aKAI0UUTeA-
HI 0OOpaMuBaHILsl, HeM3MeHHO ITpu3oBasaly boxusaTa moaxperna u
CHM3XOXKAeHIe, I MOTUBIpallla OTKa3a OT pa3icKBaHe Ha CAOXKHIUTE
BBIIPOCU Ha My3lMKaaHaTa Teopus. O1ie eAyH peTOpUIecKn KecT,
cBbp3aH ¢ popMaTa, COUM OTKPUTO KbM boeruit, To3u mbT KbM YTe-
IIeH1eTo Ha puaocodusTa: B M3A0KEHUETO Ce peAyBaT IIpo3andecKi
TeKCTOBe, U3sCHABAIIN AaJeH TeOpeTIYeH BBIIPOC, C TIOeTUYECKH I10/,
3araasue ,IToema oTHOCHO CBHIIOTO”.

8 Cpea BHyIIMTeAHATa AUTEPaATypa 110 TO3U BLIIPOC TYK Ce T030BaBaM MpeAr BCMUKO Ha 3usuy-
Aac 2001: 37-71.; BX. CBIIO: 3U3UYAAC 2013.

9 Page 1991.
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KoakoTo a0 mousiTneTo musicus, 1o400Ho0 Ha boereBoTo To omnncsa
TO311, KOMTO 3Hae. Ho Toi Beue He e caMO 3HaeIIVAT.

TpakrarsT 3arouBa c eaHa Tpepora: ,Yecrto cbM 3a0eas13Baa TOAKOBA
MHOTO OT MOUTe HPUATeAN U yYeHUIIN Aa ce CKUTAT I10 I'bT, T.e. B
OHe3!1 Hellla, KOUTO ca IPUHIIUIINTE Ha My31KaTa, a UMeHHO 3HaHMeTO
3a MHTepBaAUTe, Bb3HUKBAIIY AN OT €AHaKBY BUCOYMHN, AV TIPU
M3KauBaHe U cama3aHe. [loMmucanx cu, 4e Mora 4a ce ommTaM Aa UM
AOCTaBsI IIOMOIII U CHBET B TSIXHOTO OUYEBIAHO HEeBe>KeCTBO, Hall-Bede
3a Aa MOrar Te Aa IesT ollpejeAeHO ITeCHOIIeH/e TOYHO U IO eANH
OCBe4OMeH Haul{H U KOraTo IIesT, 4a I10AydJaT TaKaBa IIO9UT cpeJ He-
OCBe4OMEHITe, KaKTO Hall-TOAeMUAT eKCIiepT” ™.

3asiBeHa e A0sAAHOCTTa KbM BCUUKM, KOUTO 3acAy>KaBaT ga ObaaT Ha-
pedeHn My3MKYCH, 3alllOTO IO3HaBaT IPMHLIMIINTE Ha My3MKaTa, 1
CBIIIeBPEeMEeHHO ANYY 3arpVKeHOCTTa KbM HeBeKITe IIPaKTUIIN: 3a
Aa Morar Ja IesT IIPaBIAHO, Te CBIIOo TPsI0Ba Aa 3HaAT. OTTYK nasat
1 KOHKpeTHIUTe 3a4adyl, CboOpa3HO KOUTO ca IT0AA0KEeH! Ha IIpecs-
BaHe IIPeACTOsAIINTe BBIIPOCH 3a pasraekjaHe, MI3PUYHO € U3ThKHa-
Ta IpMYMHaTa APYTU Ja OCTaHaT M3BbH BHUMaHNe — a UIMEeHHO Te3H,
KOUTO ca ,0TBbJ, CIIOCODHOCTUTE [3a pazOupaHe] Ha MoMYeTarTa U
M3UCKBAT MO-IIbAHO ITpoyusaHe”". Te 11e ObaaT ocTaBeHM HacTpaHa
U BHMMaHMETO IIle ce HacOuM KbM ,,II0-MaAKIUTe 10 eAVH IIPpOCT Ha-
ynH"”*?. IlocaeaBasara rmoema Imie IIOBTOpY HaMepeHUeTo: , A3 Ka3BaM
MaAKM Hellla 3a MaaKuTe 3,

Tosa, koeTo AUKTYBa I10A00pa 1 HauMHa Ha ITOAHACsIHe Ha MaTepuaJa,
Ca He CaMO Ma/JKMITe CIIOCOOHOCTM 3a pa30OupaHe Ha HauMHAEINTe:
BIICOKIUTE ITp0OAeMI Ha My3MKaAHaTa TeOpuUs HsIMaT MsCTO B 00yde-
HIETO, aKO Ca OTKBCHATU OT IIpakTuKara: ,OHe3u aBTOpu, KOUTO ca
M3BBH HalllaTa 11e4, I1le TU OCTaBUM Aa CITT; OHE3U 110408, KOUTO ca
TBBPAe HaBIICOKO, ITie I OCTaBUM Ha AbpBOTO... Ho Korato mpakTimkata
cJe/Ba CBell[Ta Ha TeOPUsATa, KOSATO OuepTaBa IIbTs KaTo aATepHaTIBa
Ha CKIUTaA4eCTBOTO B MPaKa, Ta3! CBell Ie ObJe TYK I IIfe pasKpue
3alllo BCeK! AeTaila TpsiOBa Aa ObAe OINcaH, Thil KaTo Ie HY I03BO-

10 The Summa musice 1991: 45-46.
11 The Summa musice 1991: 46.
12 The Summa musice 1991: 47.
13 The Summa musice 1991: 48.
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AU Aa TIPEMMHEeM HaTaThK C My3MKaAHUTE 3BYKOBe 1 HOoTarysaTa ',

Koi1 e My3uKyc 11 KOJT € caMO KaHTOp, € Ka3aHO U3pn4Ho: ,Pazankara
MeXKAy musicus u cantor cera 1ie ObAe sICHa 3a BHUMAaTeAHIS YUTaTeA.
Beexn musicus e cantor, Ho oOpaTHOTO He e B craa. KaHTOpbT, KOMTO
e MY3UKYC, T.e. TEOPeTUK U U3II'bAHUTEA, BAM3a B Ta3U KaTeropusi, HO
KaHTOPBLT, KOMTO He e My3IKYC, He MOXe ga ObJe HapeyeH U3ITbA-
HUTea, 0e3 Aa ce 3A0yIOTpeOM C TepMIHA, 3alll0TO U3II'bAHEHIETO
Tpsi0Ba Aa cAeABa HayKaTa Teopus, KOsITO BbPBU Iipe Hero... Kantop
0e3 TeopeTHYHM ITO3HAHM € KaTo MIUSIHNIIA, KOWTO ce OINUTBa Aa CU
HaMepH IIbTs, AN CAeTlell, KOTO ce OIuTBa ga HaOue xyde. Hue
obaye cMe BUIKAAaAM MHOTO II€BIIM OT TO3M TUIL U Te UAIOCTpUpaT
TOBa, KOETO Ka3Ba boeruii 3a HeoOyueHNs B KHUTaTa U Y TellleHe-
TO Ha Puaocodusita: TakuBa Xopa Kbcat gpexara Ha Puaocodpusita
1 KOTaTO OTKpaaBaT Kbcue OT Hesl, Ce XBaAsAT, ye IIpUTesKaBar Iis1.1aTa
71 MaHTMsT %5,

V1 3a aBTOpUTE Ha TpaKTaTa — OOy4JaBaIliuTe — I 3a yJellnTe ce HaMa
CbMHeHIle KaKBa e IleATa Ha ITbpKOBHOTO IteeHe. T e 13105KeHa IIPOCTO
u sicHo: ,,B IIbpkBaTa TpsiOBa 4a cay>kxum Ha bor ¢ mysuka 3a Herosa
11o-roAssMa 4ect 1 mount”*®. Tazy 11ea ocBeTsIBa IIe€HETO B ITbPKBaTa
U OCBelllaBa ITbTA Ha Ileelns. 3aToBa TO TpsAOBa 4a € MpaBUAHO, Aa
e IeeHe ¢ pa3OupaHe. 3aI110TO TO3M, KOTO I1ee, BbABOpPsBa ceOe cU B
ITBTS C Pa3yM U € BoAs1. Ja 3Hae cera He e U3JICKBaHe, KOeTO COY CaMOo
KbM 3aHMMAaHIETO C IleeHe, Taka KaKTo IIpocJaBarta, OTIIpaBsHa OT
Ileelys, He e B IMeTO Ha My3MKaTa caMma 110 cebe cI1, a € B IMeTO I
3a caaBa Ha bora, na Kororo toi1 cay>xu. Ileeiiku, Toi1 cTaBa e4HO OT
OHe3M , auxaHuA"”, 3a kouto ropopu Ilcaaom 150:6: ,BcAKoe AuxaHMe
Aa xBaauth ['ocrioga”.

ApucroreaoBata MIUCBA, Ue ,II0A00HOTO 0OMYa IMOA00HOTO U OTXBB]-
A5 HeToBaTa IIPOTUBOII0A0KHOCT”"7 IIpeMIHaBa MHOTOKPaTHO IIpe3
TeKCTa Ha TpakTara. Ts e ppkoBoJellia 3a aBTOpUTE, KAKTO KOTaTo 13-
TBKBAT POACTBOTO MeXAY MHAVBIAyaHaTa Harlaca Ha YoBeka 11 JaJeH
My3MKaleH MOAYC, TaKa I KOTaTo IIPVCTBIIBAT KbM M3SICHABAHETO Ha
,CIMBO/IHaTa 04e>/a Ha My3ukata”. B eqHouMeHHaTa raasa 25 Te ce

14 The Summa musice 1991: 48.
15 Cps. boeyuii 2008: 71.

16 The Summa musice 1991: 57.
17 The Summa musice 1991: 127.
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CTpeMT Ja IIOKa’kaT KOe e TOBa, KOeTO ChOTBeTCTBa Ha My3auKaTta'®. Tyk
LIbPKOBHUAT CMUCBA, IPUCHCTBALL BBB BCAKO J4OCETallHO TBbpAeHNe —
HSKbJAe IIO-CKPUTO, Ha APYTU MecTa MO-sBHO, — TpuyM$upa B njesra
3a CbOTBETCTBMETO MeXKAy My3uKaTa 1 LIbpksaTa.

,B MysuKaTa, TpOIIOAOTMYHO Ka3aHo, TPsI0Ba Aa BUAUM I104001e Ha
ITppkBaTa 11 TOBa € JCHO 3a Hellla, OCHOBaHM BbPXY eAMH M CBIIT BI/,
Ha 41cA0TO ", BuabT Ha 4MCA0TO MMa NpeaBuA IPOIOPLMATA, AN
41ICA0BOTO OTHOIIeHue (numerus ad aliquid), 1o muTaropeicka Tpaau-
L1 OTPeAeHO Ha HayKaTa 3a My3uKaTa. Cera caMuAT TO3U BIA IUCAO
Ce U3ITbABA C ITLPKOBEH CMICHA: , My3uKaTa e e4Ha HayKa, BBIIPEKI ue
MIMa MHOTO 4acTy; 11O CBhIIs HauMH, BbIIpeku ye [IbpksaTa MMa MHOTO
4/eHOoBe, e e/Ha, OCHOBaHa B € AMHCTBOTO Ha KaToAM4yecKaTa Bsapa“.
Caea mogobuero Ha My3ukarta ¢ LIbpkBaTta B OTHOIIIEHIETO MeXAY €4HO
U1 MHOTO, aBTOpHTe IIpeMIHaBaT KbM aHaAOIUATa CIIopes OTAeAHUTe
gricAa: KaKTo e ABOMYHA CTPYKTypaTa Ha My3MKaTa ChC CBOUTE ABe Jac-
TU — OHe3!, KOUTO OTHOBO boernit e Hapexba musica mundana u musica
humana, — Taka e ABoM4Ha U CTpyKTypaTa Ha LI bpkBaTa, ,,3a1110TO Ts1 MMa
ABa 3aBeTa, KOMTO 4yeTe I M3y4daBa B TAXHOTO CbOTBETCTBME U I10 TO3M
HaulH U3TPakja I CbeAMHsABA CTeHNTe M ChC 3HaKa Ha KpallbIbAHNS
KaM'BK, KOITO e Xpucroc”?'. O1ie 110-0A13bK e ITbpKOBHUAT XOPU30HT,
KOIaTO B HETO € I10A0KeHO ITOHSTUEeTO MUSICUS: cera B Hero ce BIXKAa
CaMIUSIT 4OBEK C ABeTe AeMHOCTY Ha CBOSI >KUBOT: ,, /I OTHOBO, MMa eaHa
IIO-HaTaTbIIHA ABOMYHA CTPYKTypa B My3lKaTa, IIOHeXKe Ts ce AeAU
Ha naturalis n instrumentalis; Taka 1 B LIbpkBaTa MOXe Aa ce OTKpue
Apyra ABOMYHa CTPYKTYypa, Thil KaTo Ts BKAIOUBA Ch3epliaTeAHNs U
Aevictsenus XuBoT. Naturalis Moxe ga Obae yrio400eH Ha ch3epliaTea-
HILA XKUBOT, a instrumentalis — Ha AevicTBeHMs1. My3uKaTa, KOsATO YOBEK
Y4 HaM3YCT, 3a Aa MOXe Aa 51 M3ITbAHABa Oe3 KHUTH, € CpaBHIMa ChC
chb3epliaTeAHNs JKMBOT; IO CBIINS HauMH My3MKaTa, KOSITO IIeBellbT
MO>Ke Ja U3ITbAHSBA CaMO € IOMOIIITa Ha BBHIITHY CPeACTBa, KaKBUTO
ca KHUTUTe, e CpaBHMMa C AeICTBeHMs SKIBOT. BbB Bpb3ka c ToBa oOaue
e KazaHo, ue ,[Mapus1] nsdbpa goOpata yact, KOsITO HiIMa Aa If ce OTHeMe
(/1. 10:42); TaKka He MOXKe Ja ce OTHeMe I KyATUBIpaHeTo Ha My3JKaTa
OT TO3M, KOVTO 5 U3ITbAHSABA HAU3YCT 22,

18 The Summa musice 1991: 127.
19 The Summa musice 1991: 127.
20 The Summa musice 1991: 127.
21 The Summa musice 1991: 127.
22 The Summa musice 1991: 128.
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Mysukara u LIppkBara OuBaT cpaBHABaHM He IIPOCTO KaTo ABe Hellja

— ABa CBsATa, ABE MHCTUTYLINN, ABe (POPMU — I ITIOA0DMETO He e caMOo
AVHelHa Bpb3Ka MexX4y Tsax. Kato mbanoTa (TA)owuo) Ha 1eans
>kmBoT LIbpkBaTa oOxBaIa ch3epliaHieTo 1 AeIICTBIEeTO Ha BCUIKI
puoOIIeHN KbM Hesl. /|BeTe YacTy Ha My3uKara — theorica vi practica —
ce CheAMHABAT IIOHOBOMY Ype3 e AMHCTBOTO Ha yMa U e1aTa Ha YOBeKa.
IIpakTUKBT ¥ TEOPETUKDLT He MOTaT Aa OCTaHaT pa3AeAeHN U ThKMO
TO3M, KOJITO II0OeMa OTTOBOPHOCTTA Ja CBhP>Ke TeXHUTe CIIOCOOHOCTH,
e AOCTOeH Ja ce Hapeue ,My3ukyc”. OT ynoao0sBaHeTo Ha BAOBe-
Te My3uKaHTu ¢ Mapra u Mapus, KOAKOTO U TO, KaKTO MOXKe Ja ce
CTOPU Ha ChbBpeMeHHIs unTare, Aa € 00BesHO C HauBUTeT, U3B1pa
ChbBCEeM He e4eMeHTapHO rnocaanue. Beska yopenka geiftHOCT roema
B ceDe cM CMIChAa Ha 1eANs JKMBOT Ha YOBEKa, a I1eATa Ha XMBOTa
B e4VH Hall-4bA00K I11aH e Oeasg3aHa ¢ My3MKaAHOCT. B To3n naan
camara gyma ,,My3MKaAHOCT” HOCM 3Ha4eHe KOAKOTO I'bPBIYHO —
Ha XapMOHMs — TOAKOBa U AEVICTBEHO — Ha XapMOHIU3MPaHe, KOeTO
YOBEK ITOCTUTa Che cede cu, ¢ gpyrure u ¢ bor.

CxoacTBara B yCTpOIICTBOTO Ha My3uKarta 1 LIbpksaTa mpoabaskasaTt
110 peJa Ha 4ylcaaTa: AeAeHIeTO Ha aBTeHTUYHM U [1AaraAHy IIeCHO-
reHns1 OuBa yroao0eHo ¢ boxxmsita 2410608 1 ¢ 21060BTa KbM OAVIK-
HIL; 9UcAaTa TPU, YeTUPU U ceaeM AOHACAT cAeABallly HPUAUKY;
oceM, pasbupa ce, e UNCA0TO Ha OCMOIAacreTo, CPaBHIMO C OceMTe
OaakeHcTBa. 3aKAIOUYEHNETO MABa CSIKaIll ChbBCEM €CTeCTBEHO: , Thil
KaTo My3MKaTa e cpaBHIMa ¢ LIbpKBara 110 TakuBa, I10 TOAKOBa MHOTO
U TaKa BeAMKI HaulHH, He e Uy/AHO, 4e IIpaKTuKara Ha My3uKaTa I
e4HO AOCTOIHO pa3bupaHe 3a Hes ca Bb3nmuTaHu B LIbpksaTa”>. To
u3BeX/a Ha IIpeJeH I1aH Hall-4bA0OOKaTa IIpuYNHa 3a Bb3XBada Ha
My3UKa/AHaTa IIpakTHKa — oOpa3oBaHa, AMCHUIIAMHIpPaHa U PBKO-
BOJ€Ha OT 3HaHMeTO I ChllleBpeMeHHO U3BIpallia 1 HeoT4eAumMa OT
AyIIeBHIS ITpaKcuc Ha yoBeka. [Tocaeapasara n rmocaeaHa B TpakTa-
Ta , II0eMa OTHOCHO CBIJOTO” e IIpuMep 3a TaKaBa AMYHa IIPaKTUKa.
Ornpassina 308 KbM IIeBIIUTE Aa ce IPUOOIIAT KbM OOIIOTO Ae10
Ha [IppkBaTa — e4HO aHarOrMYHO MpKOOIIaBaHe KbM HeOeCHIs XOp,
— Ts1 ChIIIeBPeMEeHHO e I1104BT Ha yCTaTa, IeceH, KOSITO ChUMHUTeAAT
11 Ilee ChC COOCTBEHMSI CU TAac, 3a 4a MOXe Aa ce IIPUCheAVHN ANMIHO
KbM TOBa 00110 geao: ,Aait, [ocioan, Ha aBTOpa 1 Ha BCUYKU AO-
OpokeaaTeAHM YUTaTeAN Aa 3acAy>KaT Aa I1esT HeOecHaTa I1eceH B

23 The Summa musice 1991: 133.



TBoe npucncrBue. Jai HU ga SKMBeeM IIpaBeaHo U € YUCT AyX. Jaii
HI Aa 1leeM xBaJa Ha Tebe ¢ pagocreH raac Ha HeGeTo”*.

B sakaouenne: Cpe AHOBEKOBHUAT Musicus HIMa MsCTO U3BBH MY3U-
Ka/HaTa IIpaKTUKa; Ts e IIpaKTuKa Ha AyIIlaTa U KaTO TaKaBa HsIMa
MSICTO M3BBH IPaKTVKYBAIIVA 51 YOBEK; YJOBEKBT HsIMa MSICTO U3BBH
AVYHOCTTA; AMYHOCTTA HiMa MsACTO U3BBH bora, or Kororo npuao-
OuBa OuTHe.

24 The Summa musice 1991: 137.
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The Concept of Musicus in the Context of the Idea
of Person (On the Example of Summa Musice
from 13% Century)

Kristina Yapova

In the broadest sense of the word, musicus is the medieval forerunner of the
present-day musicologist. On its part, as a term, it is the Latinized inheri-
tor of the Greek povowos. Who are those who deserve to bear this name,
is a question, which passes throughout music history from Antiquity to
the end of the Middle Ages, going along with another question, namely,
what is music. The answers given to these questions make it possible to
outline the constant core of the concept of musicus as well as the changea-
ble contents it takes in itself throughout the centuries.

Christopher Page, the translator, editor, and author of Introduction of the
bilingual (Latin/English) edition of the Summa musice (first published 1991)
urged us to read this treatise attentively in order to stop calling it “anony-
mous” or attributing wrong authorship to it. The fact that many of us read
it in such a way is due to the great scope of this remarkable edition for
which I am personally grateful to him.

Summa musice is an eloquent testimony to the prevalent answer to the
question of who is a musicus during a considerable period of Middle Ages.
At the same time the treatise provides us with an opportunity to see the
musicus on the horizon of the idea of person — an idea fundamental for Chris-
tian Middle Ages, which has its origin and its pattern in the Holy Trinity.
The idea of person (Omdotaoig) spreads its rays over all human deeds,
actions of life, and professional undertakings. It guides people in their mu-
sical practice and broadens the boundaries of musical practice itself, filling
them with the meaning not only of labor of the hands, but also of labor of
the soul (mo&&c).
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Tsaritsa Jelena of Serbia as an
Independent Patron of Arts between
1355 and 1366

Anna Adashinskaya
New Europe College, Bucharest/ Institute of Oriental Studies,
Russian Academy of Sciences, Moscow

Abstract: This essay discusses the acts of patronage by Jelena (Jelisaveta), Tsaritsa of
Serbia, undertaken after the death of her husband, Tsar Stefan Dusan. It investigates
how they contributed to the reconciliation of the Serbian and Byzantine churches
and to the establishment of Jelena’s image as an independent governor. By using
the politics of memory, the Tsaritsa attempted to represent her deceased husband as
a pious ruler, in order to ground her own power and that of her son on the shared
Serbian-Byzantine memory of patronage. When establishing the cult of Patriarch
Kallistos in the Serbian milieu, Jelena shifted the emphasis from ecclesiastic conflict
to political negotiations.

Key words: Jelena of Serbia, Tsar Stefan DusSan, reconciliation of churches, patron-
age, Athos, Serres, ideology

This essay? is going to discuss the role of Serbian Tsaritsa Jelena (Jelis-
aveta) as an independent patron of arts after the death in 1355 of her

1 Dr. Anna Adashinskaya is a Postdoctoral Researcher in the project Art Historiographies in Central
and Eastern Europe. An Inquiry from the Perspective of Entangled Histories. ERC Starting Grant, 2018-
21, and a Senior Research Fellow at the Byzantium and Caucasus Research Centre, Institute of Oriental
Studies of the Russian Academy of Sciences.

2 This study is published within the framework of the project Art Historiographies in Central and
Eastern Europe. An Inquiry from the Perspective of Entangled Histories (ArtHistCEE StG-802700, 2018-
2021), funded by the European Research Council under the European Union’s Horizon 2020, and
hosted by New Europe College.
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husband, King/Tsar® Stefan DuSan*. By analyzing the monuments that
are associated with or can be attributed to the Tsaritsa’s sponsorship, I
will show how the nature of her commissions reflected the main political
trends of her rule and enabled her to establish her own royal ideology.

Tsaritsa Jelena (1315-1374), niece of Bulgarian Tsar Ivan Alexander and
wife of Serbian King (Tsar) Stefan DuSan’, is well-known in Serbian,
Bulgarian, and international historiography, due to her active partici-
pation in the political life of the medieval Balkans and her exceptional
visit to Mount Athos, typically banned for women®. Some authors?
also have discussed Jelena’s patronage role over such foundations as
St. Sabbas’ cell in Karyes and Matej¢e Monastery.

However, to understand the nature of Jelena’s artistic policies one
needs to view them within the political climate of the period and to
assess them against the status of the Serbian Empire and its rulers in
the region. Already Novakovi¢ and Ostrogorsky® noted that Jelena
went to Serres after the death of her husband, and ruled there inde-
pendently relying on Kesar Vojihna, Governeur of Drama, and Ugljesa
Mrnjavcevi¢, holding the title of despot and being the “major” of the
town. Byzantine historian John Kantakouzenos characterized Jelena’s
governance style in the following way: during the tensions between
Stefan Dusan’s brother Simeon and the Tsar’s son Uros, “Jelena, his
mother, being equally distrustful to the son and to Simeon, the brother
of her husband, subjected many towns and surrounded herself with
significant forces, held the power for herself, not fighting with any-
body nor raising to war with anybody”?. However, already by May of
1356, Jelena took the monastic veil, as Stefan Uros’s charter to Hilandar
monastery’ mentions her as Jelisaveta, i.e., under her monastic name.*
It is worth noticing that scribe Gabriel, who made a Pentecostarion for

3 On the complexity of the “tsar’ title among the Balkan Slavs and its correlation with the Byzan-
tine “basileus,” see: Ostrogorski 1935; Bakalov 1995; Maksimovic¢ 1998.

4 Soulis 1984: 91-92; Mihaljci¢ 1989: 26-28, 66-70.

5 Purkovic¢ 1975.

6 Konidares 2003.

7 Gruji¢ 1935; Soulis 1954: 130; Zivojinovic’ 1982; Dimitrova 2002: 262-271; Belyakova (Leber) 2015;
Smol¢ié-Makuljevi¢ 2016: 184-186.

8 Novakovi¢ 1960: 164-170; Ostrogorski 1965: 3-5, 91, 104-105, 113-114.

9 Kantakouzenos 1832: Vol. 11, 314.

10 Novakovi¢ 1912: 308-310.

11 Radié, Milutinovi¢ 1994 suggest that the taking of vows happened on Easter 24" of April, 1356.



St. Catherine’s Monastery on Mount Sinai on behalf of Metropolitan
Jacob of Serres, included the Tsaritsa under her monastic name in the
ruler-dating formula, and used an expression in plural, the “ruling
tsars”, when referring to “nun” Jelisaveta and her son Uro$™. Thus,
one may conclude that the Serbian Church elite recognized Jelena as
a ruler despite her monastic status.

As afirst act of independent patronage, Jelena commissioned the murals
at Matejce monastery, recently dated to 1348-1352%. The church was
destined for the Tsaritsa’s burial place and, therefore, she and her son
are depicted as founders, whereas Stefan Dusan is portrayed as the
sanctioning authority and as a church sponsor**. However, among the
historical figures included in the murals, one may find also Patriarch
Joanikije, belonging to the ktetoric composition, and the monastery’s
hegoumenos Makarije, whose portrait is situated on the northern part of
the eastern wall®. The presence of the two clerics in close association
with the founders’ images may suggest that they were appointed as
the enterprise’s managers, who oversaw the construction and deco-
ration on behalf of the royal founders*. Consequently, even before
the death of her husband Jelena stayed in close connection with the
ecclesiastic hierarchs'7, who were later inclined to recognize her ruling
status despite of the monastic veil.

Another argument of Jelena’s reliance on the church structure for
political support is her benefactions to the Athonite foundations. In
addition to her widely discussed visits to Athos and patronage over St.
Sabbas’ cell at Karyes™, her later ties with the Holy Mount Athos were
strengthened through an extraordinary rich donation to the Lavra of

o e o

12 Stojanovi¢ 1902: Vol. I, p. 42, no. 116: Bb 4510 SW3I1 MHAMKTIOH I IJapCTBOYIOIIUMD Bb Hach
0aarousctuBbIMb 11apeMb Credanoy Oyporoy u Matepn kro MoHaxu Eancasets. — “in the year
6868, indiction 13", when the pious tsars, Stefan Uros and his mother nun Jelisaveta, were ruling
over us”.

13 Dimitrova 2002: 266-271. However, according to Patriarch Pajsije (r. 1614-1647), the monastery
had not been finished by the time of Stefan Dusan’s death (1355), so Jelena and Uros completed
the edifice and adorned it (Patrijarh Pajsije 1993: 92).

14 Dimitrova 2002: 185-187; Korunovski, Dimitrova 2006: 34.
15 Dimitrova 2002: 187-190.
16 Belyakova (Leber) 2019: 4-6, 11-13.

17 As later historical cases prove, Church dignitaries often undertake care of monasteries and
other ecclesiastic institutions independently, in cases of a weak or nonexistent (Orthodox) state
authority, see: Mati¢ 2018.

18 Gruji¢ 1935; Belyakova (Leber) 2015; SmolCi¢-Makuljevi¢ 2016. On Jelena’s visit and its connec-
tion with abaton, see: Soulis 1954: 10; Zivojinovi¢ 1982: 123.

Personalia

131
.



Fig. 1. The Church of Dormition, Matej¢e monastery, 1350s. The donor composition with Jelena
and Uros and the figure of Stefan Dusan, south wall. Photo A. Adashinskaya

St. Athanasios. According to the chrysobull given by Stefan Dusan’s
son, Tsar Stefan Uro$, to Lavra monastery in 1361, the Athonite
foundation received the Monastery of All Saints with its possessions
as a metochion. The donation, as the charter reads, had several pecu-
liarities: the endowment was very generous and substantial; it was
not the ruler, but rather his “mother,” who initiated the donation; and
the gift had a commemorative character “honoring and [providing
for] the soul salvation of the three-times blessed and commemorated
emperor (tsar)” Stefan DuSan*. Considered altogether, these three
factors suggest a quite straightforward political picture of the period.

19 Actes de Lavra: Vol. 111, 82-85, no. 140; Solovjev, Mosin 1936: 200-207, No. XXVIII; Zivojinovic’
2006: 87.

20 The charter is preserved in two versions, in Greek and Old Church Slavonic, issued by the
same chancellery of Tsar Stefan Uros. Probably, the Greek text was produced first, whereas the
Slavonic one — a month later, Actes de Lavra: Vol. III, 83. Greek: émoinoav d¢ (kal) émuéAeioy
VTEQ TG TG (Kat) TG PuX KNS o(wTn)ol(ag) ToD ToLopakaioTov (kat) aowipov PactA(éwg)
o0 avO(év)tov — Actes de Lavra: Vol. III, 84; Slavonic: coTBOpuInesKe 1 MpUAeXaHUE W UbCTU
n A(oy)umieBHbMb cri(a)ceny Tpb0(a)sKeH Haro 1 Ip(1)CHOIIOMMHaKEMaro 11apa — Solovjev, Mosin
1936: 203, No. XXVIIL.
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According to Danilo’s continuer,* Constantinopolitan Patriarch Kallis-
tos “sends to excommunicate the Tsar with the [Serbian] Patriarch
and his archpriests. When this happened, the Tsar comes to repent
and looks for resolving this enmity, but he cannot do so because of
the title and [conquered] towns. And, after this, he ends this life and
gets buried, leaving this enmity unburied behind.” Having rather a
political than actual religious reasoning, such as the conquest of Greek
territories, the proclamation of Stefan DusSan as the Tsar of the Serbs
and Greeks, and the establishment of the Serbian Patriarchy,* this
event caused, nevertheless, a reputational harm and practical dip-
lomatic difficulties to the Serbian state. Thus, many political actions
undertaken by Stefan Dusan’s heirs in different parts of the fragment-
ed empire should be considered as attempts to settle the “unburied
enmity” with Constantinople.”> However, the present donation act
witnessed that the relations with other institutions representing the
Greek Orthodox Church were settled much earlier than those with
the Patriarchate of Constantinople.

Thus, the introductory part of the donation set forth the conditions
attached by the Serbian ruler to the gift:*

* To care about the salvation of the soul of “the three-times blessed
and commemorated emperor (tsar);”

* To write down his name into the Synodikon in order to acclaim and
bless him together with [other] holy emperors according to church
practice;

¢ To write down his name in their holy church brebion in order to com-
memorate him on those days together with the glorious emperors
and ktetors;

* To perform the commemoration of the memory of his soul on the
day of the dormition of his soul.

Moreover, the gift itself is called “repayment\reward for such great
kindness,” implying the establishment of exchange relations between
the donor and the monastery, whereas Tsaritsa Jelena (“my Lady Em-

21 Danici¢ 1886: 381.

22 Mosin 1946; Bogdanovié 1975; Petrovi¢ 1979; Barisi¢ 1982.

23 Besides Tsaritsa Jelena’s policies regarded here, one should also consider the Act by Jovan
Ugljesa of 1368 and Knez Lazar’s embassy of 1375 — Petrovi¢ 1979; Barisi¢ 1982.

24 Solovjev, Mosin 1936: 202, No. XXVIIL
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press/Tsaritsa and mother”)* is singled out as the initiator of the en-
dowment act, asking her son to provide for the chrysobull confirming
her donations. Consequently, one may safely assume that the gift to the
Lavra was undertaken by Jelena before 1361 for the commemoration
and veneration of her deceased husband. Moreover, this commemora-
tion had to be performed in two forms, privately and politically. The
Great Lavra monks commemorated the Serbian Tsar as a private person,
through the performance of memorial services and the mentioning of
his name during the proskomidia rite, together with other ktetors, accord-
ing to the indications of the brebion. They also remembered him as a
political figure distinguished by his contribution to the Orthodoxy, as
the entry of Stefan DuSan’s name into the Synodikon may be interpret-
ed only in this way. This unusual occurrence of the excommunicated
ruler among the emperors glorified for their orthodoxy meant that the
Lavriotes pronounced the acclamations to Stefan DuSan during the
solemn service on the day of the Triumph of Orthodoxy together with
“other holy emperors”.

This way, the condition of the private and political veneration, i.e., the
recognition of Stefan DuSan’s legitimacy despite of his Constantinop-
olitan excommunication, was initiated by Tsaritsa Jelena and agreed to
by the monks of the Athonite Lavra. One may suggest that the political
influence of the Serbian Empire in the province of Macedonia?, as well
as the obvious economic reasons (extreme generosity of the donation)
motivated the monastery to undertake this step, breaking up with the
main political line of the Patriarchate of Constantinople. Indeed, the
gift had an unusually large size and consisted of a metochion, adjusted

25  ApelBopévn TV ToLTNV AvT(@V) KaAoyvwi(av) 1) keod Lo 1) déoTova 1) Lavvar plov
£dwke - Actes de Lavra: Vol. 111, 84; u Bp3aaHmie TBOpe TakoBaro Thxp A00poHpasuia r(0)c(Io)xAa
Mmu 1i(a)p(u)ua m(a)Tu 11(a)p(c)tBa Mu — Solovjev, Mosin 1936: 202, No. XXVIIL.

26 &ypaav TO Gvopa avTOD €V T CLVODdIKM WoTe ev@NuUeioOal (kal) woagiCeaBat avT(OV)
UETA TV eLoE(WV) PaotAé(wv) kata Ty g exkAnoi(ac) ovvrOewav — Actes de Lavra: Vol.
III, 84; u Hamucarre uMe ro Bb CMHOAUITE iako ke Oaaroxsaantu u 04(a)KuTu Ero cp 04(a)
roubCTUBINMU I1(a)pu 10 1p(b)KOBHOMOY WOMJaIo - Solovjev, Mosin 1936: 203, no. XXVIIL Trans-
lation: “They inscribed his name in the Synodikon in order to praise and acclaim him together
with holy emperors in accordance with the church rite.” For more details, see: Rigo 2017: 271;
Adashinskaya 2020: 593-594.

27 Macedonia, as a province of the Palaiologan era, doesn’t completely correspond to the mod-
ern geographic region. Here, Macedonia designates the region between the rivers Strymon and
Maritza, as it was usually applied by Byzantine writers starting with the 12" century (Koder 2000:
20-21, 24), that included the cities of Thessaloniki and Serres. During the last decades of Stefan
Dusan’s reign, the Serbs occupied a significant part of the provice with the exception of the city
of Thessaloniki; the border between the Byzantine and Serbian lands seems to pass on the river
Mesta/Nestos — Soulis 1984: 93.



Fig. 2. St. Kallistos Chapel, Sts. Theodores cathedral, Serres, after 1363.
Photo A. Adashinskaya

lands (all situated in the area north of Serres), and a monetary income
from taxes®.

Another act of patronage performed by Jelena, the chapel adjoined to
the cathedral of Sts. Theodoroi at Serres, should be also viewed in the
context of her memory politics. Both the establishment of the deceased
Tsar’s commemorations and the canonization of the Constantinopo-
litan Patriarch by the Serbian Church (discussed further) served as

28 Cirkovié 1956: 145.
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attempts to settle the conflict with the Patriarchate of Constantinople.
In this sense, the historical memories of the past clashed and its actors
had to be replaced with a more positive image of the Serbian-Byzan-
tine ecclesiastic relations, as the concepts of Past legitimize and frame
the conflicts/reconciliations, identities, or social orders of the Present?,
and in its Present the fragmented Serbian state needed an ally in its
struggles with the approaching Ottomans. Consequently, the memory
of the Serbian excommunication caused by Stefan Dusan’s decision to
establish the local patriarchate and empire in 1346 should have been
replaced by the acts of piety aimed at reconciliation and peace-making.
Thus, after the negotiation of Stefan Dusan’s orthodoxy and right-
eousness with the monasteries of Mount Athos, Jelena made an effort
to represent the ideological unity of the Serbian and Greek Churches
through the commencement of the cult of Patriarch of Constantinople
Kallistos, who had previously excommunicated the Serbian Church
and died during his visit to Jelena’s court.

The cult of Patriarch Kallistos as a saint is attested scarcely®, though
there are some reasons to suggest that it originated around the time of
his death. As John Kantakouzenos reports, Patriarch Kallistos was sent
by John V as head of an embassy to the widowed Jelena. The embassy
negotiated the joint actions “to attack the barbarians in Thrace, who made
evil to the countries of the Romans and the Triballs and plundered for
many days... The spouse of the king accepted the embassy with great
honor...”> However, the embassy’s negotiations did not achieve tangible
results, because the patriarch died in the summer of his arrival (1363
or 1364)* to Serres, during a plague epidemic: “It happened, that the
patriarch himself was fallen down by the heavy decease which, finally,
caused the death to him and, after a short while, to his companions.”
The mission of Kallistos to Serres is also mentioned briefly by a number
of short chronicles. The Chronicles of Dionysiou Monastery (Dionysiou
Ms. 219) and those in the codex Biblioteca Marciana Ms. Gr. 408 (coll.

29 Connerton 1989; Nora 1989; Wang 2018: 27-39.

30 Gedeodn 1899: 116.

31 7oig &v @pdu PaoPagois émbéobat, karws kai v Popaiwv kai ToipaAdv moovot kal
AniCopévolg oanuéoa... 1 nev ovv KoaAn yapetr) v npeofeiav €déEato mooOvpws... — Kan-
takouzenos 1832: Vol. 11, p. 361.

32 Novakovic 1960: 123-124, 140-150; PLP, no. 10478; Ddlger 1965: Vol. V, No. 3095 considered that
Kallistos died in 1363; Ostrogorski 1965: 129, 133 and Soulis 1984: 9o — preferred 1364 as the year of
Kallistos” death. See also Mosin 1949 for the circumstances of the embassy.

33 0UTw d¢ TLUPPAY, AVTAG Te O MATOLAQXTG EVETMETTWKEL VOOW XaAeTT), D' NG Kkal EteAevTn)-
o¢, Kal ol &AAoL ol ovvVOvTES, TATV OALywV... — Kantakouzenos 1832: Vol. I1I, p. 362



672) notice that in the year 6872 [1363-1364] Patriarch Kallistos was
sent with an embassy to Serbia and died there, whereas the Chronicle
in the codex of Bologna (Biblioteca Universitaria, Ms. Gr. 3632) dates
his death with July 20, 13633

The patriarch’s sudden death made the Serbian Tsaritsa to take care
about the funerals of the great hierarch: “Elisabeth buried the deceased
patriarch with great honor in the Metropolis of Feres (Serres)* and
venerated him in a great measure.”>* However, not only the mission
of the alive Constantinopolitan patriarch, but also the presence of
Kallistos” body in Serres appeared to be an event of great importance.
Thus, according to John Kantakouzenos, Jelena started to venerate the
deceased as her “intercessor”:

When from the monasteries of Mount Athos, and, es-
pecially, from the Holy Lavra, the most pious and the

most worthy of praise ones arrived to her and asked

to arrange the transfer of the body of the patriarch to

Athos and to bury him at their place, she did not give

it, saying that she herself has a need in his intercession

(mpootaoia) and (he) should be left with her.>”

Thus, Jelena intended to keep Kallistos” body as relics, whose presence
would symbolize the ecclesiastic unity of Serbia and Byzantium. This
mission of the Constantinopolitan patriarch is usually regarded as the
first attempt to establish relations between the Serbian and Byzantine
Churches after the excommunication of 1346%. However, its immediate
practical reason was a military threat to the Byzantine Empire caused
by the Ottoman presence in Gallipoli*?, whereas the ecclesiastic recon-

34 Schreiner 1975: Vol. 1, 66 (No. 7.16), 93 (No. 9.16).

35 Except for one case (Kantakouzenos: Vol. I, p. 251), Kantakouzenos always refers to the city
of Serres under the name of “Pherai” (62 instances according to the TLG), see: Fatouros, Krischer
1982, Vol. 1, p. 295, footnote 365. The use of this name is considered an attempt to archaize the
narrative, Jirecek 1911: Vol. 1, p. 382, footnote 32.

36 amobavovia d¢ Tov matouioxnV EBaé te peyadomoenag 1) EAloaBet év h) pntoomoAet
Deowv Kkal étipnoe dixpeQovtws Kantakouzenos 1832: Vol. 111, p. 362.

37 QAQIKOPEVWY dE Q" aLTNV kal €K TV &€V ABw QoOVTIOTNIWY TV 0TTOLdALOTEQWY Kol
AVTITTOLOVEVWY GQETAG, MAALoTA DE AadRag TGS LeQAc, Kal denBévTwy Epeival TOV TaToLd-
XOU VekQov &V ABw petayayelv kat O&pat magd opioty, ovk EVEdWKEV, aUTI) HAALOTA ELTTOD-
oa deloOat TS €icelvov mEooTATIag, KAt delv eivat katéxewy mag” éavth). — Kantakouzenos 1832:
Vol. 11, p. 362.

38 Bogdanovi¢ 1975: 81-86; Petrovic 1979: 29-31, 49; Purkovi¢ 1976: 5-7.
39 Nicol 1993: 262-265.
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Fig. 3. St. Kallistos Chapel, Sts. Theodores cathedral, Serres. The interior decoration, after 1363.
Photo A. Adashinskaya

ciliation seems to be a ‘reward” promised to the Serbs. John V himself
chose Kallistos for the embassy, and this choice indicates that the mis-
sion had two main goals: to make an alliance against the Turks and to
establish a certain agreement concerning the excommunication. Against
this background, Jelena’s attempt to establish the cult of the recently
deceased Constantinopolitan patriarch on the Serbian territory with
the assistance of the Serbian Church might be justified politically as a
step toward the legitimization of the Serbian Patriarchate. In doing so,
Jelena acted not as a royal widow, but rather as a ruler who, by using
the tools of patronage, tried to reach a series of political goals.

There is a possibility that the chapel adjusted to the cathedral of Hagioi
Teodoroi in Serres was made for the occasion of Kallistos” death with
consideration to the future cult developments. Nowadays dedicated to
Patriarch Kallistos, this small structure contains an arcosolium inbuilt
into the northern wall, and a recently-discovered medieval burial with
a marble coffin*. Its medieval fresco-decoration comprises the Deesis in

40 Samsarés 2016: 67-68.



the conch of the apse, having an obviously funerary character+. This
burial space was assigned to an important deceased individual, and
taking into consideration Jelena’s efforts to venerate Patriarch Kallis-
tos in Serres, the late-medieval character of the chapel, and its present
dedication to St. Patriarch Kallistos, it seems possible that this edifice
was the commission of Jelena to contain Kallistos” tomb.

Her acts of private devotion are more obvious from the commission
of manuscripts. Between 1355-1363, at Jelena’s order, an anonymous
scribe from Mount Athos prepared three* manuscripts that are nowa-
days kept in the National Library of Athens: EBE 2004 (Ms. Suppl., 4)
Synaxarion for March — April, EBE 2049 (Ms. Suppl. 35) Menaion for
April, and EBE 2035 (Ms. Suppl. 49) Menaion for February#. According
to the scribe’s notes, the codices were ordered through the mediation
of a certain Dorotej, who can be identified with the hegoumenos of Hi-
landar and the protos of the Holy Mount acting in the 1350s—-1360s%.
Linos Politis had doubts about the destination of the books, proposing
that they could be made for Jelena’s private library+; however, taking
into consideration their ecclesiastic service content, it is more probable
that the order was made by the Tsaritsa on behalf of the Prodromos
Monastery near Serres#.

Even in this private donation, one can see the image of the Serbian fe-
male ruler and not that of a widow or even a nun, whom she became
immediately after her husband’s death. At least, such was the official
representation projected to Jelena’s / Jelisaveta’s subjects. Several times,
the scribe’s remarks appealed to the Tsaritsa directly, by using a strange
combination of her laic title (augusta, despoina) and her monastic name:
“my holy empress, pious augusta holy Elizabeth”# or “eternal memory

41 On the commemorative character of the Deesis iconography: Velmans 1980-1981; Thierry 1974;
see further bibliography in Walter 198o.

42 In the colophon, the scribe notes that these were not the only books he produced for the
Tsaritsa, as he has already completed six menaia and intended to make further three for the
Athonite Lavra — Politis 1991: 72; Belyakova (Leber) 2019: 22.

43 Politis 1930; Politis 1991: 72-74, 96; Belyakova (Leber) 2019: 21-23.

44 Politis 1930: 296-300; Purkovi¢ 1999: 87-88.

45 Politis 1930: 301-302.

46 For a similar opinion, see: Belyakova (Leber) 2019: 23. It is also possible that the books were
further used by a Slavonic (Serbian?) monastic or church community, as the manuscript EBE

2004 contains also translations of some Greek words into Old Church Slavonic — Politis 1991: 72;
Belyakova (Leber) 2019: 22.

47 Aéomowad pov ayla evoeBéotatn avyovota ayia EAwoafet — Politis 1930: 290.
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to you, most pious augusta kyra Elizabeth, for the fact that my hands
are busy with writing”+. These direct appellations suggest that the
scribe expected his work to be read by the sponsor herself and that his
lauds were to be appreciated and received by her; therefore, he most
probably applied the official title befitted to his patroness. He also
praised Jelena for features typical to a male ruler®, such as charity and
wisdom: “my holy empress ruling augusta, source and root of charity,
ornamented by all virtues and wisdom, and the fatherland of yours is
the Heavenly metropolis”*. Finally, in the petition addressed to the
Virgin, the scribe directly calls Jelena/Jelisaveta a “Roman ruler,” along
with her son Stefan Uros, and asks to “strengthen them”>".

Thus, looking at the independent patronage acts undertaken by Tsarit-
sa Jelena/Jelisaveta, one may suggest that they were the reflections of
certain policy lines activated in course of her rule. Primarily, all acts
of patronage show the importance of the two Churches (Greek and
Serbian) for Jelena’s government. Their reconciliation was one of the
main goals of her politics, and she was ready to use all the necessary
artistic, memorial, and diplomatic means to achieve it. Her second
point was the support of her ruling status by the Greek and Serbian
ecclesiastic and monastic institutions in the region. By taking a closer
look at the naming formulae used for Jelena/Jelisaveta by the scribes
who produced the manuscripts, one may notice that the ruling formula
or imperial title was combined with the monastic name, and, thus, the
manuscripts promoted Jelena/Jelisaveta not simply as a pious ruler,
but as a ruling nun. Third, the constant presence of the male names of
her husband and son as reference points of her authority (in the donor
composition of Matejce, the Lavra donation charter, and the colophons)
demonstrate that Jelena/Jelisaveta strove to acquire the pious memory
of her deceased husband as a certain basis for the legitimacy of her own
rule and that of her son’s.

48 Alwvia gov 1} pvrun evoepéotatn avyovota kvea EAloaBet 6t éxdotaoav al xeleg Hov
yoauov — Politis 1930: 291.

49 Hunger 1964: 123-143, 240-243.

50 Aéomowvd pov ayla edoeféotatn dvvaoca avyovotar Tyr (kai) oila ¢ éAenuoodvng:
(kat) aoetr) taon (kal) co@io KeKOOUNUEVT): el Ve TATOIC LEV OT) 1] Avw UNTEOToALs — Politis
1930: 291.

51 AAN @ mapBéve kpdTuvov Tovg avaktac ‘Pouaiovg Ztépavov Obgeow (kat) T(1v) pw(nté)
oa tovtov ayi(av) EAwoaPet — Politis 1930: 291. Here, I prefer to translate the Greek ava as ‘ruler,’
in order to avoid the confusion of the terms dvag and ko&Anc.
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Hapura Eaena (Eancasera) CpbOcka KaTO He3aBUCUM
IOKPpOBMTEeA Ha M3KyCTBaTa MeXAy 1355 M 1366 I.

Anna Adawurckas

eaTa Ha ctaTusATa € pas3raeXgaHeTo Ha IIOAUTHKaTa, CBbP3aHa C M3KyCTBa-
Ta, BodeHa oT njapuna Eaena (Eamcasera) CpnOcka, KaTo ce mpocaeassa
poasdTa ¥ Ha IIOKPOBMTEeA B 00JacTTa Ha apXUTeKTypara, AeKOpaTUBHUTE
M3KYCTBa M KHVDKHMHATA 110 BpeMe Ha CaMOCTOsATeAHOTO U yIIpaBAeHNe B
Cepec (1355-1366). AHaAM3MpPaiiKy TaMeTHUIINTE, KOUTO ca CBbP3aHI C HesI
UAU Ha KOUTO Ce IPUIINCBA HeTHOTO CIIOMOIIIeCTBOBATEACTBO, Ce CTpeM:I
Aa TIOKa)ka I10 KaKbB HaulMH HelfHaTa aHTaXKMPaHOCT OTpa3sBa OCHOBHUTE
MOAUTUYECKN HACOK!U B YIIPaBACHMETO I U II0 KaKbB HauMH AMYHOCTTA I
OKas3Ba BAMSAHNE BLPXY (pOpMUpaHETO Ha HelfHaTa COOCTBEHa yITpaBAeHCKa
UAEO0AOTVIS.

Hapuma Eaena (1315-1374), 1aeMeHHnIia Ha 6barapekus nap Vsan Azaek-
CaHABP U ChIIpyTa Ha cprOckus Kpaa (nap) Credan Aymian, e 406pe 1osHa-
Ta B cpbpOCKaTa 1 MeXAyHapodHaTa UCTOpuorpadisl mopasu akTMBHOTO U1
y4Jacrue B IOAUTUYECKIS KMBOT Ha baakanute mpe3 CpeaHOBEKOBMETO, a
CBIIO TaKa M HeoOMuatHuAT ¢axT, ue T nocerrasa CeTa ropa, KOITO € 3a-
OpaneH 3a >xenn. Ts e 611a geeH ITOKPOBUTEA Ha MAaHACTUPY U M3KYCTBa He
caMo KaTo Kpaaulla/llapuiia pu yrpasaeHuero kpaa/uap Credan Ayrman
(1331-1355), HO 1 KaTo BAOBUIIA Ha Kpaas U He3aBUCUM yrpasHUK Ha Cep-
ckaTa o04acT MeXAy 1355 1 1366 1. IIpes 1356 T. T mpuemMa MOHaIIECTBO
oz nMero Eancasera, HO ocraBa B ABOpella ci U IIPOAB/AKaBa Aa Ce 3aHU-
MaBa C IOAUTHKA.

3a ga paszbepeM CBIITHOCTTa Ha MOAUTHUKUTe Ha Eaena B 001acTTa Ha M3Ky-
CTBaTa, e Hy>KHO Te Ja ObJaT pasriesaHn B paMKUTe Ha MTOANTIIECKIS KAV-
MarT OT IepuoJa 1 Ja ObJaT OlleHeH! BLB Bph3Ka ChC cTaTyTa Ha CpnOCKOTO
KpaacTso 1 LIbpksaTa Mexxay 1355 1 1366 1. CTaTisITa pasraesxxa IIbpBILT
aKT Ha He3aBMCIMO ITIOKPOBUTEACTBO OT EeHa 3a cTeHOIMCH B MaHacTHpa
Mareitue, gaTupariu oT 1348-1352 I. U IogdepTaBa TsICHaTa BPb3Ka MeXKAy
IapuIiaTa, KaTo OCHOBaTea, M AYXOBHUIMTE (rlaTpuapx Voanukuit u ury-
MeH Maxkapuii), n3o0paseHnu B 0AU30CT A0 KTUTOPCKaTa KoMIo3nIius. Tosa
e IIbpBaTa MHAMKALNA 3a IO-KbCHUTe IMOANTHKM Ha Eaena, xorarto, XKaTo
BAOBMITA, TS Pa3unTa Ha IbPKOBHIL Jiepeli, TOAKPeIIAIl BAaleTeACKIL] CTa-
TYT Ha 3aMOHalIlleHaTa BAOBHUIIA.
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Caegpamnrte akToBe Ha ITOKPOBUTEACTBO TpsiOBa Aa ObJaT IOCTaBeHM B
paMKuTe Ha LHPKOBHM KOHPAUKT MexAy CpnOckara n Busantmiickara
IIbPKBa, IIpeAn3BIKaH OT Ch3JaBaHeTo Ha HezaBucumara CpbOcKa ITbpKBa I
umnepusaTa Ha cbpou u repiu ot Credan Aymnan mpes 1346 r. B pesyarar
Ha Te3M CHOUTHA KOHCTAaHTMHOMOACKUAT rnarpuapx Kaamer orabusa cnp-
OuTe 1 IpeKbCBa BPB3KUTE MexXAy ABe oomHoctu. [To Tosu Hauny meapusr
Aap Ha Ezena 3a aTonckara /laspa OT 1361 I. € 00yCAOBeH OT Bb3IIOMeHaHue-
TO Ha IOKOIHMS U1 CBIIPYT KaTO DAarouecTus 4OBEK U BeAUK IIPaBOCAaBeH
BAajeTe, paBeH Ha APyTUTe uMIieparopu. Tosa e I'bpBUSAT I OINT Ja IIPO-
MeHn oOpasa Ha MUHAANUTE ChHOUTILL.

Hpea 1363 I. BAaJdeTeaKaTa Ce Bb3I1043Ba OT Bb3MO>KHOCTTa 4a BHECe XapMO-
HIISI BbB B3aIMOOTHOIIIEHVISITA MEXKAY Bpa’kKayBaljliTe ITbPKBIU C IIOCTaBsIHE
Ha4vaa0TO Ha KyAT KbM IIaTplrapx Kaawucr B Cepec. KaAI/ICT, KOWTO OTABUNA
C’bp6I/ITe, IMOo4YMHa4 I10 BpeMe Ha MUCIsITa CI1 B ABOPpa Ha EAEHa, a Baagerea-
KaTa 3aIlO4Ba Jda Iro rnouymuTa KaTo CBOM 3allIUTHUK, HOCTpO}IBaﬂKI/I I1apakanc
B 0AU30CT AO cepcKaTa KaTedpaaa, 3a 4a IPUIOTU TAA0TO Ha IlaTpuapxa.

W naii-HaKpas, JapeHreTo Ha HAKOAKO TPBIKU PBKOIMNCA 3a ATOH ITOKa3-
Ba CbIIleCTByBalllaTa IpeAcTaBsa 3a EaeHa kaTo BaacTsaia MoHaxuHs. Vso-
OpaseHa Ha BCMUYKM MecTa KaTO CyBepeH 3aeJHO CBhC CBOs CUH, Bh3XBaJleHa
OT HaAIVMICUTE 3a KauecTBaTa J1 Ha BAaJeTea, M3II0A3BalKII ChUeTaHIEeTO OT
HeliHaTa CBeTCKa TUTAa (aBrycra, AeclyHa) M MOHaIIeckoTo 1 nme Eanca-
BETa.

Taka 4e, MOXeM Ja cunTaMe, 4€ IIOKPOBUTEACTBEHUTE AEIZCTBI/I}I Ha E/leHa/
EawucaBera ca OTpa’keHne Ha HEHOTO ynupaBaeHne n nmaeoA0rn:l. HOMVIpH—
BaHETO Ha IIbPKBUTE obaue e O1aa HelfHAaTa OCHOBHA ITOAUTUYECKA mea, a
caea ToBa I IIOAKperiaTa Ha TPbIKUTE 1 Cp’L6CKI/ITe IObPKOBHM M MOHaIIIe-
CKIM MHCTUTYI MM B PETMIOHA. He na I10CA€4HO MIICTO, MOA3BalKy MMeHaTa
Ha CBOSI CMH M TOBa Ha ITOKOVIHUS CU ChIIPYT, LlapunaTta C¢b3jgaBa 3aKOHHO
OCHOBaHIE 32 COOCTBEHOTO CU yipaBAaeHMe KaTo TeXeH HacleAHUK.



e W
8N
A

There are more Questions than Answers:
The Post-Byzantine Painter’s Signature
in the Ottoman Balkans

loannis Vitaliotis®
Research Centre for Byzantine and Post-Byzantine Art

of the Academy of Athens

Abstract: The only available primary source on Post-Byzantine painters in the areas
under Ottoman domination are their signatures. In the present essay, we deal with
a number of issues revolving around this subject: I. Why do some painters leave
all their works unsigned? II. Why do some painters sign only a few of their works?
III. Why do some painters make their existence known through an “alternative”
self-reference? IV. Why do some painters sign in more than one way? In any case,
different psychological or social factors seem to play a role in the attitude of the icon
painter towards his own signature.

Key words: Post-Byzantine Painting, Post-Byzantine Painters, Inscriptions

The Post-Byzantine icon painter® in the Ottoman Balkans is supposed
to be at the service of the Orthodox ecclesiastical community, thus
continuing a Byzantine tradition’. At the same time, the recourse to
notarial contracts concerning the order of some icons or an apprentice-
ship was a practice completely unknown in the Orthodox communities

1 Dr. loannis Vitaliotis is Associate Researcher in the Research Centre for Byzantine and Post-Byzantine
Art (KEVMT) of the Academy of Athens and lecturer in the Hellenic Open University. He has been work-
ing 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.

I would like to express my gratitude to my wife Christina for proofreading the text.

2 On the discussion regarding the term “Post-Byzantine art” see Spratt 2012-2013.

3 On painter in Byzantium, in general, see: Vassilaki 1997.
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Fig. 1. Unsigned dedicatory inscription (1483). “School of Kastoria”. Old katholikon of the
Great Meteoron monastery. Photo K. Vapheiadis

under Ottoman domination. The case of Tzortzis discussed below is
a fortunate, albeit rare coincidence of a mention of an icon painter in
church records: As a matter of fact, systematic record keeping was not
an established practice in parishes and monasteries in Ottoman lands,
while in Venetian-occupied areas this was being required by the ad-
ministrationt. Therefore in the Ottoman Balkans, the Post-Byzantine
painters’ signatures, whenever they exist, are customarily the only
primary written source’. The issues that arise from the icon painter’s
signature will be discussed below, through a number of case studies.

I. Why do some painters leave all their works unsigned, to the point
that their name remains altogether unknown?

The inscriptions of the so-called “school of Kastoria” (a conventional
term designating probably more than one workshop) active from the

4 On information on icon painters in Venetian archives see: Konstantoudaki 1973; Konstantoudaki
1975; Tselenti-Papadopoulou 2002; Maltezou 2010; Vassilaki 2010; Drandaki 2017; Vassilaki 2017. On
church registers in Venetian Corfu, see Karapidakis 2012. On parish registers in the islands of
Kythera and Antikythera under Venetian domination see: General Archives of the State. Archives.
Retrieved April 4, 2021 from
http://arxeiomnimon.gak.gr/browse/resource.html?tab=01&id=542609.

5 For a documented list of Post-Byzantine painters, see EAAnvec Cwypapor peta tnv Adwon
(Chatzidakis 1987, Chatzidakis, Drakopoulou 1997, Drakopoulou 2010; a publication of a fourth vol-
ume has been scheduled). It needs to be clarified here that the term “Greek painters” (EAAnvec
Cwypdpor) refers to the language used in their inscriptions.

On the relationship between painting and donors in Mt Athos in 16t-17t centuries see Vapheiadis
2017, 83-140. On the inscriptions of icon painters from Linotopi in Albania see Giakoumis 2000.
See also a corpus of Post-Byzantine inscriptions of Veria (15"-18™ c.) in Papazotos 1994: 110-159,
No. 30-150.


http://arxeiomnimon.gak.gr/browse/resource.html?tab=01&id=542609

Fig. 2. Unsigned dedicatory inscription (1648). “Painter of Hagios Stephanos at Meteora”.
St. Paraskeve church, Megala Vrangiana (Agrapha). Photo 1. Vitaliotis.

Fig. 3. Unsigned dedicatory inscription (1649). “Painter of Hagios Stephanos at Meteora”.
Narthex of St. John the Theologian church, Megala Vrangiana (Agrapha). Photo I. Vitaliotis.

1480’s to the 1530’s and closely related to each other) are eloquent
about this tendency towards anonymity (Fig. 1). At least fifteen en-
sembles of mural paintings and dozens of icons, combining the Late
Byzantine “Macedonian” pictorial tradition with features borrowed
from the International Gothic, have been attributed to that “school”®.
However, not a single name of a painter has been mentioned either in
the preserved inscriptions, or on the icons’.

About a century later, the “painter of Hagios Stephanos at Meteora”
(ca. 1620-1640), a typical representative of the artisan conservative
trend that might be called “Style 1600”® and most probably a native of
northwestern Greece, avoids systematically to sign his works. A total
of four ensembles of murals in Thessaly, namely in Meteora and in

6 On the so-called “workshop” or “school of Kastoria”, see: Garidis 1989: 57-95, Georgitsoyanni
1992, Tsigaridas 2012, Tsigaridas 2018: 316-381.

7 For a similar case concerning unsigned “Italo-Byzantine” frescoes in four churches in Cyprus
(16t c.), see Andronikou 2017.

8 Vitaliotis 2019a: 172, 180.
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Fig. 4. Dedicatory inscription (1565). Painter Frangos Katelanos from Thebes. St. Nicholas chapel,
Great Lavra monastery (Mt. Athos). Photo after Senoglou 1999

Fig. 5. Deomene Virgin and painter Antonios’ signature (1544). Sanctuary, Old
katholikon of Xenophon monastery (Mt. Athos). Photo after Kyriakoudis et al. 1998
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Megala Vrangiana, Agrapha, have been ascribed to himd. Let us add
that all the inscriptions in Agrapha related to his work have been pre-
served (Fig. 2, 3); the content of the original inscription in St Stephen’s
church at Meteora has been reproduced in that of the second phase, by
priest Nikolaos from Stagoi™.

II. Why do some painters choose to sign only few of their works or
only one of them?

We will limit ourselves to mentioning here Frangos Katelanos, active ca.
between 1539 and 1560"". This idiosyncratic and exceptionally skilled
painter signs in a conventionally modest manner his last dated murals
(1560), in St. Nicholas chapel in the Great Lavra, Mt Athos: (...) xeip
evtedeotatov Ppayyov, tov KateAdavov éx Onpwv tnc (Bol)wtiag
(by the hand of the most unworthy Frangos Katelanos, from Thebes of Beotia)*
(Fig. 4). The rest of his works (a total of seven fresco cycles, as well as
over twenty icons and bema doors) are unsigned. Therefore, if it was
not for his signature in Mt Athos, Katelanos’ name and birthplace alto-
gether would be completely unknown. Moreover, it is quite ironic that,
based on the area of his activity (Aetolia, Epirus, Meteora and western
Macedonia), but also on his iconographic sources, we would probably
presume the origin of that “anonymous painter” from Ioannina, the
major artistic center of 16™-century Ottoman western Greece.

III. Why do some painters take care to make their existence known
through an “alternative” self-reference?

Probably a native of northern Greece, Antonios appears to be active in

9 Frescoes ascribed to the “painter of Hagios Stephanos at Meteora” (Vitaliotis 2001, Vitaliotis
2008): a. Old Catholicon of Hagios Stephanos Monastery, Meteora, ca. 1630-1645. b. St. John the
Theologian, Megala Vrangiana, Agrapha, naos, 1646 (together with an anonymous painter of the
“school of Agrapha”). c. St. Paraskeve, Megala Vrangiana, 1648. d. St. John the Theologian (as
above), narthex, 1649.

10 Vitaliotis 2001: 42.

11 On Frangos Katelanos’ inscription see: Chatzidakis, Drakopoulou 1997: 76, On Katelanos in
general see: Garidis 1989: 189-199, Chatzidakis, Drakopoulou 1997: 76-79 (KateA[AJA&voc Podyyoc),
Semoglou 1999, Tourta 2002, Siomkos 2006, Strati 2018.

12 Chatzidakis, Drakopoulou 1997: 76, Semoglou 1999: 16-19.
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Mt Athos (Xenophon and St. Paul monasteries) between 1537 and 1552.
A short prayer accompanying a deomene Virgin in the sanctuary of the
old katholikon of Xenophon (1544) is the only written source related
to him: Avtwviov To0 oov dovAov uvnoOntt taxa x(ai) Cwypagpov (re-
member Thee of your servant Antonios, the so-called painter)® (Fig. 5).

The frescoes of no less than five katholika of monasteries in Mt Athos
and in western Thessaly, entirely or partially, as well as a few icons,
have been ascribed to Tzortzis the Cretan (ca. 1546-1568). Although he
avoids notably signing his paintings, he had the good luck to be men-
tioned twice in monastic sources. The first one, contemporary to him,
is a 16'h-century manuscript concerning a zeteia'* of Dousikon monas-
tery, Thessaly, and mentioning Tzortzis from the Castle of Constantinople
(Kaotpov Kwvotavtivovnodewc)® as the painter of the main church.
The second source (1634) comes from a notice in a hand-written Typ-
ikon of Dionysiou monastery, Mt Athos, where the katholikon is said
to have been painted by that admirable painter Zorzis the Cretan*®. Inter-
estingly enough, the name of the second main painter, a collaborator
of Tzortzis, had fallen into oblivion®.

In 2010, Tzortzis was hypothetically identified with a certain George,
whose name is mentioned in a prayer inscribed on the back of the
three despotic icons of the katholikon of Dionysiou: MvnoOnti Kvpte
700 dovAov gov ['ewpyiov (Remember Thee o Lord your servant George)'™
(Fig. 6). Actually, the icons fit perfectly in matter of style with those
frescoes in the same church attributed to Tzortzis. A comparison with
Theophanes Strelitzas Bathas, perhaps about 20 years older than Tzort-
zis, is quite instructive: Theophanes, also a Cretan, does not fail to put
his signature on the votive inscriptions.

13 Chatzidakis 1987: 171 (Avtviog [2]), Toutos, Fousteris 2010: 393, No. 15.1. On Antonios see:
Garidis 198y7: 160-163, 356-357, Kyriakoudis et al. 1998, Toutos, Fousteris 2010: 393-401, No. 15.1,
Tsigaridas 2014 (review: Vassilaki 2015), Cigaridas 2018.

14 zeteia ((nTeia): Peregrination with collection of offerings (see: Aggelomati-Tsougaraki 2007;
Giakoumis 2017).

15 The phrase should be interpreted as naming Tzortzis’ place of residence at that time. On the
document mentioning Tzortzis’ name see Velenis 1974.

16 On Tzortzis see: Velenis 1974, Chatzidakis 1987: 297 (Zwolng [I'ecoytog, TCwoting]), Garidis
1989: 159-160, 165-171, Anagnostopoulos 2010, Drakopoulou 2010: 296-297 (Zwolng [I'ewoytog,
TCoting]), Vapheiadis 2010: 63-276, where the previous bibliography is to be found.

17 Vapheiadis 2010: 63-84.

18 Vapheiadis 2010: 130-137.



Fig. 6. Inscription with the prayer of George (I'eoytoc) (painter Tzortzis?), on the
back of an icon of Pantokrator (ca. 1546). Katholikon of Dionysiou monastery
(Mt. Athos). Photo after Vapheiadis 2010
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Fig. 7. Prothesis decorated with the Utmost Humiliation (1) Axoa Tameivwotic) and two angels

bearing scrolls with names for commemoration (ca. 1600). Painters Alexandros Drosinos,
lIoannis, Ioannis. St. Demetrios church, Megala Vrangiana (Agrapha). Photo I. Vitaliotis.

The icon painters are occasionally mentioned in the prothesis, as a part
of the diptychs (the so-called parresia). This is the case with priest Alex-
andros Drosinos and his companions, mentioned on the scroll held by
an angel in the prothesis of St. Demetrios church, in Megala Vrangiana,
Agrapha (ca. 1600): (...) HETA TOD KEKOTUAKOTOC &V T1) [OTOPLQ TAVTT)
ava&iov iepéws tov Apoovov AdeEavdpov k(at) Tw(avvov) Tw(avvov),
([remember Thee also of me, priest Pagratios, being the rector during
this historia™] together with unworthy priest Alexandros Drosinos, who has
labored in this historia, and loannis, Ioannis)* (Fig. 7).

19 historia (ioTopia): (also) painting, image (H ITvAn yia v EAAnvixn TAwooa - Emtitoun Ae-
&ivov Kpiapd. Retrieved May 4, 2021 from https://www.greek-language.gr/greekLang/medie-
val_greek/kriaras/search.html?lq=t0togia&dq=).

20 Sdrolia 2012: 71-72.


https://www.greek-language.gr/greekLang/medieval_greek/kriaras/search.html?lq=éóôïñßá&dq=
https://www.greek-language.gr/greekLang/medieval_greek/kriaras/search.html?lq=éóôïñßá&dq=

Fig. 8. Metrical inscription on a Vita icon of St. Nicholas, with Onuphrios” the Cypriot signature in red
capitals (below): XEIP ONOY®PIOY KYTIPEOY (ca. 1590-1605). “Onufri” Museum, Berat (Albania).
Photo after Water in Arts and Crafts in the Berat Region, ed. Konstantinos Giakoumis, Tirana 2015

IV. Why do some painters sign in more than one way?

In his first fresco decoration in Ottoman Greece, in Hagios Nikola-
os Anapafsas at Meteora (1527), Theophanes Strelitzas Bathas signs
as follows: yeip Ocopdvn ulovalxlov] tov év tn Kpitn ZtpeAntlac
(monk Theophanes in Crete Strelitzas). However, a few years later, in
1535, the murals of the katholikon of the Great Lavra are presented
by the already famous artist simply as the work of sir Theophanes the
monk (kvpov Ocopavn uovaxov)*. He will be mentioned in the same
way in a handwritten note on a manuscript of the same monastery,
after his repose.

Onouphrios the Cypriot, active in Albania between 1591 and 1625%,
adds the toponymic “Cypriot” after his name, usually in colloquial
Greek (demodes): xeip Ovovppiov Kvnpéov (by the hand of Onoufrios the
Cypriot) (Fig. 8). However, in four despotic icons painted in 1614-1615
(three from the Transfiguration monastery in Catista, S. Albania, as
well as a Virgin Eleousa, now in the National Historical Museum in

21 Chatzidakis, Drakopoulou 1997: 381, Toutos, Fousteris 2010: 65, No. 2.1, 375, No. 14.1. On The-
ophanes see: Chatzidakis 1969-1970; Garidis 1989: 137-158; Chatzidakis, Drakopoulou 1997: 381-397
(ZroeAitCac-Mnabag Oeopavnc); Tsigaridas 1996-97; Sofianos, Tsigaridas 2003: 79-99; Tsigaridas
2016; Anagnostopoulos 2017 (with previous bibliography).

22 Chatzidakis, Drakopoulou 1997: 381, Toutos, Fousteris 2010: 375, No. 14.1.

23 On Onouphrios the Cypriot see: Chatzidakis, Drakopoulou 1997: 258 (Ovoveotog [2]), Drako-
poulou 2006: 84-87, No. 20-21, Vitaliotis 2016, Vitaliotis 2019b.
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Fig. 9. The Virgin Eleousa. Below: Detail with a medallion bearing
Onuphrios’ the Cypriot signature: XEIP ONOY®PIOY TOY KYTIPIOY
av&etov (1615). National Historical Museum, Tirana.

Photo Muzeu Historik Kombétar



Tirana), he switches to the archaizing toponymic Kompioc. Moreover,
the inscription on the Eleousa (1615) is noticeable for the one and only
mention of Onouphrios” father, Auxentios* (Fig. 9).

A third case that we will mention here comes from the very end of
the Post-Byzantine pictorial tradition. Nikolaos Soteriades, an eclec-
tic icon-painter from Ottoman Constantinople, signs as NtkoAaog
Lwtnpadns KwvetavtivovrioAitne (from Constantinople), as seen on a
Vita icon of Sts. Demetrius and Menas (1844) from Varna®. However,
on one of his late works (1865), inspired by the Hagia Sophia, he has
seemingly switched to an archaizing phrasing, both for his surname
and the pompous toponymic (NikoAaoc Zwtnpiov BvCavtioc)® (Fig. 10).
The latter is used in late 18t and 19t century archaizing Greek to des-
ignate a Greek originated from Byzantium?.

Given the information scarcity concerning the Post-Byzantine painters,
an a priori statement would be that the answers to the above questions
cannot be but hypothetical, albeit well-reasoned.

First of all, it would not be erroneous to consider the frequent ab-
sence of the Post-Byzantine painter’s signature as the continuation
of a Medieval tradition®. For instance, regarding Early Renaissance
paintings in Venice, there is an increase on the number of signatures
in the course of 15t century®. That said, it is obvious that the artist’s
anonymity is not a feature exclusive to the Orthodox “pre-modern”
East®. As a matter of fact, Post-Byzantine art can be plausibly related
to the concept of the devotional image, as it is also the case with the ear-

24 Vitaliotis 2019b: 267.

25 Moutafov et al. 2008: 87 with the previous Bulgarian bibliography; Tourta 2011, No. 50 (A.
Trifonova).

26 Vitaliotis 2017.

27 See, for example, Moutafov 2015 on an icon of All the Saints in the National Archaeological
Museum of Sofia (1771) painted “by the hand of Constantine Byzantios the sinner” (0t xetpog
Kowvotavtivov duaptwAov tov BuCavtiov). Moreover, Theodore, a young painter from Ottoman
Constantinople, put to death in Mytilene in 1795 for renouncing his previous conversion to Islam,
is mentioned in the Neon Martyrologion (1%t ed.: Venice 1799) as new martyr Theodore the Byzantine
(BuCavtievc) (Nicodemus the Hagiorite 1856: 240-258).

28 On artist’s anonymity in the West during the Middle Ages see: Guilmain 1965; Sekules 2001,
40-42 (also on signatures). On medieval artist, in general, see Sekules 2001: 35-59 (with further
bibliography).

29 Matthew 1998: 620. See also: Keizer 2015 (for Early Renaissance); Cranston 2018.

30 On this subject see Vassiliou 2017.
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ly Netherlandish painting (15 c.)?": The established “spiritual value”
of such a copied image prevails over its originality and the signature,
as a mark of individuality, decreases in importance. Unfortunately,
there has been no statistics so far concerning the number of anony-
mous Post-Byzantine painters on the basis of works which cannot be
attributed to an “eponymous” artist.

However, the key question remaining unanswered is: Why in some
workshops or “schools” we do not know a single name of a painter?

For the so-called “school of Kastoria” (late 15% — early 16 c.), the
power of local tradition could be invoked: Among the nineteen Late
Byzantine (ca. 1360-1450) ensembles of frescoes associated with the
city of Kastoria, only two have been signed*. Another “persistently”
anonymous artist, that “of Hagios Stephanos at Meteora”, judging
from both iconography and style, might have his origins from one of
the villages of Mt Gramos®. However, the anonymity is far from be-
ing a permanent characteristic of the “school of Gramos”, since about
eighteen names of painters are known from votive inscriptions (though
not all their frescoes are signed)*. At any rate, concerning the “painter
of Hagios Stephanos” the systematic absence of signature might well
be related simply to a personal attitude.

Personal or psychological factors have also seemingly played a decisive
role to not signing their works for the two above-mentioned eminent
mid-16th-century painters, Frangos Katelanos and Tzortzis the Cretan.
However, as we saw above, both attempts at anonymity were proven
somehow incomplete: Tzortzis mentions his name in the context of a
supplication on the back of an icon, while Frangos Katelanos apparently
violated this principle in the last of his surviving works (1560). Did he
care for posterity, being “jealous” of Theophanes, who had already
put his signature in the katholikon adjacent to St. Nicholas chapel? Or
was he encouraged to do so by the donors, in this case the monastics?

31 Powell 2006.

32 Namely, the Dormition church in Zevgostasi, near Kastoria (Demetrios, painter and “so-
called” cantor, mentioned in a liturgical inscription) and the cave church of Globoko, Great Pre-
spa lake, in Albania (Alexandros, “disciple of painter loannes”) (Tsigaridas 2016b: 356, 457, 528).

33 On the “school of Gramos” (villages of Gramosta, Linotopi, Borboutsiko, Zerma), see: Tourta
1991, Giakoumis 2000, Tourta 2001, Strati 2003-2004, Chouliaras 2009: 171-508, Karamberidou 2009:
357-372, Skavara 2011, Tsambouras 2013.

34 Tsambouras 2013: 11, 1-12.



Fig. 10. Coronation of the
Virgin with the Deesis, a
Vision of the Hagia Sophia
and St. Panteleimon.
Below: Detail with the
painter’s signature: xeip
NucoAdov Lwrtnplov
Bulavrtiov (1865). St. John
church, Makrotandalo,
Andros (Cyclades).

Photo I. Vitaliotis.

As for the changing of the painter’s self-reference, this should apparently
be explained in correlation with the donor or the beholder. Theophanes
Strelitzas mentions himself in a “modest” way in the Great Lavra, in
contrast to his signature in Anapfsas (1527). Whether in pretense or in
truth, this demonstration of “humility” is easily comprehensible: In
1535, Theophanes was already a member of the Athonite monastery
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community. On the other hand, Onouphrios the Cypriot had recourse
to the archaizing toponymic Kvrpioc only for few icons, most of them
ordered by learned clergymen. Given his limited education, it might
be even possible that he changed his signature at their suggestion. In
the case of Nikolaos Soteriades or Soteriou, the archaizing form of sig-
nature on one of his late works might have to do with its destination to
the island of Andros, in Cyclades, part of the then new Hellenic state.

It is evident from the above discussion that there cannot be a one-dimen-
sional interpretation of the Post-Byzantine painter’s attitude towards the
signature question. Different factors may play a role, especially when
dealing with “public art”?5: The creator’s personality, the attitude of
the donors?®, and that of the beholders or, in the case of murals, that of
the receptors — the community members —, the tradition of a specific
workshop or “school”, or just a local custom.

Social factors may evolve with time. For instance, the custom of the
unsigned frescoes in Kastoria becomes much looser in the 17t century.
Noteworthy, Nicholas (IV) from Linotopi, creator of the fresco cycle of
St. Nicholas-of-Archon Thomanos church (1639), thought appropriate
to immortalize a family trip to Constantinople through two later addi-
tions, in vernacular Greek, to the original dedicatory inscription. The
longer one is as follows: + When I, Nicholas, went to Poli (totn moAn) with
my lady in the year 1664, on the 15% of the month of June, and (with) my
mother Malina®. Might this “arbitrary” publication of personal travel
memories be considered a symptom of modernity? We would dare
to answer affirmatively. In any case, regarding the fresco decorations,
since the end of 17t century the Post-Byzantine painter’s anonymity
goes gradually out of vogue, although it does still persist in some cas-
es®*. In fact, this is only one among the numerous signs of modernity
already appearing then in the Orthodox East?.

35 On public art see Hein 1996.

36 On the relationship between artist and patron from a sociological perspective see Schapiro
1964.

37 Paissidou 2002: 47-49, 293; Paissidou 2020: 414, 418, fig. 20 (English translation: I. Vitaliotis).

38 To cite but one example, the frescoes of the year 1739 in Dousikon monastery, Thessaly, in a
“narthex” situated over the lite of the katholikon, are unsigned (Tsiouris 2017: 2014-2015).

39 The adoption of the Anno Domini system of Dionysius in church inscriptions in Ottoman
Balkans (mid-17*" century) might be interpreted as another sign of modernity (Vitaliotis 2019:
242-243, No. 28). On the preliminary steps of the Neo-Hellenic Enlightenment (17t — early 18 c.),
see Kitromilidis 2000: 33-53.
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Bonpocume ca noseue om 0omzosopume: mOAIMCHT
Ha IIOCTBM3aHTUIICKusA 30rpad oT baakanure
no BpeMme Ha OcMaHCKaTa IMIIepus

HOQHMC Bumaauomuc

EAMHCTBEHMAT M3BOP, C KOWTO pasiolarame 3a IOCTBU3AaHTUIICKUTE 30Tpa-
¢$u B paitoHuTe 10/ OCMaHCKA BAACT, Ca TeXHUTE MoAmucU. B HacTosmaTa
CTaTus Ce PasTAeXAaT MHOXKECTBO BBITPOCH, M3HUKBAIIU OKOAO Ta3! TeMa,
C ITOMOIIITa Ha HAKOAKO M3CAe40BaTeACKN 11oaxoaa. I. 3amo naxou sorpadpu
ocTaBAT paboTuTe cu Heroamnucanu (Hamnp. ,3orpadst ot ,Cs. Credan” Ha
Meteopa”)? II. 3amo Hsakou 3orpadpu MOANMUCBAT CAMO HAKOU, UAU AOPU
camo egHa ot paborute cu (Hanp. ®panroc Kareaanoc)? III. 3amo naxon
3orpadu crapaT IIO3HATH Ype3 ,aATePHAaTUBHO" cBeJeHne 3a cebe cu (Hamp.
Asopazuc Kpurannna)? IV. 3ammo Hsakou 3orpadu ce MoAnucsaT 1o Iosede
ot eaus HauuH (Hanp. Oryppuii Kunmspera, Hukoaaoc Corupuagec)? Ot-
rOBOpHUTE Ha Te3U BBIIPOCHK Ca 110 HEOOXOAUMOCT XumnoreTndnu. Pazanann
(akTOpH, ICUXOAOTUIECKN AN COITMAAHN, U3TAEXKAA, UTPAAT POAs B OTHO-
IIeHIETO Ha IOCTBU3AHTUICKISA 30Tpad KbM COOCTBEHNS MY ITOAIIC.



Pope Sylvester from the St. Stephen
Church in Nessebar

Tereza Bacheva®
Institute of Art Studies, Bulgarian Academy of Sciences

Abstract: In the Metropolitan Church of Nessebar, in the 16™-century wall paintings,
Pope Sylvester is depicted in the south nave between St. Ignatius Theophoros and
Sts. Constantine and Helena. The Roman bishop is represented with a triregnum, an
insignia that links him to the so-called Donatio Constantini, whose text appears in the
8™ century. The paper examines the development of possible image narrative struc-
tures, on the one hand, through the place where the bishop and the imperial couple
are depicted, creating a compositional unity, and, on the other, in the derivation of
historical connections through the symbol of the papal regalia between the Roman
bishop and the emperor. Along with this, questions, concerning the transfer of the
triregnum as an artistic element through possible patterns of transfers in the Balkan
art of the 16" century, are also raised.

Key words: St. Sylvester, St. Constantine, bishops, triregnum, Donatio Constantini

The painting of St. Stephen’s Church in Nessebar> was complete
in 1598/99 during the time in office of bishop Christophorus who
inherited the diocese of Nessebar by his predecessor Ignatius. The
wall painting programme, and more precisely, the bottom register
of the south nave, with the saints depicted in full length opens up
possibilities for the interpretation of themes related to the position of

1 Tereza Bacheva is a PhD student in Byzantine and Post-Byzantine Art at the Fine Arts Department, In-
stitute of Art Studies; her doctoral thesis studies the representations of the Roman bishops in Orthodox art.

2 With thanks to Prof. Emmanuel Moutafov, Prof. Bisserka Penkova, Assoc. Prof. Margarita
Kuyumdzhieva, Assoc. Prof. Marco Scarpa and Grigoris Manopoulos for their help in writing
this paper.
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the Metropolitan Church of Nessebar
within the Ecumenical Church and
more specifically the depiction of St.
Sylvester Pope of Rome, here in full
length in the lowest register of the
frescoes of the 16t century (Fig. 1a,
1b). The image is next to the right of
that of St. Constantine, who is tradi-
tionally represented with St. Helena
and the cross between them. The de-
cision to place Constantine and He-
lena on the south wall, rather than
in their more common position on
the west wall’>, was probably the re-
sult of the intention to maintain the
compositional unity between the fig-
ures of Constantine and Sylvester and
to make the image of the emperor
serve functions other than the usual
order around the apotropaic motifs
at the south entrance+. The way Pope
Sylvester is depicted next to Emper-
or Constantine in Nessebar has no
equivalent. Several compositionally
similar images in earlier monuments
from the Balkans are close to the pic-
torial scheme from Nessebar, espe-
cially in the relationship of episcopal
images to those of Constantine and

3 The depiction of the imperial couple in this lo-
cation is repeated in two more churches in Nesse-
bar dated from the late 16t and early 17t centuries
— the Church of the Ascension of Christ (St. Spass):
Gergouva 2012a: 29; and most likely in St. George the
Younger: Gergova 2012b: 184. The wall-painting pro-
grammes of both churches hold parallels with the
wall-painting programme of St. Stephen Church,
discussed in the context of one and the same artistic
circle: Popova 1985: 36-40; Gergova, Moutafov 2004:
50-51; Moutafov 2022: 297.

4 Walter 2006: 98. On determining the place of the
imperial couple with the cross between them in the
Fig. 1a. St. Sylvester. The New Metropolitan in Nessebar, wall-painting programmes of Byzantium churches,
south wall, naos. Photo I. Vanev see Gerov 2004.



Fig. 1b. St. Ignatius Theophorus, St. Sylvester, Sts. Constantine and Helena. The New
Metropolitan in Nessebar, south wall, naos. Photo I. Vanev

Helena: St. Sava of Serbia, to the right of the imperial couple on the
west wall of the church at Gracanica (c. 1320)3; beside St. Nicholas
and St. John the Baptist on the north wall of the church in Dolna
Kamenica (14% c.)® and St. John Chrysostom (together with St. Peter
and St. Paul) on the north wall of the church in Arilje (1296)".

Pope Sylvester (314—335) occupies the See of Rome at a time when
revolutionary events are taking place — persecutions against Chris-
tians end, the Church is recognized, Christianity becomes the official
religion of the Roman Empire; the First Ecumenical Council of Nicaea
in 325 is convened in an agreement between the emperor and Pope

5 Walter 2006: 99, fig. 79.
6 Walter 2006: 100.
7 Walter 2006: 100, fig. 256.
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Sylvester®. As a consequence of the political events that transformed
the relationship between State and Church, the first bishop acquired
a highly legendary reputation® and his personality naturally began
to be associated with significant events as well as directly with the
personality of Emperor Constantine™.

On the other hand, the iconographic frame seems routine: the rep-
resentation of Constantine is in the traditional scheme, and Sylvest-
er — in the manner usual for Roman bishops in Orthodox art, with
sakkos, omophorion, holding a Gospel in the left hand, and with the
right hand making a gesture of benediction. What introduces a new
meaning into the relationship between the two images is Sylvester’s
papal regalia. It refers to the so-called Donation of Constantine (Con-
stitutum Constantini or Donatio Constantini)", the text of which was
composed towards the middle of the 8" century*> and known from
copies from the gt century onwards. According to it, Emperor Con-
stantine gives Sylvester and his successors to the Holy See the power
to govern Rome, and with it — the western part of the Roman Empire.
In short, the probable reason for the appearance of such a text is in
connection with the drafting of arguments surrounding Pope Stephen
II’s (752—757) negotiations with Pepin the Short and the granting of
the lands held by the Lombards to the Rome, which also marked the
beginning of the extension of the papal rule over wide territories®. In
exchange for these lands, Pepin the Short received the title ‘Patrician
of the Romans’*# from the pope, symbolically placing him on a par

8 The procedure refers to a time when state administrative models were being established or
adapted to the already existing practice in the Church of convening councils, but the joint con-
vening of the council by the emperor and Pope Sylvester is mentioned in texts from the 7% cen-
tury. Hefele 1873: 9, 269; Dvornik 1961: 15-16. The emperor’s role in the council was according to
the existing legal and administrative procedures in the empire, in which the emperor made the
decision. In the new situation with the Church, some change or adaptation was necessary with
regard to bishops in general. Concertation in the convocation of a council between the emperor
and the bishop of Rome was already the practice under Sylvester’s predecessor, Pope Miltiades
(311-314), with the convocation of the Council of Rome in 313. See Dvornik 1951: 12-17; Walter
2006:78; O’Malley 2010: 28-29.

9 O’Malley 2010: 31.

10 The baptism of Constantine by Pope Sylvester mentioned by John Malalas in his Chronicle in
the 6t century is also a legendary narrative; but if in the East the theme did not become widespread,
in the West, on the contrary, after the appearance of the text of Constantine’s donation this theme
became popular: Walter 2006: 34; Vassilaki 1987: 81-82; Petrovich 2004: 357-358; Walter 2006: 114.

11 O’Malley 2010: 31-32. Latin text and English translation in Valla 2007: 163-183.
12 Jalland 1949: 373.

13 O’Malley 2010: 58-62.

14 O’Malley 2010: 59.



with Emperor Constantine. Thus, the text of the donation linking
the emperor and the first bishop of Rome created the necessary (and
possible) legitimacy between the heirs to the papal throne and the
new emperors of the West™.

As far as the insignia of St. Sylvester from the murals in the metro-
politan church of Nessebar is concerned, the text of the Donation is
important because it also mentions the diadem given by Constantine
to Sylvester: ... we grant to those holy apostles, our lords, the blessed Peter
and Paul and through them to the blessed Sylvester, our father, the supreme
pontiff and universal pope of the city of Rome, and to all his successor pon-
tiffs, who will be sitting in the seat of the blessed Peter until the end of the
world... then the diadem — that is, the crown on our head at the same time
the Phrygian tiara. A pictorial version of this part of the text of the
Donation is represented by the wall painting Vita of Pope Sylvester
from the chapel of San Silvestro (1246) in the basilica of Santi Quattro
Coronati™in Rome. Constantine offers the tiara to Pope Sylvester, and,
in a continuation of the plot, the next scene shows Sylvester no longer
wearing the mitre from the previous episode, but the tiara (and all the
insignia handed to him), entering Rome triumphantly on a horseback,
led by the emperor® (Fig. 2a, 2b).

The offering of the imperial insignia (imperial sceptres, pikes, banners,
umbrella (umbraculum), etc.*®) formalized the transfer of imperial power
to that of the episcopate®, setting a precedent hitherto unknown to the

15 The model of the triumphant Christian emperor and, simultaneously, the patron and pro-
tector of the faith after Constantine has been accepted also by the medieval rulers: Biliarsky 2016:
213-218, whereas the formula ‘new Constantine” is used both by the West and the East: Kazhdan
1987: 246; Walter 2006: 104-106; Bakalova 2007: 40-42, and is transferred into the iconography of
images of Eastern rulers: Walter 2006: 107-110; Bakalova 1977: 161-166.

16 In antiquity, a distinction was made between a crown, with which victory was associated,
and a tiara, which was the insignia of the ruler, but after the 4™ century, crown and diadem/tiara
began to be conflated as names. In the Renaissance they were equated in the west as meaning: see
Walter 1982: 118-119 and Miiniz 1898: 250.

17 Valla 2007: 177-178. The text goes on to list the other imperial insignia: ... and the super humeral
band (which is the strap that normally goes around the imperial neck), but also the purple cloak and the
scarlet tunic and all imperial vestments, or the rank of commanders of the imperial cavalry. We confer on
him as well the imperial sceptres and at the same time pikes and standards and banners and various impe-
rial decorations, and every procession of our imperial eminence and the glory of our power.

18 Demus 1997: 126-127.
19 See Walter 2006: 60.

20 Valla 2007: 179.

21 See Piltz 1977: 128-130.
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Fig. 2a. Pope Sylvester receiving the tiara from emperor Constantine. The oratory of San
Silvestro in basilica Santi Quattro Coronati, Rome (1246). Photo R. Pasztaleniec OFMCap,
courtesy of Monache Agostiniane Santi Quattro Coronati, Rome

Church and the Empire. Until the 14* century there was no doubt** in
either Rome or Constantinople about the authenticity® of the text of
the Donation, however, and after the controversy began, it seems to
have been perceived differently in the West and the East*.

22 Pope Leo IX (1049-1054) used the text of the Constantin’s Donation as an argument for su-
premacy of the Holy See in the controversies between the Eastern and Western churches from 11t
century, when, as L. Bréhier mentions, neither Rome nor Constantinople had doubts about the
authenticity of the Donation: see Bréhier 1899: 190-191.

23 In the early 14 century, in the context of the unrest over the political propaganda of the
papacy, Dante Alighieri called Sylvester “the first rich father” (Ad 19:115, 17): Park 2012. In 1441
appeared the most analytical - philological and historical - treatise by Lorenzo Valla (1407-1457):
Valla 2007, polemicising with the compiler of the Donation and pointing out systematic factu-
al inconsistencies, including inaccuracies regarding the use of the names diadem, the adjective
phrygian, etc. However, Valla’s text is politically connected to the conflict between the kingdom
of Naples and Rome, and Valla himself was an advisor to Alphonsus of Aragon, king of Naples.

24 In the East, the text of Constantine’s donation is also well known, though only partially trans-
lated. Additions appear in the Slavonic translations that are missing in the Latin original and in
the Greek translation concerning the inheritance of the great thrones (in the part that speaks of
the surrender of the Church to Sylvester), in this addition, the Constantinopolitan is given first

NS



Fig. 2b. Pope Sylvester and emperor Constantine entering Rome. The oratory of San Silvestro
in basilica Santi Quattro Coronati, Rome (1246). Photo R. Pasztaleniec OFMCap, courtesy of
Monache Agostiniane Santi Quattro Coronati, Rome

The ceremonial crown of the popes becomes the insignia of their pow-
er in the political context of the papal state, which goes through the
transformation emperor—pope: Ubi papa, ubi Romi*. Pope Innocent III
(1198-1216), formulated the meaning of the tiara as signum imperii —
earthly power, and the mitre as signum Pontificii — spiritual power, mak-
ing a clear distinction between regnia and mitre*. He personally added

place after Sylvester (with the analogy of the apostle Andrew) and, respectively, Mark/Alexandri-
an, Luke/Antiochian, and James the brother of God/Jerusalem, a hierarchy that follows the one
established by the Second Ecumenical Council of Constantinople in 381, and according to canon
28 of the Fourth Ecumenical Council of Chalcedon in 451: Afanasjeva 2019: 118-120. See also: Guran
2007; Angelov 2009; Bara 2017.

25 Changes in papal authority naturally affect any symbolism associated with it, including in
terms of space in the coronation ceremony: Rome with the extra urbi formula, i.e., in the city, Pope
Sylvester’s old oratory at Lateran with the porphyry throne, etc., see Lomakin 2012: 157-159; 174-178
26 The quotation is from a sermon about St. Sylvester: Innocentius III: 481. The change started
with the mitre and its use for non-liturgical purposes, which refers to the pontificate of Pope Leo
VIII (964-965), and around the 12t century the form of the mitre was established as it is today: see
Noonan 1996: 364-365.
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to the papal tiara the first golden hoop, i.e., a
crown? (Fig. 3). The name regnum, which re-
fers to a crown used in ordination ceremonies,
came into use as early as the 10th century, and
with the development of the idea of papal

Fig. 3. The tiara of Pope Innocent III.

authority, the introduced name triregnum?>
became established. The reason for the intro-
duction of three crowns® remains debatable,
symbolically it was related to the unification
of the three forms of authority in the person
of the pontiff: ecclesiastical, royal and im-
perial®. It is an insignia with an ecumenical
symbolism because of its oblate form, and
a prefiguration of the Una Sancta or imita-

Graphical model after the portrait tio imperii (correlated to the time when the
of Innocent III from the Upper .

church of basilica of St. Francis emperors of the HolyiRoman Empuje be'gan
in Assisi, Giotto, 1296-1304. to be crowned three times). Some view it as
Photo after Miintz 1898: 266 a symbol of the three Churches — the war-
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ring, suffering and triumphant; or the Holy

Trinity, the triple mission of the Pope —to be
father of the King, mentor of the world, vicar of Christ>". In the pro-
cess of the development of the papal ideology and all the meanings
that the tiara creates, it is also read as the transfer of the insignia in
the depictions of God the Father from the 14" century onwards, in-
terpreted as the personified Church — the “papization” of God, who
obtains elements of the priesthood of the Pope?, even despite the

27 Miintz 1898: 240, footnote 3.

28 Miintz 1898: 236-239; 254-255. The tiara is distinct from the mitre, which the Roman Pontiff
wears at Mass, as it is intended only for formal ceremonies at ordination or in processions. For
the prototypes of the papal tiara there are different versions, related to the Jewish tradition of
the triple crown of the high priests or the kamelaukum (from the Greek word xaunAavxiov):
Miintz 1898: 250, footnote 2; Pilz 1977: 70-71, 130. The tiara/diadem, which is an insignia, is also
often confused in this period (and this continued until the 16" century) with the mitre and the
kamaurum, which are of a different order of affiliation. The confusion, however, was more the
result of a conflation of names than of an intermingling of functions, at least in the Western
tradition.

29 A triple crown appears also in medieval images of emperors. This is interpreted in relation
to the triple coronation of western rulers, as well as to a legend about crowns made of three
different metals, see. Sheller 2002: 60-67.

30 Boespflug 1991: 170.
31 Miintz 1898: 2773; Noonan 1996: 189.

32 Boespflug 1991: 173-175. By the middle of the 15% century, depictions of God the Father with
a tiara were also spreading in France, Germany, and Britain; it was also introduced into the
iconographic group of tribultus (i.e., three-headed figures) by being depicted on the head of God.



fact that it is not the tiara but
the mitre that is correlated to
the worship of the Pontiff.

Between the 10" and 13t cen-
turies, there were at least three
versions of the tiara: made of
cloth with a braid, as a mitre
(as in the image from the hagi-
ographic scene of St. Sylvester
from Santi Quattro Coronati);
of cloth and metal threads, and
the third version, which gets
the name “tiara of St. Sylvest- ' . .

er”, made of metal, and existed 1% &% clieon e ssoptasus o B Vil
until the end of the 15% century, Photo after Pichon, Van Matt 1965: 106, Fig. 106
regardless if it was modified

or replaced?. The prototype of

tiara, or triregnum, as an insignia associated with Sylvester, refers to a
variant from 13t century, when Pope Boniface VIII (1297-1303) added

to the tiara of his predecessor Nicholas IV (1288-1292) precious stones
and a single large ruby on the top (as is that on the sarcophagus of
Boniface VIII (Fig. 4)). He added also a second crown, and then Pope
Clement V (1305-1314) a third, but without the large ruby on top.
Probably, the final form of the triregnum was established by Benedict
XII (1334-1342)%. Thus the 14-century tiaras have three asymmetri-
cally placed crowns one above the other, the last one being a small
dome-crown on top. Eugene Miintz attributes to the variant of the
tiara of the time of Boniface VIII the tiara which is painted by Fra An-
gelico and his atelier (1447-1451) in the wall paintings of the Chapel of
Nicholas V in the Vatican in two of the scenes from the Life of St. Law-
rence, assuming that it is a variant of the tiara in existence by the end

of the 15t century and worn by Nicholas V at his coronation in 1455

33 The texts that mention this tiara date from the late 13t century and are associated with the
pontificate of Pope Boniface VIII: Miintz 1898: 242-243; Sheller 2002: 78.

34 Miintz 1898: 249, 270; Noonan 1996: 189. Medieval texts attribute the disappearance/fall of
the ruby from the crown to an incident related to the end of the coronation of Pope Clement V,
which took place in the cathedral of Saint-Just in Lyon: Lomakin 2012: 180-181.

35 Miintz 1898: 278-279.
36 Miintz 1898: 241, 248; Sheller 2002: 79-81.
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Fig. 5. The tiara of pope Sixtus II, . .
Fro gngehco (14 47241051), Chapel at the base, the crown is wide and decorated

of Pope Nicholas V. with ornaments shaped like a clover (or a

Photo after Miintz 1898: 248

178
s

(Fig. 5). From the 13" to the 15" century the
triregnum of Pope Sylvester becomes a relic,
and after the middle of the 15" century it was
no longer used in the ceremonies of Roman
bishops and was replaced by another in which
the massive jeweled diadems were absent,
and in their place appeared three crowns
with Gothic ornaments drawn in height, or
lighter, florally ornamented (clover-shaped)
crowns?¥ on a base of white enamel, as in two
of the images from the same chapel placed on
two of the pilasters: Pope Gregory’s and Pope
Leo’s tiaras with the new type of triregnum
without the bottom row of stones*.

The papal regalia with which St. Sylvester is
represented in St. Stephen Church has a sim-
ilar dome shape with three rows of crowns

lily), which resemble crosses also decorated
with three precious stones each. The second
crown is symmetric to the first one, but slightly smaller due to the
narrowing in height, whereas the third crown occupies the highest
spot on the dome, which actually covers it. The difference between
this image and the western variants, which are supposedly painted
after (or with closest proximity to) the originals, refers utmostly to
the shape of triregnum, which in Nessebar is not so much about a
prolonged dome, but a reminder of the shape of patriarchic mitres,
which perhaps is a subject to local adaptation. These adaptations or
interpretations are subject to the same principle to which E. Miintz
relates to all cases of transfer of this element from the depiction of
the Roman Pope in Western art as well: in places remote from Rome,
artists either reproduced from memory or had never seen the tiara, so
they adapted it to what they knew?.

bl

37 Miintz 1898: 274.
38 Miintz 1898: 248-249.
39 Miintz 1898: 259-262; Sheller 2002: 76.



It seems that in the Eastern Orthodox art the tiara was introduced as
an attribute of the Roman bishop in the mid-15%" century, if we judge
from a Cretan icon dating from this time. This is the icon Meeting of
the Virgin Mary with Elizabeth*, at the bottom of which the four Great
Doctors of the Latin church are represented: St. Jerome, St. Augustine,
St. Ambrose and St. Gregory the Dialogues (the latter wearing the tri-
regnum, Augustin and Ambrose in bishop mitres and Jerome in red
galero*'), forming a group of the Church unity, together with the three
hierarchs of the Eastern Church and St. Athanasius the Great. Maria
Vassilaki, who published the icon several years ago, attributes it to
themes that emerged around the Council of Ferarra-Florence (1431/49)
and the idea of a union between the Eastern and Western Churches.
She places it in a group of Cretan icons created in the mid-15t% cen-
tury around the negotiations for the unity of the two Churches and
associated with the Cretan icon painter Angelos Akotanthos, in whose
works Pro-Union themes are frequent*. The triregnum with which St.
Gregory the Dialogues is represented here is likened to the variants of
the Vatican chapel and to the adopted correspondence of the pictorial
paradigm of the 15% century in an exact analogy of the meaning of
Constantine’s endowment as it existed in the West — as a succession
for all bishops to the Roman throne. I am not aware of any other such
examples from the 15% century, but the practice of depicting other
popular Roman popes in the East with the tiara, and not just Sylvester,
persists, albeit partially and albeit depending on the Catholic context,
also in some of the later depictions of Roman bishops, examples of
which are the three 18™-century icons of Sts. Sylvester, Clement and
Leo in the Zakynthos Museum®.

40 Vassilaki 2016.

41 The privilege of wearing the red galero was granted to cardinals: Noonan 1996: 191-193; while
such a clergy rank didn’t exist in the time of Jerome, after the 14™ century in Western art he began
to be depicted in this way on the basis of a legend about him being a cardinal, which has its roots
in the fact that he was the secretary of Pope Damasus I and also because in the 13 century St.
Jerome became popular through the Dominicans and the theological circles around the basilica
of Santa Maria Maggiore: Verkholantsev 2014: 4.

42 Vassilaki 2016: 123-125, figs. 14, 15.

43 Three icons from the iconostasis of the church of St. Demetrios in Kola, Zakynthos (now in
the Museum of Zakynthos) with images of Popes Sylvester, Leo and Clement, signed by the
painters Georgios Gryparis and Gerasimos Koloumbis from 1710: Chadzidakis 1987: 234; Mylona
1998: 104-105; 117-119. The icon of St. Sylvester is overpainted and has a third signature: the priest
Spyridon Stentas, a Cretan master working on Zante in the second half of the 17" and early 18"
centuries. The example is curious not only in terms of the triregnum, which is here presented
in the late 16"-century versions, but also in view of the differences it shows, when compared
between the two icons of St. Clement and St. Leo with that of Sylvester, overpainted from Stentas,
as a factor related to the origin of the scribes and the presence of Catholic circles on the island:
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The example from Crete and the later depictions from Zakynthos are
more of an exception in Orthodox art. In the Eastern tradition (according
to the majority of existing examples) the triregnum of pope Sylvester is
preserved as an element of the representation, namely of St. Sylvester
in images of the bishop outside the altar, i.e. in the depictions of the
First Ecumenical Council in the narthexes and the refectories. These
depictions concern wall-paintings and icons at the Council in Nicaea
as a part of the Athos-Cretan tradition*. That are several depictions
of the First Ecumenical Council from Mount Athos — the wall painting
of the refectory of the Great Lavra* (1535) and the narthex of Stav-
ronikita (1546)*, painted by Theophanes the Cretan (Bathas) (Fig. 6);
the narthex of the Docheiariou (1568)+” and the refectory of Dionysiou
(1570)* by Tzortzis from Crete. To this series* also belongs an icon
from the Chilandar monastery> of the mid-16% century, which adheres
to the same variant of representation of the First Ecumenical Council.

When compared to the Athos examples, especially in terms of the pa-
pal insignia, the depiction of Pope Sylvester from Nessebar®, differs
significantly. It might be due to the fact that perhaps a different model

Mylona 1998: 119, which is determinant of the closeness of the images to the Western tradition.

44 For the Eastern Orthodox art this is a period associated with many changes that started from
the major monasteries such as Mount Athos and Meteora, where many Cretan masters worked,
and it is therefore the monasteries that became the places of the spread of tendencies brought
here by the Cretan icon painters, see. Moutafov 2012, as well in general about the transfer of
artistic tendencies in the big centres of Post-Byzantine art in: Kuyumdzieva 2020: 27; Kolusheva
2020: 47-51. Crete is emerging as a new artistic centre after Constantinople. The Dominican and
Franciscan orders settled on the island (the monastic missions of both orders were transferred
to the other islands of the Levant — Cyprus, Rhodes, etc.), especially for the churches celebrating
the Latin liturgy and presupposed some unconventional innovations for Eastern art, such as the
appearance of St. Francis on icons and frescoes: Acheimastou-Potamianou 1998: 144, fig. 40. See
also: Bacci 2014: 9o; Lymberopoulou 2010.

45 Chadzidakis 1987: 388; Pantsaridis 2010: 84, fig. 1.

46 Chadzidakis 1987: 388; Pantsaridis 2010: 85-86, fig. 2.

47 Chadzidakis 1987: 84; Pantsaridis 2010: 9o, fig. 11.

48 Chadzidakis 1987: 297; Pantsaridis 2010: 102, fig. 13.

9 To the icons of the First Ecumenical Council, and especially the representation of Pope Syl-
vester with the triregnum, belongs an icon by Michael Damaskinos, though dated later (1591),
from Heraklion: Walter 1970: 91; Vokotopoulos 1983: 37; Chadzidakis 1987: 245. It is also different
from the Athonite examples — Constantine is not in the middle, but at the head of the left row next
to the empty throne prepared for Christ. The differences with the Cretan variants from Mount
Athos are also noticeable in terms of Sylvester’s triregnum, probably due to the use of different
sources: see Vokotopoulos 1983: 38.

50 Pantsaridis 2010: 211-213, fig. 86.

51 It is supposed that the wall painters of the church in Nessebar were familiar with the works
of the Cretans through their art at Mount Athos: Popova 1985: 36; Gerov 1998: 23-24; Gergova, Mout-
afov 2004: 51; Moutafov 2022: 352-353.



Fig. 6. First Ecumenical Council, monastery of Stavronikita, Mount Athos, narthex. Theophanes Bathas,
1546. Photo after Chadzidakis 1986: Fig. 11

had been used for its painting, namely, the dome is shortened and
the shape of the crowns in the triregnum resembles the archaic type
with clove-shaped ornaments and stones (the Chapel of Nicholas V
in the Vatican or Cretan icon, both from 15" c.). On the other hand,
the Athos examples are important for the image in Nessebar from the
point of view of the transposition mechanisms of this element and
the context of its use.

For the triregnum introduction and the composition with the Roman
bishop and Roman emperor, two general conclusions could be made.
Firstly, most probably the triregnum was used as a novelty in the
process of artistic transpositions between the East and the West>. It

52 Angeliki Lymberopoulou points to the fact that the frescos preserve the stylistic and icono-
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is more difficult to be formulated here by its main meaning of a papal
insignia, because of the actual possibility this specific attribute to have
been carried across mechanically as a detail from the iconography of
the bishop, whose purpose was to create a recognizable image>. Sec-
ondly, the specific use in the naos at St. Stephen Church in the context
of the official Byzantine imagery point out of a ‘correct’ artistic inter-
pretation of the meaning of the insignia. The compositon in Nessebar
and the relation between the two images, of the Roman bishop and
the Roman emperor, seems to apply the iconographic pattern of the
First Ecumenical Council®.

And finally, by drawing a clear analogy with the Council of Nicaea,
the two images hypothetically establish one more connection, given a
comment from Messembrian Condica’, according to which the bishop
of Nessebar Peter participated in the First Ecumenical Council. That
being the case, the figures of the Roman bishop and the emperor seem
to be designated to signify the relation of the Metropolitan Church
of Nessebar with the institution of the Council. The next images of
bishops included in the gallery on the south wall comprise another
important event — the renovation of the metropolitan church in the
16th century. Next to St. Sylvester is St. Ignatius Theophoros, probably
as a patron saint image of bishop Ignatius, during whose office the

graphic conservatism even during the Post Byzantine period, in contrast to icon painting, which
adopts new elements, including influences from the West at the very beginning when Crete
turned into the centre of new artistic trends: Lymberopoulou 2010: 352.

53 Apart from some new themes and elements as a result of East-West connections, the trans-
mission processes also affected the saints of the Ecumenical Church. Examining the forms of Cre-
tan-Venetian artistic production, Michele Bacci formulates them in a communication strategy that
allows for the rapid recognition of personalities, and the unambiguous determination of their
relationship to the Church or to each other. Thus, if for the viewer from Puglia, for example, and
given the cultural and religious context of the region, St. Nicholas is fully recognizable with East-
ern iconography, for the other saints this is not exactly the case and recourse to other elements
defining the personality is necessary: Bacci 2014: 93-94. Some of the saints in Orthodox art receive
a defining attribute — St. Spyridon with his hat, St. Cyril of Alexandria with the typical mitre. For
other hierarchs, there remain few iconographic variants by which they could be recognized: Walter
1978: 232.

54 See Salaville 1926; Grabar 1936: 9o; Walter 1970: 16. There is a conventional order in representa-
tion of the bishops, participants in it. According to it, next to emperor Constantine sits the Roman
Pope as the first bishop of the empire. The same instructions are found in the Hermeneia of Dio-
nysius of Phourna of how to paint images at the First Ecumenical Council: St. Constantine should
sit on a throne and at both his sides should be the following hierarchs dressed in archheirarch clothes:
Sylvester, Pope Roman, Alexander, patriarch of Alexandria, Eustatius of Jerusalem, St. Paphnutius the
Confessor, St. Jacob Nisibian, St. Paul Neo-Caesaria and other bishops and fathers sitting around the
emperor: Dinoysios of Phourna 1909: 171. In the Hermeneia St. Ignatius is mentioned before (next
to) the name of St. Sylvester: Dinoysios of Phourna 1909: 2778.

55 Chilev 1908: 609; see also in Moutafov 2022: 37.



renovation work of the metropolitan church began, while after him,
on the other side of the gate on the south wall, is the donor inscription
of archbishop Christopher, during whose office the wall paintings of
the church were finished*. Constructed in this way, the connections
between the images of the bishops, the Roman bishop, and the emperor
on the south wall, appear to be directed to one goal, namely, the for-
mulation of the significance of the Metropolitan Church of Nessebar
for the Ecumenical Church.

Translated by Mina Paraskevova

56 Gerov 2012b: 21; Moutafov 2022: 156. Archbishop Christopher occupied the Seat from 1594 to
1607, inheriting it from Bishop Ignatius; both were ktetors of the metropolitan church.
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Ilama CnaBecTbp OT ITbpKBaTa
»CB. Cte¢parn” B HeceObp

Tepesa bauesa

Reenn

B Huckmsa perncrvp Ha I03KHaTa CTeHa B I0XKHIS Kopab Ha MUTPOIIOAUTCKa-
ta 11ppkBa ,,Cs. Credpan” B HeceObp (1598/99) 40 mMmmeparopckaTa ABOViKa
cs. Koncrantun n cs. Esena e nuzodpasen cs. CasecTbp — enmcKon Ha Pum
o BpemeTo Ha KoHcTraHTHUH (314-335). B HeceObpckara mppksa nama Cua-
BECTBP e MpeACTaBeH C T.Hap. TPMPErHI, KOATO ce CBbp3Ba ¢ TpaHcpopMa-
IIMM OKOAO MHCTUTYLIMATA Ha PUMCKUS €MIMCKOII B ITOAUTIIECKH IIpoIiecy
ot VIII B. HaTaTBK, OCHOBaBaIu ce popMasaHO Ha TeKCTa Ha T.Hap. Japetue
na Konemanmun. BIpekn KoMIpoMeTpaHaTa 40CTOBEpPHOCT Ha TO3M TEKCT
TpUperHu:ATa ocTaBa pa3lo3HaBaeMIsT CMBO/ Ha IarickaTa BAacT, KOMTO
Ipe3 UTaAMaHCKUTe M300pa’keHns HapAM3a i B IIPaBOCAaBHOTO M3KYCTBO.
Cs. CuasecTbp e IpejcTaBeH B MUTPOIIOANTCKATa ITbpksa Ha HeceObp c ak-
TyaaHara caes XV B. (1 O-MaAKO paslpocTpaHeHa Ha JI3Tok) maricka mH-
curans. VIzobpaskeHneTo Ha pUMCKM: elIMCKOIl C TpUperHns e Oe3 aHaA0T
B ObaArapckute mpuMepu. bes anaaor e To 1 criopes, MsACTOTO CU B Haoca, a
He KaKTo e ob1yaiiHo B KoMmnosuiusaTta [lokaoHeHne Ha >KepTBaTa B 0ATapa
nau ITbpBus BceaeHCKM chOOp BbB BTOpOCTeIleHHNTe ITpocTpaHcTsa. 11300-
pas3nuTeAHOTO pellleHle 3a paslloJaraHeTo My Ha TOBa MsCTO MOXe Aa Obae
MHTepIIpeTUPaHO U B KOHTEKCTa Ha ChCeAHUTe eMMCKOIICKM M300paskKeHILs
OT IOKHATa CTeHa — Ha MUTponoaAnT Xpucrodop B KTUTOPCKaTa KOMIIO3M-
1M 1 TOoBa Ha cB. Virnatuit boronocer, 5eposTHO B poasATa My Ha IIaTPOHHO
n3o0pakeHne Ha IpeaxXoAHNKa Ha Xpucropop B HeceObpckaTa KaTegpa —
KaTo ,, PeKOHCTPYKIMA” Ha McTopudeckn 3HaunMu 3a HeceObpckata mMmt-
POTIOAMST CHOUTIASL.



Icon Painters from Nezera, Achaia:
A workshop of Post-Byzantine Artists
in 18% Century Peloponnese

Marianna Oikonomou’
Independent scholar, Greece

Abstract: The five painters originating from Nezera in Achaia, Diamantis, Eustathi-
os, Antonios, Demetrios and Panteleon, worked in the north Peloponnese during
the 18 century. They were connected by family ties and master—disciple relation-
ships. The painters from Nezera constitute a dynamic local workshop which is char-
acterized by conservatism and adherence to the Orthodox iconographical tradition,
whereas it concurrently exhibits an eclectic reception of new artistic tendencies.
They had a deep knowledge of their art and related it to the liturgy of the Orthodox
Church. Their work is an interesting part of Post-Byzantine Peloponnesian painting.

Key words: “atelier”, iconography, icons, Ottoman Peloponnese, Post-Byzantine
painting, Post-Byzantine workshop, wall paintings

The historical circumstances of the 18 century facilitated the increase
in the number of artists throughout Ottoman-ruled Greece. In my pa-
per, I will focus on painters of this period in the geographical region
of the Peloponnese.

1 Marianna Oikonomou has a PhD in Byzantine Archaeology (National and Kapodistrian University
of Athens). Member of the Christian Archaeological Society (CHAE). She has been working in the field of
Post-Byzantine Painting and Architecture in the Peloponnese.

* I would like to express my most sincere thanks to father Symeon, monk in the monastery of
Panagia Chrysopodaritissa at Achaia, for the documents, material and valuable information he
kindly provided to me for my issue.
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Despite the large number of painters, religious painting in the 18t-cen-
tury Peloponnese is characterized by the lack of a strong artistic cur-
rent and by the appearance of several painting workshops of limited
range. The workshop of painters from Nezera is one of these groups.
Its artistic presence covers a time span of about 8o years (1713-1793),
goes beyond the narrow local circle of the area of the Nezerochoria,
which are located in the central part of Achaia, and extends over the
northern Peloponnese, from Trikala, Corinthia to Divre and Androni
in Elis (Fig. 1).

Until a few years ago, the painters from Nezera had a limited pres-
ence in the bibliography?. I recently studied their wall paintings in
my doctoral thesis®> and in another published study* as well as their
icons’. Research has so far identified five painters from Nezera®. They
belong to two families and are connected by family ties and master—
disciple relationships. They worked either individually or together,
organized in working groups. Three working groups that succeeded
each other can be discerned. The first two painters in chronological
order are Diamantis and Eustathios, father and son respectively, who
comprised the first working group. Diamantis decorated five church-
es, two of them in collaboration with Eustathios. The next painter in
chronological order is Antonios, who worked in eight churches and
was at the head of the second working group. We have not found any
family ties between Antonios and the first two painters, Diamantis and
Eustathios, but it is certain that he was connected by a master—disciple
relationship?; it is possible that he was their apprentice. The fourth and
fifth painters, Demetrios and Panteleon, were sons of Antonios and
obviously his disciples. They worked together (as the third working
group) in three churches.

2 The first approach was made by Gritsopoulos 1986: 145-155 and fig. 1-8; while at the same
time there were brief reports in the bibliography without always mentioning all of them: Pi-
ombinos 1984 118(Eustathios), 46(Antonios), 103(Demetrios), 311(Panteleon); Chatzidakis 1987:
173(Antonios), 272(Demetrios); Drakopoulou 2008: 167(Antonios), 259(Demetrios), 265(Diaman-
tis), 274(Panteleon), (283)Eustathios.

3 Oikonomou 2011.

4 Oikonomou 2017.

5 Oikonomou 2021.

6 Research always remains open to identifying more painters from Nezera.
7

The apprenticeship of Antonios within the first working group is based on the comparison of
the palaeographic, iconographic and stylistic elements of their works.
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Fig. 1. The locations of the monuments in the map of Peloponnese
Map by G. Fousteris

1. Monastery of the Taxiarchais on

Erymanthos mountain

2. Chapel of St. John the Theologian

3. Church of St. John Prodromos in

Chrysopigi Achata

4. Monastery of the Hagioi Pantes of Achaia

5. Monastery of the Holy Trinity at Kountoura
6. Monastery of the Dormition of the Virgin at
Kato Divre

7. Chapel of St. Eleni

8. Church of the Holy Trinity at Divre (repainting)
9. Church of the Hagioi Anargyroi at Androni of Elis
10. Monastery of the Holy Trinity at Leivarzi

11. Monastery of the Holy Trinity at Akrata

12. Chapel of the Hagioi Pantes (M. Holy Trinity
at Akrata)

13. Church of St. Theodoros at Leivarzi

14. Church of St. George at Leivarzi

15. Church of the Dormition of the Virgin

at Mesa Trikala Korinthia

16. Monastery of St. Nikolas at Ano

Voura (iconostasis)
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Fig. 2. A note written in the book owned by Eustathios. Photo f. Symeon, monk in the monas-
tery of Panagia Chrysopodaritissa at Achaia

These painters originate from the same area. They signed their works
and identified themselves with the place name of Nezero and not
with their family name. In the inscriptions there are six mentions of
Nezero, which belonged administratively to the province, the vilayet,
of Kalavryta® and ecclesiastically to Patra. It was a main village (keph-
alochori) and according to the local tradition, it comprised twelve
churches during its heyday. The original village was abandoned and
its population migrated? to its neighborhoods (Rikava, Platanos, Kala-
nos) or to villages created nearby (Bouga, Dentra, Sykies, Kompigadi,
Lakomata and Spondiana), which were named Nezerochoria (villages
in the region of Nezero)™ and the area Nezera.

Regarding the artistic output of our painters, we have so far detect-
ed sixteen churches™ and more than two hundred and thirty icons™.

8 Sakellariou 1978* 103.

9 According to the Codex of Mertzios, the original village of Nezero existed in 1713, as well as
the Nezerochoria which had already been detached from it. Triantafyllou 1974: 64.

10 Triantafyllou 1995% 1383-1389.
11 Oikonomou 2017: 246.
12 Oikonomou 2021.



Based on the evidence of the donor and dedicatory inscriptions on
the icons and in the churches, it can be ascertained that the Nezerians
were summoned and commissioned by a variety of patrons: magnates,
abbots of monasteries, or even the members of entire parishes. This
fact, together with the geographical range of their activity, shows that
they were well-known and enjoyed a certain reputation. The addition
of their place of origin to their signature guaranteed the quality of
their work. Moreover, the signature reveals that they had developed
an awareness as professionals, they aspired to fame, and promoted
their work.

They were adequately educated, as can be ascertained from the cor-
rect syntax of the texts of the donor inscriptions, they provided. The
spelling mistakes, more common in the inscriptions of Antonios and
less in those of Diamantis — Eustathios and Demetrios — Panteleon,
are not surprising for that time period. Moreover, the fact that these
painters were summoned as witnesses to certify and sign legal con-
tracts, clearly places them among the literate people of their time.
These documents also provide important information on their life and
position in local society.

More specifically, Diamantis is attested in 1713 in the “Codex of Mertz-
ios”, where he signed a document as a painter dtapavtic Coypagpoc
aro NeCepo Befeovo ta avoOev® (“I, Diamantis, painter from Nezero,
certify the above”); in the same document he also signed on behalf of
another witness dtpTpaknC K00 TPOPLS BEPEOVLITIO XLPOG ELOV DlAUAVTL
Coypapov* (“Dimitrakis Kostrovis certifies by the hand of Diamantis the
painter”). Also, in 1723 he signed a deed of sale as a witness: [1wAnon
nadatoekkAnoiov kat pvAov/ 1723. Maiov 8, I'pefevo./ .../ Awxpavtic
Zwypapoc aro NeCepo paptipo ta avoOev/ M. Ayiwv Ilavtwv® (“Sale
of an old church and a mill/ 1723. May 8, Greveno... I, Diamantis the
painter from Nezero, testify to the above / Monastery of the Hagioi
Pantes”). The fact that Diamantis adds his function as painter after
his name shows that he was a reputed professional painter in the area
already since 1713 (although no work of that period is known today).
Eustathios signed in 1735 as a witness the deed of sale of a field to the
monastery of the Hagioi Pantes (All Sants) in Achaia and indeed his

13 Tselikas, Kouroupakis 2010: 277, line 5.
14 Idem: 277, line 8.
15 Tselikas 2000: 13-15.
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name is the first in the list of witnesses: Zta0dxic Zwy pagpoc paptipo
/ oc avoOev*® (“I, Stathakis, Painter, testify to the above”). In addition,
the fact that Eustathios had bought the book by Nikolaos Boulgaris
Katnynoc Tepa ritor tne Ociac xal lepag Aeitovpyiac éEnynois kal
é&étaotc twv yelpotovovuévwv, Bevetia, Aéwv I'Avkog, 1681 (“Holy
Catechism — Exegesis of the Divine and Holy Liturgy and examination
of the ordained”), shows the painter’s zeal for education (Fig. 2). A
note is written in the copy owned by him, which is today preserved in
the monastery of Omblou in Patra: 1743 :- tovAiov 15 :- dywpaca v
<napovoav>/BopAov. Eyw 6 Evotabioc 0 Cwypapoc' (“1743: July 15.
I purchased the present book. I, Eusthathios the painter”).

In a deed of sale dated 1758 from the village Kompigadi of Nezero®®
two painters from Nezera are mentioned with their signatures: An-
tonios the priest and an anonymous person mentioned as “painter”
with his brother Anastasios Tsengenes™. At the end of the document
the priest Antonios signed: Avtovioc tepevg fepeovo (“1, Antonios the
priest, certify”.). This is the known Antonios, who in 1758 was ordained
a priest and is not mentioned as a painter, because his occupation was
overshadowed by his priestly function. The painter mentioned may
have been Eustathios, who was named after his profession in the small
society of the village.

In a contract from 1790 at Kompigadi, Pantelis Papantonopoulos is
mentioned as the scribe of a deed of sale of a vineyard: IlavteAnc
IanaavtovomAog éypapa kar uaptnpo® (“I, Pantelis Papantonoplos,
wrote and testify”). This is the painter Panteleon, who, like his brother
Demetrios, signed with his father’'s name Papantonopoulos, i.e. the
son of the priest Antonios.

Regarding their decorative programs are infused with a strong sense of
organization based on the liturgical life of the Church. The aim of the
Nezerian painter is to help the faithful read through the paintings. His
choices express the collective consciousness of the faithful of his time,

16 Tselikas 2000: 23-24.

17 I'would like to express my gratitude to father Symeon (monastery of Panagia Chrysopodari-
tissa at Achaia) for the photographs of Eustathios note and its transcription.

18 Idem: 53-54. There is an ambiguity in transcription.
19 The correct transcription was indicated to me by father Symeon.
20 Idem: 108-109.



Fig. 3. Achaia, katholikon of the Hagioi Pantes Monastery, Christological scenes and the group
of the female martyrs in the S. wall. Wall paintings, 1733, painters: Diamantis-Eustathios.
Photo M. Oikonomou

to whom he himself belonged. The organization of the iconographical
programs of the painters from Nezera shows that they were not just
artisans serving an isolated area professionally, but painters with a
deeper knowledge of their art and that they were in a position to or-
ganize iconographical programs based on liturgical criteria. Moreover,
the fact that Antonios was ordained priest (1756 ante quem) and that
Eustathios was the owner of religious book testify their deep knowl-
edge of the Orthodox faith. We will mention three examples:
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Fig. 4. Achaia, katholikon of the Hagioi Pantes Monastery, the Parable of the Royal Wedding.
Wall paintings, 1733, painters: Diamantis-Eustathios. Photo M. Oikonomou

They depict full figures of saints by types in accordance with the hier-
archy and grouping established by the Church in the priest’s recitation
during Orthros* (Matins) and the Divine Liturgy>: apostles, hier-
archs, great martyrs (megalomartyrs), hieromartyrs, female martyrs,
hosioi, theopatores; this handling reveals the close links between the
iconographical program of the painters and the liturgical life of the
Church (Fig. 3).

In the katholikon of the monastery of the Hagioi Pantes Diamantis
and Eustathios depict the days of Holy Week. In the depiction of Holy
Thursday noteworthy is the replacement of the usual scene of the Last
Supper, which was already included in the cycle of the Passion, with
the scene of the Parable of the Royal Wedding (Fig. 4). This parable is
not read on Holy Thursday, but is related in subject, since it refers to
the invitation for participation in the banquet in the Kingdom of God.

21 Hieratikon 2007: 58.
22 Idem: 2007: 139.
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Fig. 5. Achaia, katholikon of the Holy Trinity Monastery, the five oikoi of the Akathistos
Hymnos, bema. Wall paintings 1751, painter: Antonios. Photo M. Oikonomou

The inscription of the scene refers to a part of the parable and identi-
fies it as the man without wedding clothes. We may suggest that the
painter chose the specific parable-depiction and inscription —in order
to emphasize the administration of the sacrament of Holy Communion
in the Last Supper. Moreover, this is the illustration of the troparion
Ev taic Aaumpotnot t@v dylwv cov mawc eloeAevooual 0 dvagiog;*
which is read in the Liturgy of the Preparation for Holy Communion
with a special focus on Holy Thursday.

In the monastery of the Holy Trinity, Antonios replaced the established
subject of the Platytera with the five oikoi of the Akathistos Hymnos
(8-12), which relate to the Nativity, thus depicting in an innovative
manner the doctrine of the divine Incarnation* (Fig. 5).

23 “How may I, unworthy as I am, enter into the brightness of Thy saints? For if I come boldly
to the king’s palace my apparel doth convict me, in that I have no wedding garment, and I shall
be bound and cast away by the angels. O Lord, cleanse my soul from all filthiness, And save me
for Thou art loving-kind.”

24 Oikonomou 2011: 204-205.
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Fig. 6. Achaia, katholikon of St. Nikolas Monastery at Ano Voura, the Nativity of Jesus. Icon of
the iconostasis, 1789, painters: Demetrios-Panteleon. Photo after Demetriou 2015: 145, fig. 53



Fig. 7. Elis, katholikon of the Dormition Monastery at Kato Divre, part of the wall paintings
of the S. wall, 1746, painter: Antonios. Photo M. Oikonomou
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Fig. 8. Achaia, Leivartzi, church of St. George,
st. John the Baptist. Icon of the iconostasis, 1783,
painter: Demetrios. Photo M. Oikonomou



Fig. 9. Korinthia, church of the Dormition of the Virgin at Mesa Trikala. Wall paintings 1784,
painters: Demetrios-Panteleon. Photo M. Oikonomou

The above features confirm that, although this was a local workshop
that decorated provincial monuments, it is characterized by a high
theological level and by compositional efficiency in the creation of
iconographical programs.

The iconographical repertoire is rich. The painters from Nezera were
aware of several different models from monuments of the wider area
and their works exhibit iconographical affinities with the nearly contem-
porary art of the Peloponnesian workshops of the Moschoi and of the
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Fig. 10. Achaia, Leivartzi, church of St. George, the Nativity of the Theotokos. Icon of the
iconostasis, ca.1783, painters: Demetrios-Panteleon. Photo M. Oikonomou
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Kakavades in 17t century. Thanks to their tendency to blend different
elements, they adopted an eclectic approach by avoiding stereotypes
and dry repetitions of iconographical models, and exploited various
iconographical types in their scene compositions. The common icono-
graphical language of the painters from Nezera is corroborated by the
use of shared working sketches (anthivola) among working teams, a
fact that certifies the existence of a painting workshop. The painters of
the first and second working group were attached to tradition in terms
of the iconography of the compositions, as well as in terms of expres-
sive means. By contrast, the third working group incorporated and
adopted in its oeuvre certain western iconographical features (Fig. 6).

Regarding style, it should be noted that the art of the painters from
Nezera is provincial. It echoes equivalent artistic trends of local fam-
ily workshops in the Peloponnese, i.e. simplified expressive means,
static design, conservative drapery patterns, and broad highlights
(Fig. 3, 5). Although Antonios simplified the above to an even greater
extent, his art can be characterized as genuine and spontaneous (Fig.
4, 7). Their portable icons are more carefully rendered, since they are
made in the atelier (Fig. 6, 8, 10). The last two painters chronologically,
Demetrios and Panteleon, drew from previous painters, but shaped
their own style, subscribing more to the artistic currents of the time
and expressing new aesthetic approaches: they employ bright colors
and decorative motifs, attempt to render the natural landscape and
depth, the design is correct, the figures have more corporality, and the
landscape is rich in buildings (Fig. 6, 9, 10).

To summarize, we should point out that the common paleographical,
iconographical and stylistic elements show that these were painters in
master—disciple relationships and indicate a painting ‘language’ with
common roots. Without doubt, the painters from Nezera constitute
a lively local workshop which is characterized by conservatism and
faithfulness to the Orthodox iconographical tradition, whereas it con-
currently exhibits an eclectic reception of new artistic tendencies. The
painters from Nezera were not untouched by the developments and
trends in the art of painting, as they were being shaped in their time.
They were painters with a deep knowledge of their art and related it
to the liturgy of the Orthodox Church. Their work is an interesting
part of Post-Byzantine Peloponnesian painting of the 18 century.
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Annex
Chronology of the painters’ attested activities™.

Diamantis. Attested activity: ca. 1710-1737.

Output: the wall paintings of five churches and one icon.

e ca.1710: The wall paintings of the church of St. John Prodro-
mos at Chrysopigi, Achaia.

e 1713: Confirmation with his signature in the “Codex of Mertz-
ios”.

e 1715: The wall paintings of the katholikon and the chapel of
St. John the Theologian in the monastery of the Taxiarchai at
Mount Erymanthos.

e 1723: Confirmation with his signature in a deed of sale as a
witness at Greveno.

e 1733: The wall paintings of the katholikon of the Hagioi Pantes
monasteryat Achaia in collaboration with Eustathios.

e 1737: The wall paintings of the Holy Trinity monastery at
Kountoura (Achaia) in collaboration with Eustathios.

Eustathios (the son of Diamantis). Attested activity: 1731-1758.

Output: the wall paintings of two churches and five icons.

e 1731: The icon of St. John the Chrysostomos at the monastery
of Hagioi Pantes atAchaia. Commemorative inscription.

e 1733: The wall paintings of the katholikon of the Hagioi Pantes
monastery in collaboration with Diamantis.

e 1737: The wall paintings of the Holy Trinity Monastery at
Achaia in collaboration with Diamantis.

e 1735: Confirmation with his signature in a deed of sale of a
field to the monastery of the Hagioi Pantes in Achaia.

e 1739: The icon of Christ enthroned at the monastery of the
Hagioi Theodoroi atAroania. Commemorative inscription.

e 1743: A note for the purchase of a religious book.

e 1758: Confirmation with his signature in a deed of sale at
Kompigadi at Nezera.

Antonios (priest). Attested activity: 1746 —1758.

25 The documentation of this table is based on the following sources: Tselikas 1975-6, Tselikas
2000, Athanasoulis et al. 2006, Tselikas, Kouroupakis 2010, Otkonomou 2011, Otkonomou 2017, Oikono-
mou 2021.
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Output: the wall paintings of eight churches and 110 icons.

e 1746: The wall paintings of the katholikon and the chapel of
St. Eleni of the Dormition monastery at Kato Divre of Elis.

e ca. 1746: Minor repainting in the church of the Holy Trinity at
Divre®.

e 1750: The wall paintings of the monastery of the Holy Trinity
at Leivarzi.

e 1751: The wall paintings of the katholikon and the chapel of
Hagioi Pantes in the monastery of the Holy Trinity at Akrata.

e 1756 (ante quem): The wall paintings of the church of Hagioi
Anargyroi at Androni of Elis”.

e 1756: The wall paintings of the church of St. Theodoros at Lei-
varzi where he signs as a priest.

e 1758: Confirmation with his signature in a deed of sale at
Kompigadi. He signs as a priest.

Demetrios and Panteleon (sons of Antonios). Attested activi-

ty: 1783-1790.

Output: the wall paintings of two churches and 104 icons.

e 1783: The icon of St. John the Prodromos at the church of St
George at Leivarzi.
Commemorative inscription. Only Demetrios.

e 1783-1785: The wall paintings of the arche and the iconostasis
of the church of St. George at Leivarzi.

e 1784-1790: The wall paintings of the church of the Dormition
of the Virgin at Mesa Trikala (Korinthia).

e 1785: The icon of St. Demetrios at the church of St. George at
Leivarzi. Commemorative inscription. Only Demetrios.

e 1789: The iconostasis of the monastery of St. Nikolas at Ano
Voura. Commemorative inscription in the iconostasis.

e 1790: Confirmation with the signature of Panteleon in a con-
tract at Kompigadi.

26 The paleographical, iconographical and stylistic elements show that the repainting was made
by Antonios. The church of the Holy Trinity at Divre is close to the monastery of the monastery of
the Dormition at Kato Divre, based on which we suppose that the repainting of the Holy Trinity
took place in the same year (1746) when according to the donor inscription Antonios executed the
mural painting of the Monastery of the Dormition.

27 Based on the paleographical, iconographical and stylistic elements, we believe that the mural
paintings were made by Antonios. We date them before 1756 when Antonios signed as priest and
therefore could not leave Nezera.
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3orpagu ot Hesepa, o0aacT Axaris:
aTeaye Ha NOCTBU3aHTVIICKN Xy AOXHNUIIN
ot XVIII ek B Ileaononec

Mapuana VNxornomy

Reenn

Ot Hesepa, Axaits1, mponsxoxaar netnma sorpadpum: duamananc, Escraru-
oc, Autonnoc, Aumutpuoc u Ilangeaeon, xouro padotar B CesepeH Ile-
aononec npe3 XVIII B. u cb3gaBaT eAHO XyA0>KeCTBeHO aTeAue C A0KaAHO
3HaueHne. Te mpmMHajae>kaT Ha ABe CeMeliCTBa I Ca CBbp3aH IIOMEeXKAY CH C
POJAHMHCKI BPB3KU LAY 10 AMHUA Ha oOydeHnero cu. 3orpadpure ot Hese-
pa popMupar eAHO MECTHO aTeANe, YIATO IPOAYKLVLI Ce OTANdaBa ChC CBOS
KOHCEpBAaTU3bM M IIPUBBP3aHOCTTa UM KbM IIpaBocAaBHaTa TpaAUIUsl, HO B
TeXHUTe IIPOU3BeJeHNs Tlapale]Ho ce Ha0AI0AaBaT U €KAeKTUUYHY 3aeMKU
OT HOBUTE 3a erloxaTa XyAO>KeCTBeHU ThpceHMs. Hesepckute 3orpadu ca
IIO3HaBaAl 13 OCHOBI 3aHasATa CU U I'O pa3BUBaT CbOOPa3HO AUTYpPTUYHA-
Ta IpakKTMKa Ha IpaBocaasueTo. JoOaBsIHeTo Ha POAHOTO UM MSCTO KBM
TeXHUTe MOAIVICHU ITOKa3Ba, e BepOsITHO ca OPOPMUAN U apTUCTUYHO Ca-
Moch3HaHMe. OCBeH TOBa IIpaBU BlledaTJeHue (PaKkThT, Uye ca ThPCeH! KaTo
CBIJETeA! 3a YAOCTOBepsIBaHe MICTMHHOCTTA Ha MPaBHU JOKYMEHTH, KOeTO
TU TIOCTaBsl HEABYCMIICJAEHO B colliadHaTa ITPOCAOVKa Ha TPaMOTHUTE I
yBakaBaHM XOpa OT OHa3M eTloXa, KaKTO I IIPeA0CTaBsl BasKHI JaHHM 3a JKI-
BOTa I aBTOPUTETa M B MeCTHaTa OOITHOCT. TAXHOTO TBOPYeCTBO IIpeAcTa-
BAsIBAa MHTEPECeH eAeMeHT OT ITOCTBM3aHTUIIcKaTa Xuponuc Ha Ileaornonec
ot XVIII 8.



Hieromonk Damascene from Ioannina:
The Founder of the Most Prominent
Religious Painting Workshop on
Mount Athos at the Turn of the

18t Century

loannis M. Perrakis*
Independent scholar, Greece

Abstract: Hieromonk Damascene from Ioannina is the most prominent painter on
Mount Athos at the turn of the 18" century. He established a workshop, which dom-
inated on Mount Athos for more than two decades. Working in a transitional artistic
period on Mount Athos he incorporated trends from various artistic origins and de-
veloped his distinct style loyal to the byzantine tradition. He was heavily criticised by
the well-known painter Dionysius of Fourna, who favoured the works of old byzan-
tine masters like Panselinos in Protaton. Damascene’s limited abilities to renovate his
unpromising personal style had as a result that his style of painting was abandoned
forever.

Key words: Mount Athos, Damascene from Ioannina, Post-Byzantine painting,
Athonite painting

a) Origin, apprenticeship and settling on Mount Athos.

Hieromonk Damascene was the most prominent painter on Mount Athos

1 Dr. loannis M. Perrakis is a postdoc researcher at the University of Patras; a member of the Christian
Archaeological Society in Athens; has taught subjects relevant to Christian art at the Faculty of Theology
of National and Kapodestrian University of Athens; a Byzantinist, working in the fields of Christian ico-
nography, Post-Byzantine painting, Byzantine Architecture and topography and Byzantine and Post-Byz-
antine epigraphy.
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at the turn of the 18% century>. He stemmed from loannina’ and must
have been born in the early "60s of the 17% century* and probably died
around the end of the third decade of the 18t century>. He came to Mount
Athos as a young painter in the "8os of the 17t century, where he stayed
all of his life.

He found his way to Mount Athos as a member of a workshop of wander-
ing painters who came from Epirus or the nearby area of Northwestern
Macedonia®. They were invited to work on Mount Athos due to the lack
of professional painters there in most of the 17t century?”.

The financial collapse of the Athonite monasteries, as a result of the
confiscation of the dependencies of the monasteries by sultan Selim II
in 1568/9%, gradually had led to a stop in monumental painting at Athos
at the beginning of the 17% century® and consequently discontinuation
of the tradition of the 16t"-century great masters.

As a result, when the gradual economical improvement allowed the
monks to restart monumental painting at the end of the 17% century,
there was no alternative but to invite painters outside of Athos, such as
that workshop which worked at Hilandar and Vatopedi monasteries
in the 1680s.

Damascene, or whatever his name might have been before shaving into
monkhood, must have joined this wandering workshop of painters in

2 For literature on the painter Damascene, see Perrakis 2020, where (pp. 88-96) all previous lim-
ited literature relevant to Damascene’s work can be found; Perrakis 2021; Perrakis, Fousteris 2021
(under publication).

3 Damascene reveals the city of his origin along with his signature in two ktetoric inscriptions:
the one at the catholicon (1691) of Saint Demetrius monastery on Skyros island and the other at
the church of Virgin Mary Koukouzelissa (1719) in Great Lavra monastery on Mount Athos. See the
inscriptions in Perrakis 2020: 103-104, 123-124.

4 The approximate date of his birth is assumed according to his testified first presence on Mount
Athos in the early ‘60s of the 17 century.

5 His last testified work bears the date 1727 (Perrakis 2020: 436, 754 [fig. 918]).

6 For information about this workshop, see Fousteris 2011.

7 Toutos, Fousteris 2010: 22-23; Perrakis, Fousteris 2021.

8 As regards Selim IIs firman and its impact on the Athonite monasteries see Mamalakis 1971:
621-624; Foti¢ 1994.

9 The last followers of the great masters of the 16 century on Mount Athos were the painters,
Daniel and Merkourios, who had formed a workshop at Dionysiou monastery at the beginning of
the 17th century. For a concise outline of the painting on Mount Athos at that period, see Toutos,

Fousteris 2010: 22-23, 28-29. As regards the workshop at Dionysiou monastery and the painter
Daniel in particular, see Vafeiadis 2008.



Fig. 1. St. Efthymios, Catholicon of St. Fig. 2. St. Demetrius of Thessaloniki, Catholicon
Demetrius monastery, Skyros island. of St. Demetrius monastery, Skyros island.
Photo I. Perrakis Photo I. Perrakis

their passing from his hometown Ioannina. There is ground to assume
he had already been acquainted with the art of byzantine painting and
had been taught the basics of it™. Specific elements in some of his icono-
graphic themes show that he was aware of the works of the painter Mi-
chael from Linotopi", who had worked in an area close to his hometown.
This may hint that he had been taught the basics of the art of painting at
the artistic circle of Michael’s successors, whose workshop dominated
the area in the first half of the 17" century™.

Besides, in his surviving monumental works®, it is clear that he was
well aware of the Post-Byzantine iconographic tradition of Epirus and
Northwestern Greece, which he had studied by making sketches of
numerous compositions in the monuments of the monasteries on the
island on the lake of Ioannina™.

Having met the basic requirements for joining the workshop of the
professional wandering painters and fascinated by the chance to travel

10 Perrakis 2020: 387-388.
11 Perrakis 2020: 392.
12 Asregards Michael’s work, see Tourta 1991; Chatzidakis, Drakopoulou 1997: 193; Skavara 2011.

13 For an updated list of the surviving works, attributed to Damascene, see Perrakis 2020:
431-436.

14 For the iconographic influence from certain monuments in the area around Ioannina attest-
ed in Damascene’s signed works, see Perrakis 2020: 387-388.
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and work on fabulous Mount Athos he grasped the opportunity he was
given and joined the group as a young ambitious apprentice painter. His
probable desire to shave as a monk there may have contributed to his
decision. He joined the group along with his fellow-townsman Demetri-
us, who would later become his main collaborator in his early works®.

Upon arrival on Mount Athos, he must have settled at Hilandar Monas-
tery, where the workshop in which he had joined had undertaken the
wall painting of the parekklesion of the Nativity of St. John the Fore-
runner (1683/4) and the Church of the Holy Trinity at Spasova Voda
(1682-1685) along with the funerary chapel of the Holy Apostles at the
nearby monastery of Vatopedi*®. Damascene should have taken part in
these projects as an apprentice undertaking auxiliary works. Signs of that
apprenticeship can be traced in the style of some of his early works".

As the workshop was closing its productive circle, Damascene, having
acquired the necessary qualifications and substantial artistic autonomy,
started undertaking commissions of his own in the nearby monasteries
like the painting of the holy doors at Zografou Monastery (1686)".

Finally, he decided to follow a separate way on his own that brought him
to the Great Lavra Monastery, where he probably shaved like a monk
and settled permanently sometime around 1687%. His fellow-townsman
Demetrius followed him and together they established a new work-
shop of their own that would cover the gradually increasing demands
for mural paintings on Mount Athos. They would work together for at
least fourteen years®.

15 Damascene along with Demetrius signed the wall paintings of the catholicon (1691) of Saint
Demetrius monastery on Skyros island, Damascene’s first signed work, stating their common or-
igin from loannina (Perrakis 2020: 103-104). On Dimitrios’s attested collaboration in Damascene’s
established workshop at the works done at the Athonite monasteries Docheiariou and Vatopaid-
iou, see Perrakis 2021: 399, 405, 409-411. As regards Demetrius, his works and his style apart from
the above mentioned, see also Chatzidakis 1987: 270; Perrakis 2020: 103-104, 379-380.

16 For literature relevant to these monuments, see Tomic¢ 1997; Raki¢ 1998: 267-278; Toutos, Foust-
eris 2010: 159-161, 212-216, 221-224; Fousteris 2011.

17 Perrakis 2020: 388, 390-392.
18 Enev 1994: 31 (fig. 17); Perrakis 2020: 435, 739 (fig. 864).

19 There are good grounds to assume that Damascene became a member of the monastic frater-
nity of Great Lavra (Perrakis 2020: 79, 84).

20 Perrakis 2021: 411. There is a hint that Demetrius may have continued collaborating with
Damascene till 1717 (Perrakis 2020: 380), but this assumption has still to be attested through ongo-
ing research on Damascene’s workshop (Perrakis 2021: 410).



By entering the at that time idiosyncratic monastic fraternity of Great
Lavra®, young Damascene had to earn his living exercising his profession.
In the beginning, he was commissioned simple works like the ktetoric
inscription at Saint Stephanos chapel (1687/8) on the top of Tzimiskis’s
tower>. Later, as his fame was increasing, he was given the chance of
doing larger-scale works.

b) Works in cooperation with the painter Demetrius. Formation of
his workshop and his distinct style.

The first large-scale work that his workshop with Demetrius was commis-
sioned was the wall-painting of the small catholicon of Saint Demetrius
monastery in Skyros island® in 1691*. He was definitively sent there
by his monastery since Skyros island had close ties with Great Lavra;
Saint George monastery in Skyros was the most important dependency
of Great Lavra®. Commissioning such an important work shows the in-
creasing reputation that his small workshop had gained in a short time.

In the surviving murals of that heavily damaged monument, it is evident
that by that time Damascene had already developed his distinct style
(Fig. 1), which stands out in quality from that of his collaborator Demetri-
us® (Fig. 2). Besides, the fact that Damascene’s paintbrush is traced to the
most prominent figures reveals that he was the head of the workshop?.

Damascene worked in a transitional artistic period on Mount Athos
and he incorporated trends from various artistic origins®. At his time
local painting activity on Mount Athos had just started again after an
abrupt cease for more than two decades and was characterized by awk-
wardness towards the paintings of the old masters due to the lack of

21 For indicative literature on Great Lavra monastery, see Perrakis 2020: 114 (footnote 82).
22 Perrakis 2020: 435, 738 (fig. 863).

23 For literature on St. Demetrius monastery, see Perrakis 2020: 97 (footnote 2).

24 Perrakis 2020: 103-104.

25 Literature on St. George monastery, see Perrakis 2020: 97 (footnote 3).

26 As regards Damascene’s style of painting in comparison with that of Demetrius, see Perrakis
2020: 376-380; Perrakis 2020: 409-410.

27 Perrakis 2021: 400-401, 408-409, 410.
28 For detailed reference to various influences attested in Damascene’s work, see Perrakis 2020:
387-394.
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Fig. 3. St. John of Damascus, Refectory of
Docheiariou monastery, Mount Athos.
Photo . Perrakis

Fig. 4. St. Peter the Athonite, Refectory of
Docheiariou monastery, Mount Athos.
Photo I. Perrakis
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painters capable of teaching the fol-
lowing generation of local artists®.

Having stayed at Docheiariou mon-
astery for a relevant long time3°
he indulged in Tzortzis’s work?>,
whose workshop had painted its
catholicon. Damascene scrutinized
Tzortzis’s wall paintings and icono-
graphic programme, which had a
great impact on Damascene’s fol-
lowing work®. Besides, he studied
the works of the other masters who
had worked on Mount Athos in the
16th century, Theophanes the Cre-
tan® and Frangos Castellanos*, and
borrowed specific elements from
them?. Avoiding innovations he
tried to keep up the byzantine
tradition, as he had understood it
by self-studying the 16th-century
Post-Byzantine masters’ works3.

Hieromonk Damascene’s works,
easily recognizable by their distinct
style (Fig. 3), never approached the
quality of those of the previous mas-

29 Perrakis 2020: 376; Perrakis, Fousteris 2021.

30 As regards the monumental painting at the
area of Docheiariou monastery commissioned by
Damascene’s workshop, see Perrakis 2020: 80-81.

31 For basic literature on the painter Tzortzis,
see Perrakis 2010: 370 (footnote 2).

32 For the extensive influence of Tzortzis's work
on Damascene, see Perrakis 2020: 385, 389, 393-
394

33 For updated literature on the painter The-
ophanes the Cretan, see Tsigaridas 2016.

34 For updated literature on the painter Fran-
gos Castellanos, see Strati 2018.

35 For Theophanes’s and Castellanos’s influence
on Damascene’s work, see Perrakis 2020: 388-390.

36 Perrakis 2020: 393.



Fig. 5. St. Bacchus, Church of Virgin Mary Koukouzelissa, Great Lavra monastery,
Mount Athos. Photo I. Perrakis

ters, whose works he tried to copy empirically and mechanically as a
practically self-taught painter. As a result, his style (Fig. 4) had nothing
to do with that of the renowned works of the 16th century, yet at his
time it was regarded as a continuation of them?”.

The particularly recognisable feature of Damascene’s style of painting
is the lack of calligraphic refinement, the austere stylistic standard-
ization of the shape of the figures and the excessive usage of strong
outlines that make deeper the feeling of schematization in all of his
works* (Fig. 5).

It has also been testified that he followed the common practice of

37 Perrakis, Fousteris 2021.
38 For extensive presentation of Damascene’s style of painting, see Perrakis 2020: 376-379.
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Fig. 6. Codex PANTELEIMONIENSIS GR. 259 (folios 43r, 56r), bearing hieromonk
Damascene's signature. Photo after Vafeiadis 2017: 46 [f. 2], 51 [£. 4]

using iconographic guidebooks with descriptions of themes*. Such
an iconographic guidebook manuscript that bears his signature and
belonged to him has recently been located at Panteleimon monastery
on Mount Athos* (Fig. 6).

¢) Appreciation of his work on Mount Athos.

After the turning point of the wall-painting of the catholicon of Saint
Demetrius monastery in Skyros island, Damascene’s reputation as a
painter spread among the Athonite monasteries and he gradually be-
came one of the most prolific painters on Mount Athos.

39 Perrakis 2020: 175-177.
40 Vafeiadis 2017.
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Fig. 7. Dormition of the Mother of God, epistyle icon on the altarscreen of the catholicon of
Karakallou monastery, Mount Athos. Photo after Tsigaridas 2011: 285 [fig. 147]
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Painter A Damascene Painter B

{Cemetrius)

Fig. 8. Refectory of Docheiariou monastery, Mount Athos. Photo I. Perrakis

His workshop dominated on Mount Athos for almost three decades and
used to undertake small and large-scale works in lots of monasteries
like Dionysiou (Saint John Chrysostom and Saint Apostles chapels),
Docheiariou (most of the refectory, west end of the vaulted passage to
the refectory, Virgin Mary Gorgoypikoos shrine, east wall of the outer
puter narthex of the catholicon, Saint John the Forerunner church of the
homonymous cell in the periphery of the monastery), Vatopedi (outer
narthex of the catholicon), Karakallou (main church of the catholicon)
and the Great Lavra (Saint George chapel, Virgin Mary Oikonomissa
shrine, church of Virgin Mary Koukouzelissa)*'.

He has also painted numerous icons, which are kept in various Athonite
monasteries (Fig. 7) as well as in churches in Northern Greece, Bulgaria
and Cyprus and various private and state collections in Switzerland,
Russia, Greece and Lebanon*.

41 For a short reference and the relevant literature for each of these monuments, see Perrakis
2020: 79-85.

42 For a list of the icons that have been attributed to Damascene by various researchers, see
Perrakis 2020: 431-436. In addition, see also Kolusheva 2021.
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Dachiriarou manateny [ " Vatopedi mon

Fig. 9. Virgin Mary, Damascene's works on Mount Athos. Photo L. Perrakis

Gradually, his style, even though it had nothing to do with that of the
renowned works of the 16t century, yet is regarded as a continuation
of them, gained a status of “official” Athonite style of painting*.

d) The makeup of hieromonk Damascene’s workshop and the way
he used to divide labour with his collaborators and assign work to
his apprentices.

In all mural sets, either signed by hieromonk Damascene or ascribed
to his workshop, the work of other painters, collaborators in his work
or simply apprentices, has been attested. Among them, Damascene’s
paintbrush stands out in quality compared to theirs (Fig. 8). The distinct
personal style of his early works can be noticed clearly in the way he
paints the eyes of the figures: two-coloured iris and two parallel curved
white lines on the eyelid# (Fig. 9).

43 Perrakis, Fousteris 2021.
44 Perrakis 2021: 396.
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On the works undertaken by his workshop at Docheiariou monastery
in 1700, he was accompanied by two collaborators not as talented as he
was®. One of them has been identified with Demetrius, his collaborator
in his first signed work (1691) at Saint Demetrius’s monastery in Skyros
island“. Demetrius's paintbrush is also traced on the wall pantings (1704)
in the long exonarthex of the catholicon of the monastery of Vatopedi#.
Therefore, Dimitrios has been attested to be his main collaborator for at
least 14 years (1691-1704) in all of Damascene’s early works.

In all the monuments that his workshop undertook Damascene’s leading
paintbrush can be traced in the most prominent figures which he chooses
to paint as the head of the workshop#. In all cases, Damascene doesn’t
seem to want to dominate to the detriment of his collaborators. On the
contrary, even though he is by far a much better painter, despite his draw-
backs, than any of his collaborators and apprentices, he gives space to
them in all of the works, leaving most of the themes to be painted to them.

Damascene has a staff position in the works his workshop used to un-
dertake. He draws the iconographic programme and portrays the general
guidelines, providing the implementation framework. He chooses to
paint only a few sampling themes and some prominent figures exempli-
tying to his collaborators and his apprentices the style with which they
should comply#.

Their style is more or less harmonious with that of their master, the quality
of their work, though, is much inferior to his. The stroke of their brush
is rougher, their lines are not so fine like those by Damascene, there’s
no iris in the eyes and the transition from proplasmos to the lighting of
the flesh abrupt®.

45 Perrakis 2021: 401-405.

46 Perrakis 2021: 405.

47 Perrakis 2021: 408-410.

48 Perrakis 2021: 396, 410.

49 Perrakis 2021: 399-401, 411.
50 Perrakis 2021: 401-404.



e) Questioning of the quality of his work and controversy with Dio-
nysius of Fourna and his followers.

This status was challenged by a new group of painters of great artistic
learning that expressed the demand for change, the hieromonks Dio-
nysius of Fourna®, the writer of renown Hermenia (Painter’s manual),
and David from Selenitsa in Albania®, as well as Kosmas from Lemnos
island®. Making an artistic jump to the past they propagated a return
to the art of the late byzantine period as it could be traced at Protaton.

Judging from Dionysius’s accounts incorporated in his Hermenia we can
assume that in the beginning he was taught painting at Mount Athos
by Damascene himself, who was the “master” of that period. Though
comparing his instructor’s works to those of older masters, especially
to Panselinos’s paintings at Protaton, led him to see his teacher as an
untalented painter whom he finally left in search of another one with
grounding knowledge of painting. He associated with David from Se-
lenica, by whom he was taught to paint in Panselinos’s style+.

Dionysius of Fourna disliked Damascene’s style of painting so strongly
that he guided young painters not to follow untalented painters like him
but to study instead the works of old byzantine masters like Panselinos
in Protaton®.

These innovators’ artistic movement, however, wasn’t well received by
the Athonite monks. Even though they were given the chance to show
the quality of their work in minor scale commissions by some donors
who approved their style, the overall dominance of Damascene’s way of
painting presented insurmountable obstacles in letting the new “taste”
be accepted by the long accustomed to Damascene’s “traditional” style
monks. Their new artistic proposal caused a great arguing among them
and finally, all three “modernist” painters were made to leave Mount
Athos and continue their work out of its conservative atmosphere®.

51 For an overall account of Dionysius’s work, see Kakavas 2008, where previous literature can
be found. Further indicative literature see Tsigaridas 2011; Ferens 2015.

52 Asregards David from Selenitsa, see Drakopoulou 2010: 229.

53 Asregards Kosmas from Lemnos, see Tsigaridas 1994: 349, 356; Perrakis, Fousteris 2021.
54 Perrakis, Fousteris 2021.

55 Dionysius of Fourna 1909: 239.

56 Perrakis, Fousteris 2021.
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f) Unsuccessful trial to revise his style following the criticism.

Whereas Dionysius’s renovating ideas did not succeed in making a
change in Athonite painting, Damascene, having been heavily criticised
by Dionysius, tried at his latest works, humbly complying with his
opponent’s advice, to copy some paintings from Protaton in an attempt
to harmonize his style with the older tradition (Fig. 10). Damascene’s
eagerness to improve his work by studying the work of old masters
is therefore clear in his late works.

His effort was though unsuccessful showing the limit of his abilities.
Understanding his limits he finally gave his blessings to his appren-
tices to experiment with Dionysius’s teachings portrayed at Hermenia,
whereas his unpromising personal style was abandoned forever.

g) Overall evaluation of hieromonk Damascene’s personality.

Hieromonk Damascene was a man of knowledge and a good ground-
ing in Theology and the liturgical life of the Church, as it is concluded
by the drawing of the iconographic programme and the relatively few
spelling mistakes in his inscriptions.

He was a monk dedicated to the Orthodox tradition, which he tried
to learn alone by studying the works of the past on Mount Athos and
in his hometown. Indicative of his conservative mentality is the fact
that influences by western art are very limited in his works, which in
their simplicity used to exude the confidence that they stuck in the
Orthodox tradition. This feeling delighted the monks of that time on
Mount Athos, who embraced his traditional art.

On the other hand, he is definitively an artist who is eager to learn con-
tinuously studying alone and to experiment with new trends, a painter
of concern and pursuit of improvement of his means of expression.

Besides, his overall attitude towards the severe criticism levelled at him
for his so-called “inartistic works” shows a humble man, who accepts
criticism and is ready to try to experiment with something he doesn’t

57 See Perrakis 2020: 380-382, where specific examples are displayed; Perrakis, Fousteris 2021.
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Lamascene

(Church of Virgin Marv Koukouzelissa)

Fig. 10. St. Neilos, Protaton, Karyes and church of Virgin Mary Koukouzelissa, Great Lavra
monastery, Mount Athos. Photo I. Perrakis

know. Furthermore, the abrupt end of his way of painting in combina-
tion with the lack of apprentices who would continue his style allows
us to visualize him, understanding his limits, to give his blessings to
his apprentices for experimenting with what he had failed to do.

Concluding, hieromonk Damascene has left extensive work that helps
us understand this important transitional period in the Athonite art
and the procedures and turmoils that lead from the high-quality art
of the masters who kept up the byzantine tradition in the two first
centuries of Ottoman occupation to the revival of it in the 18 century.
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Mepomonax AdamMackmuH ot flHMHa: OCHOBaTeAsAT Ha
Hal-BAVISITEAHOTO aTeAVie 3a peANTMO3Ha >XMBOIIC
Ha AToH OoT HauaaoTo Ha XVIII Bex

Woaruc M. Tepaxuc

B ernD

e S

I7[ep0M0Hax AJamackuu ot SIHMHA e Hal-u3BeCTHUAT >KuBorucel] oT Ceera
ropa ot Hauyaaoto Ha XVIII sek. Toit mpousxoxaa ot Snuna, Enup u nasa
Ha ATOH, KbAETO OCHOBaBa aTeAue, YMeTO BAUsSHUE € JOMUHUPAIo Ha ATOH
3a IoBeve OT ABe JeceTraeTns. PaboTeln B IIpeXoAHI IepUOJ Ha M300pas3n-
TeAHOTO M3KYCTBO Ha ATOH, TOM U3I10A3Ba Pa3AUYHU eAeMeHTH, TAaBHO OT
TBOPUYECTBOTO Ha /l30p431c, HO CBINO TaKa U OT HAKOU OT OCTaHaAUTe CTapu
maricropu ot XVI B., pabotnan Ha Csera ropa, kato Teodpan Kpursaanna u
®panroc Kareaanoc. JamackuH passuBa CBOM COOCTBEH CTIA, TSCHO IIPH-
ABPKalll ce KbM BU3aHTUIICKaTa TpaAUIIuA.

Toit e gocra KpuTUKyBaH OT M3BecTHU:A JuoHncnii or PypHa, KOUTO y4u
MAaaauTe 30rpadu ga He cAeaBaT AMIIEHHUTe OT TadaHT XyAOXKHMIIM KaTo
JamacknH, a a u3yJapaT TBOpONUTe Ha cTapuUTe BU3aHTUIICKU MalicTopu. B
pesyATaT Ha HeyCIIeIIHIs ONUT Ha JaMacKiH Aa eKcIlepuMeHTHIpa, 110 pa-
>KaBaiiKu cTrnAa Ha IlaHceamHOC 11 pa3BMBalikyl CBOIT COOCTBEH CTIA, HETOBa-
Ta AVHNS B KUBOIIVCTA He e II0CAeBaHa OT HUKOIO CAe/ TOBa.
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A Family of Painters in 18t Century
Mani: The Workshop of the Painter
Panagiotis Klerodetis

Sophia Menenakou
Independent scholar, Greece

Abstract: The work of the painter Panagiotis Klerodetis in Lakonian Mani dates from
the years 1725-1789, according to the dedicatory inscriptions in the monuments he
decorated. The archival sources (letters, reports) prove that the Klerodetis family lived
in Lakonian Mani from the 16 to the 19th century. His teacher or teachers commem-
orated in the Brebeion of two churches, cannot be identified. However, his workshop,
despite its limited geographical range, generated other painters: his disciple or relative
who possibly decorated the latest church signed with his name, and Michael Klero-
detis (1752-1803), who used the same preparatory sketches (anthivola) as Panagiotis
Klerodetis.

Key words: Post-Byzantine art, Lakonia, Peloponnese, inscriptions, churches, archives

In this paper?, I will try to sketch the personality of the painter Pa-
nagiotis Klerodetis?, whose painting dates back to the 18" century.
We will rely on the documents, the dedicatory inscriptions or invo-
cations, his painting, and on the local conditions.

1 Sophia Menenakou has a PhD in Byzantine Archaeology and Art from the University of loannina. In her
research she studies the Post-Byzantine painting of Mani and is a member of the Christian Archaeological
Society, of the Society of Peloponnesian Studies, and of the Society of Lakonian Studies.

2 I owe warm thanks to Professor Eleni Deligianni-Dori for the generous help she always will-
ingly offers to me, as well as to my colleagues - friends N. Melvani and V. Skaraki, M. Oikono-
mou, I. Perrakis and E. Pantou.

3 For the painter see Drandakis 1983: 132, Piompinos 1984: 185-186, Drandakis 2009: 323, Drandakis,
Dori, Kepetzi, Konstantoudaki 1993: 117, ref. 211, 169,ref. 316, 175, ref. 325, 215, ref. 400 and 216,
ref. 401, Chatzidakis, Drakopoulou 1997: 81, and Menenakou 1998: 34-35.
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Fig. 1. Germa, Transfiguration: Dedicatory Inscription. Photo S. Menenakou

The surname Klerodetis is attested in sixteenth- and seventeenth- cen-
tury documents. More specifically, in a letter dated 15714 addressed
to the Venetian government, there is a statement that “I, Dimitris
Klerodetis, attest to the above”. In 15825, in a second letter to the Pope
the surname Klerodetis is mentioned. In a third letter sent in 1618° to
the Duke of Nevers the following text is written: “I, Glegoris Klirodis,
endorse the above with my clan and my entire village”. In addition
to the dedicatory inscriptions from the eighteenth century, members
of the family are also mentioned in the nineteenth century and to this
day. The surname Klerodetis is mentioned among the surnames of
the village Pyrgos in a memorandum dated 18317. Also, according to
tradition, the name Daskalakis is a metonymy for the name Klerodetis®.
In the village of Pyrgos, the place name “otoug KAngodéteg” (at the
Klerodetes) has survived, where the family tower is also preserved®.
Therefore, Panagiotis Klerodetis was a local painter.

Docos 1972: 218, ref. 1, 262.

Lambros 1905: 398 and Docos 1972, 218, ref. 1.
Daskalakis 1923: 398.

Vayakakos 1961: 8o.

® Ny o U A

Drandakis, Dori, Kepetzi, Konstantoudaki 1993: 219, ref. 410.
9 Drandakis, Dori, Kepetzi, Konstantoudaki 1993: 219, ref. 410.



Fig. 2. Skoutari, Saint
Georges: Dedicatory

Inscription.

Photo S. Menenakou

Fig. 3. Tserova,
Dormition of Virgin:
Dedicatory Inscription.
Photo S. Menenakou

Fig. 4. Kechrianika,
Nativity of Virgin:
Dedicatory Inscription.
Photo S. Menenakou
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Fig. 5. Map of Mani. Image Bob K., Wikimedia Commons

According to the dedicatory inscriptions, he painted four churches:
1. the Transfiguration (Metapoopwols tov Lwteog), in Germa™
(1725), (Fig. 1), 2. St. George in Skoutari (1737)"(Fig. 2), 3. the Dor-
mition of the Virgin in Tserova (contemporary Drossopigi) (1768)*
(Fig. 3) and 4. the Nativity of the Virgin in Kechrianika (1789)" (Fig.
4). A fifth monument, the Dormition of the Virgin, at Kavalo (con-
temporary Pyrrichos)™is attributed to this painter. Another church,
dated in 1799, whose murals are whitewashed and cannot be exam-
ined presently, may have been painted by his workshop, according
to Professor V. Kepetzi, who finds similarities by comparing a part
of the Platytera with its equivalent at Germa®. All inscriptions men-
tion the painter’s name and the village of his origin, Kavalo (contem-
porary Pyrrichos) in Lakonian Mani. The five villages mentioned
above are within 15-20 kilometers of his village (Fig. 5). In two of

10 Drandakis, Dori, Kepetzi, Konstantoudaki 1993: 117-124 and Menenakou 1998: 15-17.

11 Menenakou 1987-1988: 257-267; Menenakou 1992-1993: 497-506; Drandakis, Dori, Kepetzi, Kon-
stantoudaki 1993: 173-177 and Menenakou 1998: 17-20.

12 Drandakis, Dori, Kepetzi, Konstantoudaki 1993: 165-169 and Menenakou 1998: 20-22.
13 Vayakakos 1956: and Menenakou 1998: 23-24.

14 Drandakis, Dori, Kepetzi, Konstantoudaki 1993: 214-216 and Menenakou 1998: 24-25.
15 Drandakis, Dori, Kepekzi, Konstantoudaki 1993: 224, ref. 417.



Fig. 6. Germa, Transfiguration:
St. Athanasius.
Photo S. Menenakou

them, Germa and Tserova, there are inscriptions in the Brebeion
(commemorative register) of the sanctuary, which I believe refer to
Panagiotis Klerodetis. More specifically, in the church at Tserova I
read: <<ITANATTOTH K (at) TO<v>TONEON K (at) TO<v> AHAAY/
KAAON K (at) TO<v> tékvouv A<Y>T<O>N >> (Panagiotis and his
parents and his master and their children). It is possible that this
was Panagiotis requesting to be commemorated with his parents, his
teacher, and their children. Obviously, the teacher mentioned in the
text is the painter from whom he learned his art. At this time, some
painters used to sign as teachers™ or presented themselves by using
the names of their teachers instead of a surname or a place of origin®.
In the apse of the Prothesis a space was traditionally reserved for the
commemoration of people who have passed away. In Epiros however,
in a church dated back in 1803, a distinct label “by the teachers” can
be seen*. Panagiotis Klerodetis also describes himself as a teacher in
the first monument, at Germa. The great timespan between the first
decorated church (Transfiguration at Germa, 1725) and the last one

16 Drandakis, Dori, Kepetzi, Konstantoudaki 1993: 118 and Menenakou 1998, 17.
17 Drandakis, Dori, Kepetzi, Konstantoudaki 1993: 166 and Menenakou 1998, 22.
18 Manopoulos 2017: 198.

19 Papageorgiou 1986: 77, ref. 1.

20 Manopoulos 2017: 196, 197.
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Fig. 7. Kechrianika, Nativity of Virgin: St. Jakob, brother of God. Photo S. Menenakou

Fig. 8. Pyrrichos, Dormition of Virgin: St. Paul. Photo S. Menenakou

SONED



(Nativity of the Virgin at Kechrianika, 1789), i.e. 64 years, has raised
questions. Is this the same painter in all monuments? First, the
memorable late Professor Drandakis** and later Professor Kepetzi*
have addressed this issue.

According to Manolis Chatzidakis®, at this time, painting was regarded
as a profession that did not require many qualifications, i.e. someone
could soon become a teacher. In 17*-century Mani, a painter, Katsaras
from Oitylo, was proud of the fact that he was an accomplished painter
at the age of 23**. However, the timespan between the first and the
last monument is huge: Germa (1725) and Kechrianika (1789). Dur-
ing my research, I detected two elements, which in addition to the
considerable timespan, indicate that at Kechrianika the painter may
have been a different artist®: a. in the dedicatory inscription of the
church of the Nativity of the Virgin at Kechrianika there is the word
"téAog'" (end)*, which is not included in the dedicatory inscriptions
of the other three churches decorated before it. b. In comparison with
any previous monument of Panayotis Klerodetis (Fig. 6) the bodies,
the heads and the necks of the figures are much more wider in the
church of Kechrianika® (Fig. 7). Perhaps this was a descendant of
Panagiotis Klerodetis, or an apprentice, as was customary in guild
registers from Epirus in the 19'h century. It was common for appren-
tices to sign with the name of their master-teacher in Byzantine*® and
Post-Byzantine time®. We attribute to the hand of the painter who
executed the murals of the church at Kechrianika, an apprentice of
Panagiotis Klerodetis or a member of his family, the murals of the
church at Pyrrichos (Fig. 8), where, despite the absence of inscriptions,
the similarities of the wall paintings with the murals of Kechrianika
(Fig. 7) are significant®.

21 Drandakis 1983: 132 and Drandakis 2009: 323.

22 Drandakis, Dori, Kepetzi, Konstantoudaki 1993: 177.

23 Chatzidakis 1980: 246.

24 Chatzidakis 1980: 258.

25 This view is not mentioned in my dissertation. Menenakou 1998: 282-283.
26 Menenakou 1998: 23.

27 Drandakis, Dori, Kepetzi, Konstantoudaki 1993: 169 and Menenakou 1998: 253
28 Kalopissi, Konstantoudaki, Panayotidou 2000: 65, 66.

29 Papageorgiou 1986: 77, ref. 1.

30 Drandakis, Dori, Kepetzi, Konstantoudaki 1993: 215 and Menenakou 1998: 282.
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Regarding Panagiotis Klerodetis’s training, I am not able to trace
where exactly the painter was trained*. However, his art relies on
works which are located within a range of about 40 kilometers, where
there was a rich artistic tradition: west of Lakonian Mani, throughout
the 17" century churches were decorated by worthy local painters>
or artists from Messenia?’, the Cyclades*, or Mistras®>. Moreover,
east of Lakonian Mani, apart from Mistras?, there are important
monasteries (e.g. Zerbitsa¥, Gola®). All these painters who worked
in churches and monasteries throughout the 17" century, incorpo-
rated elements of the art of the great workshops of the Peloponnese
which were active in the previous century (the 16™ or 17" century):
the Kakavades* and the Moschoi#*. Within this geographical area,
Panagiotis Klerodetis learned his art within the narrow limits of his
home region, as Dori has noted for the painters of Mani in general*'.
It is possible that Michael Klerodetis was trained in the workshop
of Panagiotis Klerodetis, based on the use of common anthivola®
(Fig. 9, 10), as we will see below. However, the exact relation between
Panagiotis and Michael Klerodeits remains unknown.

Painting was probably not the only professional activity of Panagiotis
Klerodetis, given the small number of preserved monuments and the
limited range of his work#®. The same holds true for other contem-
porary painters, such as the Chionadites (artists from Chioniades

31 Menenakou 1998: 284-295.
32 Drandakis 1983: 126-138, with earlier bibliography and Dranadakis 2009, 317-329.

33 E.g., Anagnostis Makromallis. Chatzidakis 1980: 258; Drandakis 1983: 133; Piompinos 1984: 231;
Chatzidakis, Drakopoulou 1997: 165, and Drandakis 2009: 324.

34 E.g., Christodoulos Kallergis. Chatzidakis 1980: 258, Drandakis 1983: 131, Piompinos: 1984, 171-
172, Chatzidakis, Drakopoulou: 1997, 56, 57, Drandakis 2009: 322 and Anomeritis 2011.

35 E.g., Panagiotis Benizelos. Chatzidakis 1980: 258. Drandakis 1983: 133-134; Piompinos 1984: 270;
Chatzidakis, Drakopoulou 1997: 220; Drandakis, 2009: 323-324.

36 For Byzantine Mistras. Chatzidakis: 1980; Aspra-Vardavaki, Emmanouil 2005; Etzeoglou 2013 and
Kalopissi-Verti 2013: 244-293. Evangelia Pantou focuses on post-Byzantine Mistras in her disser-
tation.

37 Charalampous 2015.

38 Katsoulakos, Assimomitis 1991 and Proestaki 2005: 15-16, 126-129 and passim, fig. 341-348, 540-
541, with earlier bibliography.

39 Proestaaki 2005.

40 Tselign-Antouraki 2011.
41 Deliyanni-Dori 1994: 8.

42 Menenakou 1998: 293, 294.

43 For Byzantine Mani, Panayotidi 2005: 193-212. For the Post-Byzantine period, Konstantoudaki
1973: 295 and Deliyanni-Dori 1999: 124.



Fig. 10. Germa, Transfiguration: Crucifixion. Photo S. Menenakou
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village)# for example, who, in parallel with their art, were involved
in agricultural activities as well.

One more member of the family, the above-mentioned Michael*,
was active in decorating churches. Six monuments signed by him
and dated to the second half of the 18t century and the early 19t
century have been detected; they are located in the same area as those
painted by Panagiotis. 1. St. Nicholas at Germa (1752), 2. Taxiarchis
at Monastiraki, near Tserova (1768), 3. Zoodochos Pege at Neocho-
rion (1787), 4. St. Antony at Skoutari (undated), 5. St Athanasios at
Kryoneri (1798), and 6. St. George at Karyoupouli (1803). Another
church, Saint Georges at the village of Mani Gonea, is believed to
have been painted by Michael. As mentioned above, the comparison
between the murals of Panagiotis Klerodetis and the wall paintings
of the church of St. Nicholas at Germa, a work of Michael Klerodetis,
indicates the use of common anthivola. Therefore, I should stress
the fact that members of the Klerodetis family were active in religious
painting in Mani throughout the 18 century and in the beginning
of the 19" century.

To summarize, according to the surviving material and existing
studies, the workshop of Panagiotis Klerodetis appears to have been
a painting workshop of limited local range. Although it is not pos-
sible to identify the painter or painters from whom he learned his
art, his influence from painting workshops of the 17 century from
Messenian Mani or other parts of Lakonia is evident in his work.
However, his workshop generated painters, such as his disciple or
relative who must have painted his last dated signed work, and Mi-
chael Klerodetis. To conclude, as Deliyanni-Dori#” has pointed out,
the painters of Mani, and Panagiotis Klerodetis among them, with
the other Greeks, wrote the history of the pre-revolutionary years.

44 Makris 1981: 20.

45 Drandakis 1983: 132; Piompinos 1984, Drandakis 2009: 323; Drandakis, Dori, Kepetzi, Konstantou-
daki 1993: 141, ref. 258; 148, ref. 274; 164, ref. 303 and 304; 200, ref. 377., Chatzidakis, Drakopoulou
1997: 185.

46 See ref. 43 in the text.

47 Dori 2005: 42.
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Eana 3orpa¢gpcka pammansa ot XVIII B. B 06aact
Mann: ateanero Ha Ilananoruc Kanpoaetnc

Cogus Meneraxy

Tasu craTis e mocseTeHa Ha AMYHOCTTa Ha eauH 3orpad ot XVIII B. — Ia-
Hartotuc Kanpogeruc, mponsxoxaams ot ob6aacrra Mann, Jakonnst. B ns-
CAeABaHETO ca U3I10A3BaHM BCUUKI ChXpaHeH! MaTepuaAll 3a HETro: apXUBH,
HaAIVICH, XUBOIIVICHYU TBOpOU. KTUTOpCKNTE HAaAINMCH B ITbPKBIUTE, KOUTO
6s1xa M3caeABaHM, COYaT, 4e XyJOKHUKET € MecTeH, a paMIAHOTO My UMe
ce ciomeHasa B rtepuoga XVI-XIX s. Hepbp3amoxHO e ga Obde ompeseaeHO
npu koro nau kbae Kanpogeruc e yuna sxusoruc. Ho B Heropoto ckpoMHO
aTeane ca ce obydasaan 3orpadu, e4uH OT KOUTO € HeTOBVLAT YIeHNK AN
poactseHuK Muxana Kanpogernc, KOMTo U311043Ba ChIUTE KOIMPKM KaTo
ITanaitoruc. Heros yueHuk nam poACTBEHUK OCTaBs MOAIIMCA CU ITOCAAHO
B ITbpkBarta , Poxaecrso boropoanuno” s Kexpusanuka. /o Tosa 3akaiode-
HI€e CTUTHAX, U3CAeABaliKI KTUTOPCKIS HaAIINC, B KOWTO ce MOsBABa MIMETO,
U CTU/AOBNTE OCOOEHOCT! Ha SKMBOIIMCTA C XapaKTepHUTe INMPOKU TeAa 1
rAaBu Ha n3oOpaseHnTe GUIYPH B CpaBHEHME C IIO-paHHNTE ITaMEeTHUIIN,
Aeao Ha Ianaitoruc Kanpogeruc. BbaMo>KHO e 1moanmcaansT ce 4a € Heros
Y4€HUK, Thil KaTO BbB BU3AHTUIICKOTO U IIOCTBU3AHTUIICKOTO M3KYCTBO He
e psAKOCT 3orpad 4a Ce MOAIMCBAT C MMeTO Ha yumreas cu. Orle eANH
sorpad, BeposATHO pogHmHa Ha Muxana Kanpogernc, n3noassa KOIMpPKN-
Te Ha [lanaitoTic, KoeTo o3HayaBa, Ue cTaBa AyMa 3a pamMmaHo ateane. Kom
TOBa Haco4Ba 11 PaKTHT, 4e IIbPKBUTeE, Xuporcsann ot [lainaoric Kanpo-
AeTIIC, Ca Ha HETOASIMO Pa3CTOsIHIE OT POAHOTO MCTO Ha 3orpadpa, HO ITbK
ca JeKOpUpaH!U B IIO-AbABT BpeMeB) IIepuoJ, KOeTO OT CBOsI CTpaHa CTaBa
MHAVKATOP 3a TOBa, 4e aTeANeTo e 0110 aHTa>KMPaHO U3LIAAO0 ChC 30Tpadu-
sITa Ha ITBPKBU. B TOBa OTHOIIeHe TapadeAn MoraT Aa ObJaT HalIpaBeHM
CbC CPeJHOBEKOBHOTO aTeane B MaHm, KaKTO I ¢ A€ITHOCTTa Ha 3orpadure
OT eMpPCKOTO ceA0 XMOHNaec Ipe3 IoCTBU3aHTuiickus nepuoa. Ho sbpxy
Xy40>KecTBeHaTa IIPOAYKLIL Ha 30rpadpuTe ChIIECTBEHO BAVLTHIE OKa3Ba I
coIecTByBalara Tpaauiusa oT XVII 8., Ha koATo 3orpadpure B Manu u /la-
KOHMI ce OImpar.



/luricsaina repcoHaans — 3orpa(])
MNoau oTr AxToroa*

Axexcandvp Kyromoxues®
Mncmumym 3a uscaedsate Ha uskycmeama,
boazapcka axademus na naykume

AbcTpakT: B cratusaTa ce mpeAcTaBsa IpOAYKIfUATa Ha 30Tpada Moan or AxTormoa,
paborna o I0xxnoTO YepHomopue B xpast Ha XVIII n nayaaoro na XIX B. Criome-
HaT oT A. Bacmames, KOMTO IIOCOUBA HSIKOAKO HETOBU IOAINMCAHM MKOHM OT ITbPK-
Barta ,Cs. Tpouna” B Llapeso, BriocaeacTsue 3orpadybT e odtu 3abpaBeH A0pPU OT
u3cAeAoBaTeAnTe, KOUTO IIyOANKyBaT HETOBY IIpOou3BejeHIs], 0e3 4a IO pasIo3HasT.
3aroBa IleATa Ha TeKCTa € Ja BhBeJe B HaydHO oOpallleHe TBOpYecTBOTO My U Ja IO
HaIIpaB! pa3lIO3HaBaeM 3a MCTOPUIMTe Ha U3KycTBOTO. ChIlleBpeMeHHO MKOHUTE My
ce pasraexaar Ha poHa Ha ChbBpeMeHHaTa My ITPOAYKIIVA OT PerMoHa, 3a Ja Ce OIIpe-
AeAu poAsiTa My B XyA0>KeCTBeHUTe ITpoliecH1, 40KOAKOTO TOBa € Bb3MOXKHO Ha TO3!
eTamn ot npoyusaHero. Ha OazaTa Ha 3HaUMTEAHO KOAMYECTBO HEITO3HATH 40 TO3! MO-
MEHT HeroBI IIPOM3BeeHNs Ca HallpaBeH! HIAKOU IIPeAII0A0XKEeHNs 3a TBOpUecKaTa

My Omorpadus 1 Kpbra OT CeauIna, B KOMTO pabOTIL.

Karouosn aymm: mxonu, IOxno UYepHomopme, ctma, arpuOyums, CrpaHaxa,
HIIVIAM, BXT , Iletko 3aaropckm”

Maxkap 1 u3secreH kato ume, loan ot Axronoa e sorpad 1oyt Hero-
3HAT 3a HayKaTa, C HeyTOUHeH! IIpoM3BeAeHNs I HescHa Omorpadst.
A. Bacuanes ro nmpmuuncasisa KbM CTpaHAYKaHCKUTe MalICTOPH, CAeA-

1 Hacrosmoro npoyusaHe e ocbljectseHo 110 1poekT ,[Ipunocekt Ha Van I'omres 3a popmu-
paHeTo Ha uKoHorpagckus otrgea Ha HIIVIAM (mpoyusaHe 1 A4OKyMeHTHpaHe Ha KoAeKiuu)”
xpM Pong ,Hayunn nscaeapannsa” Ha MuHucTepcrso Ha o0pazosaHueTo u Haykata (Jorosop
KIT-06-H40/4 ot 10 AeKeMBpM 2019 T.).

2 Dr. Alexander Kuyumdzhiev is an Associate Professor at the Institute of Art Studies, Bulgarian Acade-
my of Sciences; working in the field of Bulgarian National Revival Art, mural and icon paintings.

Personalia

{ 245
M



24.§ )

BallK!1 AOTMKaTa CU 3a HaAu4yie Ha MeCTHa IIIKOAa B PeTMOHa, U 3aTBaps
TBOPYECTBOTO MY MeXAY 1797 1 1805 I., IOCOYBaIK/ MUKOHUTE MY OT
bpksata ,,CB. Tpouna” B Llapeso®. BucokaTa ecreTnyecka OIleHKa,
KOATO Bacmanes gaBa Ha mpousBeeHmsITa Ha VoaH, e aocta yuyABa-
ma. Ts mpuaobusa cMuUChA eABa Ha OHA Ha OCTaHaAUTe 30rpadpur OT
CrpaHg:xa, IoBeueTo OT KOUTO ca NPOBUHIIMAAHN TPBLIKM MalICTOpU
ot XIX B., paboTelry Ha rpaHKIIaTa ¢ TpUMUTHBA. EAMHCTBeHO cpaBHeH
¢ Ts1x, VoaH n3raexaa MHOTO TaAaHTANB 3orpa, KaKbBTO BCBIITHOCT
He e 61a. Ho Tasu oleHka crou B AuTepaTypaTa 1 IO-HaTaThbK, KaTo
T. MaTakuesa robopu 3a ,,yBepeH U U3JCKaH PUCYHBK” B MUKOHUTE MY,
IIpUAPY>KeH OT ,,00raT 1 HI0aHCKUpaH KoaopuT”+. ITogo6HO cBOOOAHO
DopaBeHe ¢ Xy40>KeCTBeH! ollpejeaeHns 01 oObpKaao AHeC BCeKI
qyTaTel, HeBI/>KAaA IPOU3BeAeHIs Ha Moau ot Axromoa. BebiHoct
CTaBa BBIIPOC 3a HaITbAHO OpAVHEepeH I'PBIIKM 30rpad, paboTua Ha
rpanniata Mesxxay XVIII u XIX B. HecbMHeHO TOM e MMaa KAMeHTeAa,
0114 e A0CTaTBHYHO PYTUHMpPAH I e IIpuTeXKaBal CpaBHUTEAHO 400puU
npodpecnonaaHy Kauecrsa. Ho ToBa He e crpanaxanckuat Padaea!
AKO CbAVIM IO CTEHOIINICUTE MY B ITbpKBarta , Br3necenne Xpucroso”
AxTomno (1796)°, Ou Tps10BaA0 4a cMATaMe, de TOI He e 6114 3aIll03HaT
CbC CTEHOIIMCHAaTa TeXHMKa I Ts HUKaK He My ce e oTJaBada. VIKoHo-
IJICHaTa My HPOAYKIINs obaue IOKa3Ba Jaded I10-400pu KadyecTsa,
IopaAu KoeTo He e uyAHO, ue A. Bacnanes He npaBu HKaKBa Bpb3Ka
MeXAy Hesl I CTEHOIINCHUTe OT AXTOII04°.

Kato aea0 na Voan K. TTackasesa aTpuOynpa Ase MKoHU Ha boropoan-
1a JKusonocen nstounuxk ot 1810 r. u Cs. ['eopru yousa smes ot 1814
r.7 Caeapaniku Ilackasesa, 8 Kopryca na crenonucure ot XVIIL B. ca
BB3IIPUETU Beue ITO-pa3IlMpPeHy XPOHOAOTMYHY PaMKI Ha ITO3HATU-
Te uKoHM Ha VloaH 1 3a IPDBB ITBT ca aTpUOYMpaHy Ha HerosaTa phKa
CTEHOIIMCUTe OT ITbpKBaTa B AXTor04®. ChIlleBpeMeHHO 00ade CTUABT
My e oIlpejeAeH KaTo ,M3BbHPeAHO 0AM3BK 40 IOoYepKa Ha 30rpad

3 Vasiliev 1957 262-263; Vasiliev 1965: 644-645. Coinjoro y: Matakieva 1987: 153; Ahtopol 1990: 27-28;
Tonev 1995: 198; Dimitrov 2002: 76.

4 Matakieva 198y: 153. Cpioro y: Tonev 1995: 198 u Dimitrov 2002: 76.

5 3a 1ax BX. Klisarov, Gergova 2007: 233.

6 Vasiliev 1957: 259, U3PUYHO IIOCOYBA CTEHOIMCHUTE KaTO pabOTa Ha MAICTOpP, YMETO UMe He
MoxKe Ja Obe ycraHOBeHO. Bx. cbio u Zachariev 1957: 326-328; Paskaleva 1977: 12, nax 6es3 aTpu-
Oyuus 1 B ABaTa CAydasl.

7 Paskaleva 1977: 11-12, ill. 19, 28.

8 Klisarov, Gergova 2007: 233. Y: Milanova 2017: 599, ca iosTopenu dauuute 3a Moan ot Axroros,
aazenn y A. Bacuanes u 8 Kopmyca ot XVIII 5.



®@ur. 1. boropoanna npras Hebec, creHomnuc OT ITbpKBaTa ,Br3necenne Xpucroso”,
Axromnioa, Moan ot Axtomnoa, 1796. Cunmka I'. Annkos

Aumutep”. Tyk e sIcHO, ye cTaBa BBIIPOC 3a 30rpada, IOAIIICaa ce
kaTo Aumurpuoc ([Igookuvntc)*, unuTo padboTu B CO30MOACKNATE
ITbPKBY [IOKA3BaT MAiCTOP ChC 3aBUAHU yMeHus, Kaksuto Voan He
MOXKe 4a e IpUTeKaBa, IIIOM My Ce IIPUIIICBAT CTeHOIMCUTe OT AXTO-
1104, T KaTo Te U3AaBaT MHOIO IIO-HeyMea MaiicTtop. ToecT Haanie e
SIBHO IIPOTUBOpeYNe — IPMpPaBHEHN Ca CTUAOBO 30Tpadu C OUeBUAHO
pasandHM TpOPeCcroHaAHN Bb3MOXKHOCTIA.

Hamncruna tBopuectsoTo Ha AMMUTELP TelrbpBa TpsAOBa Aa Obae Je-
TailAHO ITPOYYeHO, HO T.HAp. ,0AU3BK TOYepPK” Mex Ay Hero u Voan
He ChbOTBETCTBA Ha pealHaTa IPOAYKIIM Ha ABaMaTa 30rpadu, KOsITo
e Ona 1 Hero3HaTa Ha aBTOpUTe Ha TOPHMS IIUTaT. 3aI]0TO 110 BpeMe
Ha u3aasaneto Ha Kopmyca or XVIII B. TBOpuecTBoTO Ha AUMUTHD €
©11.40 Bce ollle 4OCTa HEsICHO, a Aa He TOBOPUM 3a ToBa Ha VloaH ot

9 Klisarov, Gergova 2007: 233.
10 3a Hero BX. Moutafov et al. 2008: 73-74.
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®@ur. 2. Xpucroc Beank apxueperi, nkoHa
or npksara ,,Cs. ['eoprn”, Cozomnoa,
HensBecTeH sorpad, 1830.

Chaumka I'. lunkos

®@ur. 3. Xpucroc Beank apxueperi, nkoHa
ot uppksara ,,Cs. ['eoprin”, Cozomnoa,
Avmvurpuoc (ITpockunnTtic), 1785.
Cummka I'. luHKOB

®ur. 4. Xpucroc Beank apxuepeii, nkona
ot Hosara mutponoans, Heceosp, Voan
ot Axronos, 1793. Cuumka V. Banes




AXTOI104, KOETO e 0140 IOoYTH HeM3BeCTHO". B moakxperia Ha ToBa
1ABaT CpaBHEHUATa MeXAY BCMUKM M3BECTHN JHeC MKOHU Ha 30-
rpadu, npuuncasBanu KbM T.Hap. ,CTpaHgsKaHCcKa IIKo4a”, cpeg
KOWTO HsIMa HUTO eAVH, KOWTO Aa ce A00AM>KaBa 40 Bb3MOXKHOCTITE
Ha AumuTsp™. Ho IIbK cpea TaXx MMaMe He eAVH IIpuMep, B KOITO
HeroBITe IPOoU3BeAeHI IBHO ca O1Al MoJeA, CAeABaH OT MeCTHUTe
4epHOMOPCKM 30Trpadi, KaKToO e HallpyMep MKOHaTa My XpHUCTOC
Beauk apxmepein (1785) oT cozonoackara 1ybpksa ,,Cs. 'eopru”™,
KOSITO e Bh3IIPON3BeJeHa OT I10-KbCceH 3orpad mpes 1830 I., paboTnA
HOBU MIKOHU 3a ChIllaTa ITbpKBa. TakaBa e 1 ,,Bpb3Kara” My ¢ Voau ot
AXTOII04, KOSITO MO>Ke Aa ce oIIpeAeAn KaTo HabA10AeHue, 3aMCTBa-
He 11 CTpeMeX Ja ce HalloA00sT ollpejeAeHN IIOXBaT! I AeTallal OT
UKOHUTe Ha AVIMUTBP, 3alJOTO € MOYTHU U3KAIOUeHa Bb3MOXKHOCTTa
3orpadu C TOAKOBa pa3ANMYHO IpodecroHalHO HUBO Ha OOydeHne
Aa MarT MO-TsICHA TBOpYecKa B3aMOBPb3Ka. BebIHoct mpuankure
MABaT Hali-Bede OT CXOAHNUTe MKOHOTpadCcKi MoAeAn, KaKTo ce BYIK-
Aa HalpuMep IIpU CpaBHeHMe MexXAay boropoaiannte oOpasu Ha
ABamara sorpadu, KbaeTo Moan AVUPEKTHO ce cTpeMI ga ,,00aede”
Boropoaumia 8 Mmapopus, ¢ KOWTO T e n3odpaseHa ot dumutsp. B
HeMaAKO MKOHM Ce IIOBTapAT KOAOPUT, ITI03M U 5KeCTOBe, HO Moau He
e B CbCTOsIHME Ja AOCTUTHE CTUAOBO Te31 MOAeAM ITIopaAu Io-caabaTta
cu mpodecroHalHa IOATOTOBKa.

Koako nopbpxHOCcTHO e 6140 BriedaTAeHneTo Ha asTopuTe B Koprryca
Ha XVIII B. oT Tpon3BeseHnsTa Ha Moan Auam ot cae/Balra 1y0anka-
Vs Ha eAVH OT TSIX, IMCaHa caMO ABe TOAVHI ITO-KbCHO. B ctaTmsiTa
cu, MocBeTeHa Ha MKoHaTa boropoauna Xpucomanrypruornca, I.
I'eprosa nmpeacraBsl BCBIITHOCT IPOM3BEeAeHNS Ha Voau ot AXTOII04,
HO TOYHO IIOpaAM I'bAHATa HesICHOTa 3a HETOBOTO TBOPYECTBO TOI He
e nAeHTuduUIVpaH 1 e 0OsBEH 3a aHOHNMeH 3orpad™. 3aToBa U MKO-
HUTe, KOUTO Ts IIPUIINICBa Ha TO3M ,,aHOHMMeH " MaiicTop, paboTnA 1o
IO>xHOTO YepHOMOpHE, ca 0O bpKaH KaTo aTpUOYIINS U CpeA TsAX MMa
IpousseJeHns Ha Apyru MectHu 3orpadpu. Ho npasuanure atpuoy-

11 Makap HeIrbAHM M C TPeIKN, CUCTeMAaTU3MpPaHy JaHHY 3a JAMMMTBD ce HMOsBABAT eABa B
Moutafov et al. mpes 2008 T., a Moan ot AXTOIOA 1300110 He € BKAIOYeH B U3AaHIETO ropaau
AMIICaTa II0 OHOBA BpeMe Ha JAOCTBIT A0 HETOBY ITOAIIICAHN ITPOU3BEAEHIIs.

12 V3TBhKBaHETO Ha MPO(eCHOHAAHNITe My KauecTBa MABa CHIIIO Ha (pOHa Ha OCTaHAaAaTa MKOHO-
IIIICHA TIPOAYKINA B UepHOMOPCKIS HY PernoH ot Tosa speMe. CpaBHEHNETO My C APYTU IPBII-
Ku 3orpadu oT mepnoga Ou mokasaao, ye JuMHUTHp MMa MHOTO ITapaleAr KaTo IpodecHoHalHO
HIBO cpe/ 30rpadure, MPpOAbAKABAIY TPAJUIINITE Ha UTaA0-KPUTCKATa KIBOIINC.

13 VlkoHara e mybamnkysaHa y: Moutafov et al. 2008: 73, ill. 72; Paskaleva 1977: ill. 3.
14 Gergova 2008: 11-16.
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LI1I, TIOCOYeHN B Ta3y CTaTHs, Ile BbBeXXKAaMe Hag0Ay B TEKCTa, Thil
KaTo Ha IpaKTHKa TOBa ce OKa3Ba ITbpBaTa IIyOAMKaIlysl, II0CBeTeHa
IIOHe KOCBeHO Ha JloaH, makap 1 3orpaybT 4a OCTaBa Hepa3IIO3HaT.

/Ja ce BbBege pe B IpOU3BeJeHIsITa Ha Moan oT AXTOIIOA € MHOTO
TPYAHO, ThII KaTO AHeC AUIICBa AOCTBII 40 HAKOU OT TsX, MeCTOHaXOX-
AEHIETO Ha APYTU € HesACHO, HAMa M34epriaTeAHy AaHHU U 3a IIPOU3-
X0/a Ha BCMYKM MKOHH, KOUTO Ce HaMIpaT cera B My3eiHM COMPKIA.
BeposATHO Herosu TBOpOM ca IpuUTeXXKaHMe Ha YaCTHU KOAEKIIUM, a
ChC CUTYPHOCT IMa U TaKMBa, KOUTO Beue He ca 3anaseHn. MHOTO oT
IIpon3BeAeHNsATa My He ca aTpMOyMpaH, a I ca MyOAMKyBaHU MacOBO
che crpemenn gatupanus. OT AuTeparypara 3acera ca MU IIO3HaTU
caMO HAKOAKO ITOAIVICaHU MKOHM, a €AMHCTBEeHO OT e4Ha OT TSX pas-
roJsaraM CbC CHUMKa'®. Bpipeku To31 HeagoCTaTbhbueH CpaBHUTEAEH
MaTepuaA ce Halara 30rpasT 4a ObJe ITpeAcTaBeH Ollje Ha TO3M eTall
OT IIPOYYBaHETO, 3a A4a ObJe IIOHe BbBeJeH B Hay4yHO oOpalleHne 1
Aa ce gaje Bb3MOXKHOCT Ha cAeABalllyl U3CAeABaHNs Aa KOpUIMparT,
A00aBAT U U3SICHABAT ITO3HaHMATa HI 3a Hero. C Ta3y 1ieA I11e pasrae-
AaM HeTroBUTe MKOHMU B XPOHOAOIMYEH ped, ThIl KaTo, 3a pa3AnKa OT
IO-PSAKOTO MOAINICBAHE, oaH TEeHAEHIIIIO3HO OCTaBsI TOANHY BbPXY
IIOYTY BCMYKY CBOM IIPOU3BeAeHIs.

Vsraexaa, Hail-paHHa 3acera e nKoHaTta PasmsaTue, nponsxoxaara
oT Axmonoa, AHec B ByprackaTa raaepus, KOsITO JaTupa OT 1791 I.*°
JIkoHaTa He e IOATIIICaHa, HO B Hes ca HaAMIle HAKOU crielyipIaHn
paKkypcu B AMIlaTa Ha IIepCOHaKMTe, KOMTO ca TUIIMYHMU 3a paboTHUTe
Ha 3orpada, AaTupaliu oT ocaeaHoTo JecetnaeTre Ha XVIII 8. Muoro
XapaKTepHa 3a TO3! IIep1oJ e 1 00111aTa TOHAAHOCT B IKOHATa, KOSITO
e U3II'b/AHeHa B CTyAeHa rama, Ipugasailia 11 CypoBo usAbuysase. Tasn
aTpuOyIIMs ce IOAKPeIld U OT HaulMHa Ha M3IMCBaHe Ha HaAINCUTe,
KOUTO ca CXOAHU C ITIOpeAulia IO-KbCHY HeTOBY MKOHU. TUImaHO e 1
O3HaueHIeTO Ha roAMHaTa, B KOATO IIpeAliocaeHara OyKBa KoIla — X,
O3HayaBallla JeceTAeTIsATa U C YicAeHa CTOHOCT 9o, ce opopm
peAoBHO Kato rpadus oT 3orpada BbB BapuaHTa — ‘1, HO ToBa ITbK €

15 Cnenmaana 6aarojapHocT AbAXa Ha Aol V. Banes 3a koHcyATanuuTe u rpejocTaBeHuTe
CHUMKY, DAarogapeHne Ha KOUTO Ce U3ACHNU roAsIMa 4acT OT TBOPYECTBOTO Ha 30rpadha, IpeAcra-
BEHO B TEKCTa.

16 Boshkov 1984: 297, ill. 302, 345, ¢ HeTOUHO AaTMpaHe OT 1761 I. ABTOPBT INUIIE, Ye VIKOHATa
e ,HaMepeHa” B AXTOII04, CBejeHIIe, KOETO He 3HaeM Kak TpA0Ba Aa ThaKysame. [lybankysana e
CbC ChINaTa 1761 I. n'y: Boshkov 1974: ill. 223, 351; Paskaleva 1977: ill. 26; Klisarov, Gergova 2007: 233,
HaBCAKDAE Oe3 aTpuOynus. VIkoHaTa e ¢ pasMepu 120X71 CM.



oOII1a MpaKkTUKa Py 3HaYMTeAHa JacT OT 30rpadure
B pernoHa'’ u He MOXe Ja ObJe KaTeropudeH aTpu-
OyumoneH Oeaer 3a MKoHuTe Ha JoaH.

Or 1792 1. gaTupaT YeTUpyU UKOHM, KOUTO MOTaT Aa
ce IpUIIMINAT Ha VoaH 110 cT1A0BY Deaesn. ITbpBa-
Ta e CB. 'eopru yOmsa 3mes ¢ JKMTUITHN CII€HM OT
MKOHOCTaca Ha Irbpksara , [Ipeodpaxerue Xpucmo-
60" 6 [Tomopue, mybaukysana y A. TpudoHosa ¢ He-
TOYHO pasueTeHa roguHa — 1852%. Ha egna cHnMka
ot apxusa Ha HVIHKH" ce Bi>kaa 40CTaThuHO SCHO
roAMHaTa, U3nmucaHa ¢ Oyksu — o'y M'B. B ukonara
ce 3abeAsI3BaT 1 XapaKTepHUTe Oeae3N 3a CTIAa Ha

17 Taxka Harpumep e musmmcaHa OyKksaTa B MKOHaTa Ha cB. XapaJaMIInii
ot byprackaTa rasepus, KOsTO e He CaMO HETOUHO anMGyMpaHa Ha Au-
mutpuoc [Ipockunnruc ot E. Apakortyay, Ho 1 e 1y0AMKyBaHa C HeBsIpHa
roAuHa, paszdeTeHa KaTo apEoa (1766), A0KaTO BCHITHOCT TpsaOBa Ja ce
gete a'P'0 0t (1796). Bx. Icons 2011: 159. Tesn rpemmkn Ha aBTOpKara ca
[OBAMAAY BbPXY aHaAM3a Ha OIle Ipou3BeeHus oT peruona. Bx. Koseva-
Toteva 2015: 228-231. V: Paskaleva 1977: ill. 21, e jaseHa rpasiAHa roAu-
Ha — 1796, HO ¢ BpIIpocuTeana. Y: Sedlarska 2008: mns. No 11, e jazeHa bk
1794 T. baarogaps Ha pod. E. MyTtados, KO/TO OTBBPAY TOBA CIIEIN-
(rrano MsTIIICBaHe Ha OyKBaTa B MKOHUTE OT PerroHa.

18 Trifonova 2016: 105-110, TYK ¥ IIOAPOOHO OINCaHMe Ha UKOHaTa, 6e3
aTpuOyLIMSL.
19 HUIIK, puam Ne 10123, sacuer ot Huxoaair Kancapos mpes 1975 T.
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®ur. 5. Cs. [Tanteseimon,
aetaiia ot nkoHarta Cs. IleTka ¢
>KuTHe U cBetiy, MaHactup ,Cs.
Amnacracus”, Voan ot AXToroz,
1807. Cunmka V1. Banes

®@ur. 6. boropoaniia
XpucomaHrypTuoTuca —

AeTaila, MIKOHa OT ITbpKBaTa

,,S:B. ITanTeaeitmon”, bpoanaoso,
Moan or Axrorioa, ok. 1803.
Cuumka V. Banes

®@ur. 7. boropoauria
Oaururpus — Aetaiia, MKOHa
ot AM - Cosoroa, Aumurpuoc
(ITpockunuTuc).

Cuumka I'. luHKOB
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oaH KaTo HarrpuMep pasaeasHeTo
Ha AMKOBeTe Ha HAKOM IIePCOHaKM
Ha ABe ITOAOBMHM — ThMHa U CBeT-
Aa, IogYepTaBaHeTO Ha yCMUBKaTa
C yepTa B Kpas Ha yCTHUTe U 054
0AMK, cBbp3Balll HOca U Opaauy-
KaTa Ha csereria. Harrpano naen-
TIUYHO € M3IICBAaHeTO Ha AaTaTa U
B OCTaHaAUTe TPU MKOHM Ha 30Tpa-
¢da ot cpmata 1792 1. JBe OT TsX
- Xpucroc 0 'EAxopevog (M3smbu-
BaH), AHec B byprackara raaepusi*
n Apx. Muxamna Baagu aymara
Ha rpentHmKa*, Impomn3xoxXaaT OT
ippksata ,, Ce. bozopoduua® ¢ Llapeso
U BEPOSITHO ca 4acT OT €AVH MKO-
HOCTaceH KOMILAeKT. YeTsbpTaTa
nkoHa e CB. Cimpua0H Ha TPOH
ot PVIM — Bapna®. T4 e naeHT4Ha
B CTA0BO OTHOIIIEHME ChC CAeA-

@Dur. 8. Passatue, uxkona ot bXT'

,Iletko 3aaropckn”, Woan ot Axroroz, 1791.

BaIlfaTa II0 XpOHOAOIT: NKOHa Ha

CHumka V1. Banes ]/[oaH, KOsITO AaTypa OT 1793 I. N €

252)
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c obpasa Ha Xpucroc Beaux ap-

Xyeper Ha TPOH CbC CMMBOAV Ha
eBaHreamcTure. llkonara ce HaMmupa Ha BAaAUIIKIs TpoH B Hosama
mumponorus 6 Heceovp®. OT 1793 I. e 3an1a3eHa ollle eJHa MKOHA Ha
sorpadga ot cb110TO ceanie. Ha nes e uzoopaseno Ycrnenune boropo-
AWYHO C KOpoHsAcBaHe Ha boropoaniia B ropnara my yact*. Berpekn
e/HaKBaTa roJyHa Ts He e CBbp3aHa C MKOHaTa Ha 3orpada ot Hosata
MUTPOIIOANS, a BHO IIPOM3X0XAa OT IybpkBarta ,, Cé. bozopoduua ITo-
HOAUMpPUs "3,

20 IlybGamkysana y: Boshkov 1984: 293, 342, ill. 296, c gatupane 1762 r. u umMe MoaeHue o yaine,
0e3 aTpuOyIus.

21 HIVMAM, uns. Ne 3302, pasmepu 37x59 cM. Ilybankysana B Kunstschatze 1964: Ne 352.

22 Popova 2008: 39, KaT. No 26, 6e3 arpubynus. Vikonara npousxoxaa ot Bapna, uns. No 316,
pasMepu 74X49,5 CM.

23 Ilyb6aukysana y: Chimbuleva, Gyuzelev 2003: No15, pasmepu 104x54cM, 6e3 aTpuOyrus u ¢
HeTOYHO pa3yeTeHa rOAMHa KaTo 1783.

24 Vkonara ce nammpa B AM — HeceObp, uns. No 55, pasmepu 124x79 cm. IlyGankysana y:
Chimbuleva, Gyuzelev 2003: N2 12, 6e3 aTpmuOyLIMsi M ChC CIPEIIEHO AaTUPaHe OT 1773 T.

25 Vanev 2013: 128, 133, C Bb3CTaHOBKa Ha MKOHOCTAca B ITbpKBaTa.



®@ur. 9. Jeraita c roanHara 1791 ot ukoHara Pasmsatue, bXT' , Iletko 3aaropcku”.
Cuumka V. Banes

baarogapenne na apxmsan canmku ot HVIHKH? crasa scHO, e ot
1793 I. AaTUpaT U ABe 1IapCcKy MKOHY, paboTeHu OT 3orpada 3a IIbpK-
BaTa , Buvstecerue Xpucmoso” B Axmonor*. Te ca c oOpasute Ha ApxaH-
rea Mmxama Baau gymiaTa Ha rpelnHunka u boropoauiia na rpon
¢ Maaaenena. Ot cpiara I'bpKBa IIPOM3X0XKAaA U €AVH AeMCICeH
¢pus c amocroan. Ot 3anasenute poTorpapum AnM4n, 4e TOM e ps3-
aH Ha ABe 4acTy, BCAKa C II0 IIeCT alloCTOACKM o0pa3a 1 BepOSTHO e
IIpeHeceH Taka B byprac, kbaeTo e 3acHet 1pe3 1977 I. /luricsa cpea-
HaTa JacT ¢ Jeiicuca®. PpusbT CBIIO € 4e10 Ha Moan ot AXTOII0A 1
Makap 4a He e gaTupaH, Ou TpsAOBaa0 Aa ce oTHece KbM 1793 I. KbMm
Hero Tps0OBa Ja ce nmpubasu 1 nkoHara Poxaecrso boropoairano,
kosTO ce cpxpansasa B HIIVIAM®. CioxxeTsT u pasmepure it IOKa3-
BaT, Y€ TOBA ITbK € MPa3HIIHA NKOHA, KOeTo Iipearioaara, ye Voan e
13paboTNA 11514 MKOHOCTaceH KOMILAEKT 3a ITbpKBaTa, T0AsMa 4yacT OT
KOJTO AHeC e B HeM3BeCTHOCT.

26 HUIIK, puam Ne 10424, 3acHeT ot Bpariko 3aatapes mipes 1976 1.
2y Vasiliev 1957: 259, caMO CITOMeHaBa 3a ChIIjeCTByBaHe Ha MIKOHU OT 30Tpadpa B Ta3! I[bPKBa.
28 HUIIK, ¢puam Ne 13345, 3aceer ot Crpaxua byHKuH ripes 1977 T.

29 HIVAM, uns. No 3294, pasmepnu 22x28,5 cM. B nkonara e BMecTeHa 1 cljeHaTa 3auaTie
boropoanuano.

253

Personalia { )

-



254,)

3a 11eAu TpU TOAUHMU CcAe/ TOBa He 3HaeM HeTrOBU IPOM3BeAeHILs], HO
IIpe3 1796 I. TOV IIpaBy CTEHOIIMCUTE B ChIIVS aXTOIIOACKM XpaM, 3a-
BBPILIeH! Ha 17 HOeMBPI*, a Ha cAeABalliaTta 1797 I. paOOTI NKOHU 3a
ubpksara , Cs. Tpouya” B Llapeso’'. Ot To3u mpeariosaraeM KOMIIAEKT
AHecC 3HaeM, 4ye e ChIIleCTByBaJa uKoHa Ha ¢B. Mloan KpbcTturea, kosATo
e O1aa moAnucaHa, HO He e gaTupaHa, 1 nKoHa Ha cB. Hukoaa, kosito
IIbK e O14a caMo gaTupaHa®. OcTtaHaAMTe MKOHY Ca HEyTOYHEH! KaTo
CIO>KETI, a Ha IIPaKT/Ka OCTaBa HESICHO BpeMeTO Ha OKOMILAE€KTOBaHe
Ha T1eA1sT MKOHOCTac, KaKTo 1 MKOHuTe, KouTo Voan pabotu 3a Hero,
TBI1 KaTo OT 1805 I. MMa TpeTa MKOHa Ha CB. AMMUTBP, KOATO e MOoA-
nmcaHa 1 gatupana®. Taka BChbIITHOCT He ce 3Hae KOTa 11 KOAKO MKOHM
paBu Voan 3a Tasu I'bpKBa. BeposATHO Te3n nKoHM ce HaMupat AHec B
byprackara raaepus1, HO 4aau ca CbC 3aIla3eH IIPOM3X0A ¥ MOraT A1 A
ObaaT MAeHTUUIMPAH, € BBITPOC, Ha KOJTO 3acera HiMaMme OTTOBOP.

Ha Voan moxe aa ce mpuruirte 1 nukonata Cs. AMMUTBP Ha KOH OT
1797 I., IPOU3X0XKAala oT Iwbpksata , Cé. c6. Kupua u Memoduii” B c.
Kocmu, Bypzacko*. Maxap 1 B gpyra TOHaAHOCT, TsI € CXO4Ha C II0-paH-
HITe My TBOpPOM, a AMKBT Ha cBeTella e 0AM3BK 40 TO3M Ha aHTeAUTe OT
nkoHara My Xpucroc VsmpbuBan (1792). Tyk OTHOBO e Haaniie apxamd-
HOTO I3IIMCBaHe Ha OyKBaTa KOIIa, a IT0 OTHOIIIeHlie Ha 13I10A3BaHeTo
Ha I10-0CO0eHM paKypcH, T ce 40041>KaBa MaKCUMaAHO 1 40 IKOHaTa
My Pasmatue (1791). I1ak oT 1797 r. e mKOHaTa ApXaHTeACKM CbOOP,
KOSITO IIPOM3X03KJa OT ITbpKBaTta Ha manacmupa ,,Cé. Anacmacus Pap-
maxorumpus . OT caeapamaTta 1798 I. JaTHpa MKOHaTa My ¢ oOpa-
3uTe Ha cB. VloaH 32aTOYCT ¥ ABAMa HEeM3BECTHM CBETITH, KOSITO Ce
Hamupa B wbpksata , Cs. bozopoduna™ ¢ Co30n0A¥. 110 cro>xeTHa AMHISL,
pasMepu U JaTupaHe KbM Ta3) MKOHa Tpsi0Ba Ja ce IpUOaBAT ollle

30 Klisarov, Gergova 2007: 233. Haammcent B:x. 1 y: Vasiliev 1957: 259.

31 Vasiliev 1957: 262-263; Vasiliev 1965: 644-645; Matakieva 1985: 153.

32 Vasiliev 1957: 262-263; Vasiliev 1965: 645.

33 Vasiliev 1957: 262-263; Vasiliev 1965: 644-645.

34 Cropea A. Bacuanes pasmepiure Ha UKOHUTE ca 014 103X72 CM, HO Ce 3Hae, 4e KbM TsX ca
nprubaBeHN CTPAHIYHY ABCKHU IIPU IIPEYCTPOIICTBO Ha MKOHOCTaca B Kpas Ha XIX B., kouTto ca

u pucysanu ot I. [Toansonay. ITopaayu ToBa He e sICHO Kak Tps10Ba Aa U3rAeXKAaT UKOHUTE KbM
Anenrna aara. Bx. Vasiliev 1957: 262.

35 /lOKOAKOTO MM € M3BeCTHO, MKOHaTa e HellyOAMKyBaHa, pasmepu 92x57 cM. Ts e 3acHeTa B
LIbPKBATa 110 BpeMe Ha TePeHH! IIPOYIBaHISI IIPe3 2008 T.

36 HUIIK, ¢puam Ne 2578, sacuer ot I1. Iletpos mpes 1965 T.

37 CBeTeIrsT, pasoaoskeH B cpeaaTa, ChIIO e O3HaueH Kato VoaH, Ho He ce pasumTa KOii TOUHO
e. Curnartypata Ha TpeTus CBeTell He ce pasamyasa n3o01mo. Pasmepn 41,5x29 cm. VkonaTta e
ry6aukysasa y: Gergova 2008: 11.



ABe, KOUTO ce CbXpaHsABaT AHec B Koaekiysata Ha HIIVIAM. Eanatae c
oOpasa Ha cB. Bacuanit Beankn®. Ts nma sHaunTeann 3aryom B Kn-
BOIIVMICHMS CAOV, BKAIOYMTEAHO M B 4aCT OT CUTHIPAHEeTO Ha CBeTela.
Bn3amMoxkHO e ga e Onaa gatupaHa, a AOpU U IIOAIINICAHa, HO JKMBOIIN-
CTa B JOAHNTe I1 YaCT! e YHUIIIOKeHa. Bropara nkoHa e c oOpasute Ha
cB. Atanacmit Aaekcanapuiicku u cs. Crmpuaon®. Tasu nkoHa e
AaTupaHa oT 1798 I., a TOBa Oe3CIIOPHO CBbp3Ba TPUTe UKOHU B € AVH
KOMIIAEKT, Makap ue 3a ukonure or HIIVIAM ne e mocoyen mpousxog,
B MHBeHTapHUTe KHUIU Ha Myses. Ot 1bpksata , [1peoopaxeriue Xpu-
cmoso” ¢ ITomopue KaTo HeToBa MOXKeM Ja aTpuOynpaMe MKOHaTa Ha
¢8. CTnansH 1 HeM3BeCTeH CBeTell, KOATO IaK gaTupa oT 1798 1.4,
HO sIBHO He e CBbp3aHa C IIpeAHNUTe TPU UKOHI.

Caeasa ukoHnara Jevicuc ot 1800 I. OT L]apeso, AHec B raaepusiTa B
byprac*, a or cpijata roanna e u nkonara Cs. Moau KpbcTurea c
SKUTWUVIHN CIIeHU OT 1rbpkBaTta , Cé. bozopoduua” 6 Llapeso, KoATO e B
HIIVMIAM#. /lBeTe MKOHM BepOATHO He ca CBbpP3aHl, Thil KaTO He ca
C e4HaKBU pasMepy, a U IIPOU3XOABT UM e OOl e AMHCTBEHO CIIPsIMO
CeAUIIIETO.

ITpes 1801 1. Moan paboTu apcKmTe ABepU Ha MKOHOCTACA OT ITbPKBa-
Ta Ha manacmupa , Cé. Anacmacus Qapmaxorumpus . Asepute ca 6man
oamnmncann n AaTupanu, HO Te31 9aCTy OT >KMBOIINCTa Ca YHUIITO>KEHN,
KaTo e 3alla3eHo HavyaA0ToO Ha M3pasa ,OT pbKaTa”, a OT ToaguHaTa ca
CbXpaHeHM I1ocleJHaTa 6yKBa — Q, Y1 9aCT OT IpeAriocieaHara, KOsiTo
MO>Ke 4a ce Bh3CTAaHOBH ITPY CpaBHeHwe C oyepka Ha loan kaTo w.
TYK SIBHO He € 3aIla3€HO CaMO O3HAYEeHNEeTO 3a X1Asi14a, a I1s11aTa roAnHa
Mo>Ke Ja Ob/e Bh3CTaHOBEHa KaTo &' ' a', T.e. 1801 I., KOeTO OTroBapsI
Ha OOIIIOTO AaTHpaHe Ha 3aBbPIIBAHETO I MOHTMPAHETO Ha MKOHOCTaca
criopes auteparypata — A0 1802 I.# BnamoxHo e ot Voan 4a e umaao
U MIKOHII, CTOsIAM Ha MMKOHOCTaca, HO OPUTMHAaAHVAT MY BIIA HE € V13-
BeCT€H, a MKOHNTE MYy BEPOSITHO Ca II0OAMEHIHN HEKOAKOKPATHO ITpe3

38 Vkonara e c mHB. N2 3668, pasmMepu 41X30,4 cM.

39 Vns. N2 3673, pasmepu 41x28,5 cm.

40 Tlyb6auxysana y: Trifonova 2016: 56, Ne13, pasmepu 48x36 cm.

41 Ilyb6amkysana Oes aTpuOyius y: Paskaleva 1977:ill. 20 u Gergova 2008: 11. Pazmepu 38,5x30,5 cM.
42 Vixonata e ¢ mns. No 3289, pasmepu 49x56,5 cM. JKutnitHure crieHn ca 12 Ha Opoit.

43 Vanev 2021: 361, 363.

44 Toaunara 1802 e M3ncaHa 4Ba I'bTU Ha caMusl UKOHOCTac. Bxx. Koeva 1980: 49; Mardi-Babikova
1983: 95-103; Karayotov 2002: 104-112; Karayotov 2004: 32-33.

| 255
Personalia



@ur. 10. Cs. 'eopru ¢ XMTUIHU CIIEHM — JeTail, MKOHA ®@ur. 11. Xpucroc Eakomenoc (VM3Mmpusan), nKOHa
OT IybpKBaTa ,,Hpe06pa>1<elme Xpucroso”, ITomopue, or bXI' ,ITetko 3agropckn”, Moan or Axromnoa, 1792.
Moan or Axromoa, 1792. Canmka apxus HMHKH Cunmka I'. ZluHKOB

XX B.# BpIpeku ToBa Ha HAKOAKO apxuHI (poTorpadpun ce 3abeas3paT
MKOHM, CTOSIAM Ha MKOHOCTaca 1AM Pa3IioA0KeH! Ha pa3AMdHM MecTa
B ITbPKBaTa, KOMTO HECHMHEHO TIpUHAAAeXaT Ha phkata Ha Voan*,
HO U3AMPBaHeTO UM O1 TpsA0BaA0 Ja ObAe OOKT Ha CIlelaAHO Ipo-
yusaHe. Ot 1801 I. gaTupa 1 cpeAHaTa 4acT OT TPUITHX ¢ oOpa3a Ha
boropoauniia I'nmkoguayca or koaekuuara Ha HVIM#. I1pes 1802
r. 3orpasT pucysa nkoHara Xpucroc ITanTokpaTop ot 1rbpKBarta
»Cé. c6. Kupua u Memodui” B c. Kocmu, bypzacko, KosATO ce HaMupa
Ha BAaANIIKysl TpoH®. HaamicsT B KHUraTa Ha XpuCToC € HalrbAHO
MAeHTIYeH KaTo HaulH Ha U3IIMCBaHe C HaAIlMCUTe OT CBUTBLINTE Ha
CBEeTLINTe B CTEHOIMCHUTEe OT AXTOII04, 8 MHOTO CXOAHU CTIAOBY Oeae3n
C TSIX MMa U caMUAT AuK Ha IlanTokparopa.

45 TloapoGHo, BX. Vanev 2021: 337-339.
46 Bx. cammvkn y: Gergova 1993: 44; Karayotov 2004: 108-113; Vanev 2021: 338.

4y TlyGauxysan y: Matakieva-Lilkova 1994: N072, c HeTouHo gaTupane u 6es mpousxod. Pasmepnu
32,5x20 cM, uHB. Ne 20107. ¥: Gergova 2008: 11, ITbK e AajeH ¢ aata 1800 I. I'oanHara e usnmcaHa
HAIThbAHO UAEHTUYHO C Ta3y OT ABepuTe.

48 Vlxonata e c pasmepu 65x45 cM. VlaiocTparius oT Hes e myOauKysaHa y: Dimitrov 2002: 29.



®ur. 12. Apxanrea Muxaua saau

AyIliaTa Ha TPelIHNKa, MKOHa OT I[bpKBaTa
,,131;3Hece1—11/1e Xpucroso”, Axroroa,

Voan ot Axrormoa, 1793.

Cuammka apxus HVMHKH

®@ur. 13. CB. AUMUTBP Ha KOH, UKOHA OT
ubpksara ,Cs. cs. Kupua n Meroauit”,
. Kocru, Moan ot Axrorioa, 1797.
Cuumka I'. luHKOB

Personalia

Msraexaa, mipes 1803 . 3orpadbT
e IIpaBUA cepyisl IPpasHUYHU KOHU
3a 1rbpksata , Cs. [lanmereiimon™ 6
c. bpoduaoso, OT KOMTO KOMILAEKT ca
MU n3BecTHU nKoHUTEe POKaecTBO
Xpucroso u Kpbmenne. Il apete
He ca I10AIlMCaHl, HO ca AaTupa-
a4, OT chIIlaTa rognHa e MKoHaTa
ITbpBu Bceaenckn cb00p, aHeC B
HIIMAM, KosATO mpomsxoxaa oT
ubpksara ,, Cs. bozopoduua” ¢ La-
peso®. Ot 1804 T. gaTUpa eAHa Asc-

49 VIkoHute ca Hery0AMKyBaHM, HAMMPAAU ca
ce B KMETCTBOTO Ha c. bpoamaoso. Poxaectso
Xpucroso e ¢ pasmepu 37x27 cM, a Kpbienne
€ 37,5X27 CM.

50 Ilybamkysana BB Feuer und Geist 2007: B-4;
Bulgarien 2008: N 31. JxonaTa e ¢ mns. No 3284,
pasMepu 45,3X33 CM.




®ur. 14. ApXaHreACKn c1>6op, UKOHA OT

manactupa ,,Cs. Anacracus”, Voan or
Axtomoa, 1797. Cunmka apxus HVMHKH

Ha MKOHOCTacHa Asep ¢ oOpasa
Ha Xpucroc Joopus macTup.
Ts ce Hammpa aHec B ITbpKBaTa
,,Cé. c6. Kupur u Memoouii” ¢ [1pu-
MOpCKO, HO CIOpe/, KTUTOPCKIS
HaATIVIC IIPOM3X0>KAa BCHIITHOCT
OT MKOHOCTaca Ha cTaparta I'Pbll-
Ka ObpKBa B byprac, na unero
MSICTO € IIOCTpOeHa IO-KbCHO ce-
ramHara 1repksa ,,Cé. bozopodu-
ua”s'. Tazau aBep ChIIIO e 4e40 Ha
Voan oT AXTOT04, a € HaITbAHO
BB3MOXKHO 30TpadppT Aa e uspa-
00TIA Ollle MKOHU 3a IIbPKBa-
Ta, KOUTO AHEeC ca YHUIIIOXKeHI.
ITo xpoHoAOIMSsI CA€ABa MKOHATA
Ha CB. AuMuThbp OT 1805 I. OT
ubpksarta ,, Ce. Tpouna” B rpaja,
3a KOATO CTaHa BBIIPOC IO-TO-
pe, a ipes 1806 1. Voan paGotu
BEepOSITHO ABe MKOHU 3a ITbPK-
Bara ,, Cs. I'eopeu™ ¢ Cunemopet, —
Xpucroc Beank apxuepeit Ha

TPOH ¢ YeTnpnmara esanreancTu u cs. loan Kpbcturea. Camo
Xpucrosarta UKOHa e JaTupaHa, a I ABeTe He ca IToArmcann™. Tperarta
MKOHa OT ITbpKBaTa c oOpasa Ha boropoauiia Ha Tpon ¢ Maageneria
U CBeTLIM M3TAeXJa CXO4Ha KaTo pasMep ¢ IIpeAHNUTe ABe, HO € pa-

HoteHa ot Apyr 30rpad.

Or 1807 1. gaTupa nkonara Cs. IleTka ¢ JKUTHITHM CIIeHHA, C IIPOP.
Nans, cB. AnHa, Abp>kama cs. boropoauma u cs. Ilanteaernmon®.
Ts1 e mogmncana — xeto Tow(dvvov) ayaBo(v)toAitov u mponsxoxaa
OT ITbpKBaTa Ha manacmupa ,,Cé. Anacmacus”, KbaeTo e O114aa 3acHeTa
1pe3 1960 I. OT OypracKuTe My3eliHI pabOTHMUIIN, a AHeC ce ChbXpa-

51 ITogpobuo y: Nikolov 2019: 178, 197, dur. 16.

52 E/lal'OAap}I Ha AOKTOpaHT Haraaus BAaAI/IHOBa 3a IIpeAoCTaBeHNTe CHUMKI OT MKOHUTE.

53 Vanev 2021: 363.

54 Karayotov 2004: 41-42, 110, ill. 38. BeposaTHO IOpaau HekayecTseHa cHIIMKa KapaltoTos cMsTa,
Je TOBa € MKOHa Ha CB. AHacTacys ¢ KuTuitHu crieHn. CUTHUpPaHeTO Ha MKOHATa He e 3alla3eHo.
MaentudummpaneTo Ha cioxXeTa BX. y: Vanev 2021: 363, 6ea. 40.



®ur. 15. Aeitcuc, nkona ot bXT', Iletko
3aaropckn”, Vloan ot Axronoz, 1800.
Canwmka I'. Aunkos
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HsBa B byprackaTta raaepus®. B cpijaTa raaepusi ce HaMupa MKOHaTa
boropoauia 2KuBoHOCeH M3TOYHMK, Ipon3xoKaaia oT Ljapeso,
KOSTO AaTupa oT 1810 I. 1 e aTpubynpana Kato pabora Ha Voan
ome ot K. [Tackazesa*®. OtHOBO TaM e 1 nkoHara Xpucroc IIpase-
A€H CbAVs CbC CBEeTLM OT C. [ pamamuxoso, satupaiia ot 1811 r.%7
Haii-kbcHOTO ITponsBeeHne Ha 30rpada, KOeTo M1 e ITIO3HaTO A0 TO3M
MOMEHT, e KOHaTa Ha ¢B. Ekarepmra or HIIVIAM®. Ts e gatupana
ot 1816 I., HO He e IIoATINCaHa. B MHBeHTapHUTe KHUTY Ha My3es Ts
HsMa II0COYeH ITPOM3X0J, HO € UAeHTUYHA KaTO pasMepH, JaTupaHe
U CTIA C UKOHaTa Ha cB. IlanTeaeyiMoH u cB. MapmHa, KOATO ce Ha-
Mupa B byprackara raaepusi. 3a Hesl Beue ce 3Hae, 4e IIPOU3X0XKAa OT
boazaposo®, u caegoBaTeaHO MKOHaTa Ha ¢B. ExaTepuHa e cbC ChIusA
IIPOU3X04, KaTO ABeTe ca OMAM YacT OT eAMH MKOHOCTaceH KOMIIAEeKT.

Ha ppkaTa Ha Moau mMorat aa ce IPUIINAIIAT ¥ HAKOAKO HegaTUpaH
MKOHH, KaTO OCTaBa HesICHO KOAKO OT TSIX ca 01141 ChC CUTYPHOCT Oe3
AaTa U B KOAKO cAydasl ToAMHaTa e 3ary0eHa I1opaayl CeralrHoTO ChC-
TOsIHMe Ha IIpou3sseeHu:Ta. Haii-a1000nnTHa cpes TsIX e MKOHaTa
boropoanna XpucoMaHIypTHOTICA CbC CBETIIM OT KOAEKIIATa Ha
HAVIM®, kos1TO Haraeg, e MaAKo IIO-pa3AndHa KaTo CTIAOBU Oeae3n
OT OBMYAITHIUS TUTIAK, U3II0A3BaH B MKOHMTe Ha Voan. Ho Xapaxrep-
HIs1 0AMK, CBbp3Ball] Hoca 1 yCcTHUTe Ha boropoauna, Bikaame u B
oOpasa Ha cB. [laHTeelIMOH OT MoAIMCaHaTa MKOHA Ha 3orpada Ha
cB. Ilerka c >xutne u ceerry ot 1807 r. Tunaxst Ha boropoanunns
AVIK ITBK € HaITbAHO cxoAeH ¢ boropoanriara ot Poxaectso XpucroBo
ot bpoaunaoso ot 1803 1., a TO31 IMapaiea I103B0AsIBa MKOHaTa Aa ce
AaTypa HOYTH CUTYPHO OKOAO ChIllaTa roguHa. MHOTO BepOsTHO e
Aa’Ke Ts Aa IPOMU3X0>KJa TOYHO OT ITbpKBaTa B bpoduA060, ThI1 KaTo € C
VMAEHTUYHI pa3Mepu C TAMOIITHITE ABe IIPa3HIYHI UKOHY, pabOTeH!
ot Moaun. Haamuuero B Tasu IIbpKBa I Ha YeTBbpTa MKOHa, paboTeHa
ot 3orpadpa, KoATo e nKoHorpadpcky eaHOTUITHA ¢ Boropoaura Xpu-

55 Vanev 2021: 363, Gea. 40.

56 Paskaleva 1977: 11, ill. 19. Malocrpanus 6e3 arpubyunsra uMa u y: Matakieva 1985: 177. V:
Gergova 2008: 11, OTHOBO € ITPOITyCHaTa Ta3) aTpPUOYILIMs U MKOHATa e IIPUIIICaHa Ha aHOHVMMeH
sorpad.

57 Ilybauxysana 6es arpubynus y: Paskaleva 1977: ill. 92; Gergova 2008: 11.

58 1IuB. Ne 3800, nkoHara He e nmybankysaHa. Pasmepu 81x56,5 cm

59 Pasmepu 8ox57 cm. Vkonata e myOankysana y: Gergova 2008: 11, KaTo €10 Ha aHOHMMeH
sorpad.

60 Gergova, Gatev, Vanev 2012: 28, 78, 542. VkoHara e ¢ xar. No 162. 3a Hesl, BX. IT0APOOHO U
Gergova 2008: 11-16. V1 B aBeTe mybaukanum e 6e3 aTpuOymms.



®@ur. 16. Lapckn asepu — geraita, manactup ,Cs. Anacracusa”, Mloan ot Axrorios, 1801.
Cuumka V. Banes

COMaHIYpPTMOTHCa, HO He € CUTHMpPaHa C TO3M eluTeT I e II0-ToAsAMa
KaTo pasMepn®, II0Ka3Ba, 4e ToBa eABa A ca JOMaIITHY MKOHU. MHOoTO
II0-BE€POSITHO € CAeJ0BaTeAHO eNUTeThT XPUCOMaHIypPTHOTIICa A e
pesyATaT OT cllelialeH Aap 3a ITbpKBaTa, HallpaBeH OT HAKOI HerH
ktuTop. Ha To31 poH 00BBp3BaHeTO 11 C AMPEKTeH IIPOU3X04 OT CO-
3omoAckus apaxauc ,, boropoguria Xpucomarpuornca“®? uzraesxxaa

61 Pasmepu 50x37,3 cM, Onza e B KMETCTBOTO Ha ceA0TO. CeralHoTo MeCTOHaXOK AeHIie He MU €
M3BEeCTHO. 3a padAMKa OT XpUCOMaHIYPTUOTIICA, TYK 0K010 boropoauiia ¢ Maajgenerna ca pasio-
ao>xenn nosede cseriyt. Ocsen cB. Hukoaa, cs. Xapaaammmit u cs. ITanTeseriMoH, nzobpasenn B
MeJaAbOHH, OTAOAY Ca IIOMeCTeH! 1 KoHHNTe purypu Ha cs. 'eopru u cs. AuMmTED, a 110 cpeja-
Ta MeXAy Tsx ca cs. cB. Koncrantun n Eaena.

62 Cnopeg V. Teprosa nkonara e 4oMaliHa 1 pousxoxaa Aupekrao ot Co3onoa, 3apaau Ha-

7(261 B =
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He/0CTOBEPHO, 3aIIlOTO HiIMa SICHO-
Ta AaAV Te3U ABa eruTeTa Morar 4a
Ce IIPUIIOKPUAT KaTO €TUMOAOTL.
O11ie moBeye, ye CO30IMOACKIAT I1a-
pakanc Ou TpsI0Balo Aa € CTPOeH
[IO-K'bCHO OT Ch3/JaBaHeTo Ha caMarTa
MKOHa%.

Ot bpoanaosckaTa bpKBa e 11 KO-
Hata CB. Mapuna yomsa asB04a,
KOSATO He e AaTVpaHa U IOAICaHa®.
ITax oT TaM e nKoHaTa Ha cB. Bacu-
ani Beanku®, KosTo 110 cT1A0BU
Oeaesn ce g00amKaBa 40 XpUCTOC
[TanTokparop (1802) ot c. Kocrn.
BeposiTHO 1 T: e mpaBeHa OKOA0
1803 I., OTKOraTo AaTupar u ABeTe
IIpa3HUYHU MKOHM 3a Ta3! ITbPKBa,

®@ur. 17. Xpucroc Beceabpxurea, nkona HO € C I1I0-MaJKi pasMepu OT TAX
ot irspksata ,,Cs. c8. Kupua i Meroamit”, U He e JICHO IIpeAHa3HaYeHNeTo JI.

c. Koctn, Moan ot Axrormoa, 1802.
Cunwmka I'. lunkos
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lxonara boropoaunia JKusoHo-
CeH M3TOYHUK OT HOMOPULCKUS
maracmup Cs. ['eopzu e gatupana,
HO rocAeAHaTa Iudpa OT roguHaTa He ce pazamdasa scHO. Haii-se-
posATHO obaue 1 T4 datupa ot 1803 . HegatnpaHna e u eagHa nKoHa
ot HIIMIAM, mnsob6passasamia Ilpennoaosenne”. Ta e 6e3 moamc, a
criope/ OIMCHUTe Ha My3es IIPOM3X0KJa OT HeyTOYHeHa ITbpkBa B Co-
sonoA. T'bii KaTo pasMepuTe i1 ca CXOAHU C MKOHUTe Ha 3orpada, mpa-
BeHU 3a TaMOIIIHaTa IybpKsa , Cé. bozopoduuya” mpes 1798 r., 3a KOUTO
CTaHa BBIIPOC I10-TOpe, € HaIl'bAHO Bh3MO>KHO U Ta3! MKOHa Ja e JacT
OT ChIIMs KOMILAEKT. B Byprackara raaepus ek e nkoHara Y crneHme
boropoamuno c obpasure Ha c8. Onypuii, cs. Anacracus Papma-
koautpus, Antum Hukomeauiickuy, cs. Moau 3aatoycr, cB. Exatepu-

AMYNETO Ha TO3M Mapakauc TaM. Bx. Gergova 2008: 11. Vikonara e nocrsnnaa 8 HAVIM or MBP
U TIPOMU3XOADT U € HeU3BeCTeH, pasMepu 27,5X38,3 M.

63 Shterionov 2017: 50. Tyk 1 1moapobHO 3a ucropusATa Ha Iapakauca. 3a ThAKybaHeTo Ha E.
MyTados Ha npousxoaa Ha enurera Xpucomanrypruotuca sx. Moutafov, Kujumdjiev 2011: 224.

64 Cnopea b. AuMuUTPOB IMapakAMCHT e CTPOeH Yak 11pes 1826 r. Bxx. Dimitrov 2012: 311-313.
65 JIxoHaTa e ¢ pasMepu 29,4X22,2 CM.
66 Vxonata e c pasmepu 24x20 cM. Tp:AGBa 4a ce HaMMpa B KMETCTBOTO Ha CeA0TO.

67 Vius. No 3394, pasmepu 28,5x42 cM.



Ha 1 cB. CTUANSH, Pa3lIOA0XKeH! B eAUH peJ, 0T,Z|,O/ly68. Mkonara ue
e 3amaseHa 400pe, TOpaay KOETO He MOXKe Ja ce Kaxke Jaan e 6maa
AaTpaHa U I10AIINICaHa. " II0CA€AHOTO HeJaTlpaHO IIpOM3BeAeHIIe
€ )XMBOIINCTa BbPXy aMBOHa oT Hosama mumponorus ¢ Hece6op®. Toit
e pasJe/eH Ha IleT 1104eTa, B KOUTO ca u300pas3enu Impasu purypu Ha
ariocToAn, a B cpejara e 00pasbT Ha 0AarocaassAs XpUCToC B 1144
pbet. Hait-20rMmaHO e aMBOHBT U JKUBOIINCTA Aa ca U3pabOTeH! 3aeqHO
C MIKOHaTa Ha BAaAUIIKN: TPOH, KOJITO gaTipa OT 1793 I.

Makap 4a IpuTexaBa XapakTepeH cTua Ha pabota, VoaH e ycrsisa
BMHAIU 4a MOAABPKa 400po IpodecroHaAHO HUBO U IIPOAYKIUATA MY
IIpe3 roAMHITe He € paBHOMEepPHa KaTo KayecTBo. JaAM ToBa ce AbAXN
Ha HeyCIIeIlIeH CTpeMeX 4a 3aMCTBa IIOHAKOra OT 10-400pu 3orpadu,
KaKbBTO e JIMUTBP, AU e pe3yATaT OT TOASIMO KOANIeCTBO ITOPBUKI,
KOUTO e TpsI0BaA0 Ja U3IIbAHABA 32 KPAaTKO BpeMe, € MHOTO TPYAHO JAa
ce xaxke Ha To31 eta1l. Ho e ¢akT, e T011 peaypa mpenusHo uspabore-
HI MKOHU C TIO-CTUAM3UPAHU U CAKaIll HAObP30 pUCYBaHU IPUMEPI.
Tosa e ocobeHO BUAUMO B cAydanuTe, KOTaTo IIpaBu e AHOPUIYPHU 1
MHOTOQUIYPHI KOMIIO3MIINH, KaTO B I'TbPBUTe BAara ropede yCUANs, a
BbB BTOpUTe ce cTpemMu Aa 00o0maBa caky oOpasu. O4eBnaHo e, ue
30rpadybT € MMaA CepMO3HM IIPOOAEMI C PaKypPCUTe U IIPOIIOPLIANATE
npu n3o0paszsiBaHeTo Ha (pUIypuTe, KaKTO I C pPUCyBaHEeTO Ha AuIlaTa
B mpo¢dua. Te sicHO AMyYaT B IIOBEUETO MY MKOHMU U OKa3BaT BAUSHIE
BBPXY LIeANs My CTUA, KaTO TO IIPaBAT ¥ MHOTO I10-4€CHO pa3Ilo3Ha-
Baem anec. Taka ocraBa 4a 3akaiouum, de Voan e eaun ot 406pure
9epHOMOPCKM 30Tpadu 3a CBOETO BpeMe, HO TOil HeM30e>KHO e MMaa
IIpeKaeHo OrpaHMYeH KPBIo3op U ce € ChU3MepBaa eAMHCTBEeHO C TOBa,
KOeTO e MOKeA Aa BUAY Ha MACTOTO, KbAeTo Kusee 1 padboTtu. Touno
B TOBa € KBIHTeCeHIIMATa Ha olpejeleHNeTo ,IIpoBUHIIaleH”, T.e.
MalicTop, KOMTO He HajCKaya permoHaAHITe KpUTePUIAL.

ITpu AnrcaTta Ha 4OKyMeHTaAHU CBeAeHIs M JOPU Ha IIpeJaHNs 3a
3orpadpa, M3BOANUTE, KOUTO MOKEM Aa HallpaBUM 3a HeropaTta Omorpa-
¢us, ca HaTbAHO XUITOTeTUYHN. /Jla OTKpUeM MMeTO My CIIOMeHaTo
B 3BOPU AU Aa IIOIIagHeM Ha MCTOPUYECKM JaHHM B HAKOM apXMB,
1oBede OT IOAOBMH BeK cae Kato e ,oTKput” ot A. Bacuanes, ce
OKa3Ba HaITbAHO HEYCIIeIITHO. 3aToBa JHeC MOXeM JAa UAeHTUPUITN-
paMe eAMH CTEHOINCeH aHCaMO'bA U HAKOAKO KOMILAeKTa MIKOHM, HUTO

68 Ilpomusxoxaa ot Llapeso, pasmepn 42x53 cM.
69 Cuumka 6es aTpubyrus e mydankysaHa y: Alexandrov 2016: 40.
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®ur. 18. KpbIneHne, MKOHa OT IbpKBaTa
,,CB. ITanreaeitmon”, bpoanaoso,

Hoan ot Axrorioa, 1803.

Caumka I'. lnHKOB

——c.. 264,
L .t)



eAMH OT KOUTO He e ITbaeH. Tosa
ca UKOHMTe My 3a IIbpKsuTte ,CB.
Tpoumna” B Llapeso, ,,Cs. boropo-
anta” B Co3omnoa, , Br3necenne
Xpucroso” B Axronoas, ,Cs. I1an-
TeaeliMoH” B bpoanaoso, ,Cs. I'e-
opru” B CuuHeMopell 1 BepOsITHO
3a ybpkBara B braraposo. Beuako
OCTaHa/A0 OT HETOBOTO TBOPYECTBO
U3raeXJa eAVMHIYHO U pasIpbe-
HaTo, a TOBa IIpeJlioAara Ha Teo-
pusl, 4e TelrbpBa O TpsIOBa4o 4a
ce OTKpMBAT Ollle HeTOBU ITPON3-
BeJeHIs, KOUTO ca JacT OT Te3!
nkoHocracy. Ho ako nmame nipea-
BU/ AOKYMEHTaAHO IIOTBbPAeHILS
cAyyail ¢ MKOHOCTaca B ITbpKBaTa
,,C. Vloau Borocaos” 8 Co3oroa,
KOITO, U3rAeXJa, € OPUTMHAAHO

®@ur. 19. [Tepsu Beeaenckn cxbop, nkoHa
Cb34adeH C 11ea ga Obaat BKAIOYe- ot HLIVIAM, Voan ot Axtoroz, 1803.
HI B HETO pa3HOBPEMEHHU VIKOHY, Crnuka V1. Bares
C pasamM4yHU pasMepu u padbore-
HI OT pa3HOOOpas3Hu 3orpadpu’®,
KaKTO U MKOHOCTacUTe B HAKOM HeceObPCKU ITbPKBY, KOUTO ca TpaH-
cdopMupaHu B KbCHO BpeMe I10 CXOAeH MaHuep”!, TO CTaBa sACHO, ue
YepHOMOPCKIAT pernoH nMa codcTeHa crienuduxa. Vsraesxxaa, oo-
HOBsIBAaHETO Ha ITbPKBUTE TaM He ce ABVIKM 110 0OMJaiiHNTe IIpaBuia
OT BBTPEIIHOCTTA Ha CTPaHaTa, KbAEeTO I10CTHOTO M3paboTBaHe Ha
HOBJ MKOHOCTACH 3ae4HO C MKOHIU, paDOTeHN OT eAuH 30rpad B paM-
KITe Ha TOAMHa-/ABe, € HallbAHO HOPMaAHO. 3aToBa He OMBa Ja O4Yak-
BaMe, 4e HaBCiAKbAe 110 YepHoMOpueTo 11ie MOXeM 4a OKOMILAeKTO-
BaMe CTapuTe MKOHOCTacK caMo upe3 aTpuOyIus Ha MKOHUTe AN A
I AaTUpaMe, pa3uMTalikil Ha ToAMHaTa, U3IICaHa cCaMO BbPXy eqHa
ukona. [To otHomenne Ha Voat ot AXTOIOA TOBa O3HavaBa, ye e Ha-
II'bAHO BB3MO>KHO Ja OTKpVBaMe Bce IT0Beve HeTOBI e AVHITIHY IKOHIA,
YUIITO IIPOU3XO0/, 4@ OCTaBa HesICeH MAM CIIOPeH, Thi1 KaTo Te MOXe Ja
IpUHajAeXaT Ha APyTH ITbPKBU U Ja ca IIPeHeCeH) 110-KbCHO B Te3H,
OT KOUTO AHeC CMsTaMe, ye IIPOU3X0XKAaT.

7o Vanev 2012: 33.
71 Vanev 2013: 138.
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@ur. 20. Xpucroc Beauk apxuepeii Ha TpoH 1 cB. Voan
Kpberurea, nkonu ot iybpksara ,,CB. T'eopru”, Cunemoperi,
HMoan or Axtomnoa, 1806. Cuumka H. Baagunosa
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ITosnanusTta Hu 3a VoaH He MOTaT 4a ce OTIpaT ¥ Ha OBV TPUHITNTIN,
KOUTO Ca M3BECTHM OT paboTaTa Ha APYTIU IIOA00HN MaiiCTOPH, IIOpaAu
KOeTO OCTaBa Ja pasunuTaMe eAVHCTBEHO Ha CBeAEHITa OT HETOBUTE
nponsseaenns. [1o oTHomIeHMe Ha moAmiica Ha 3orpada Te ca SICHU —
ToBa e Ioan 0T AXTOIIOA U HUKbAE He CpelijamMe BapuaHT, B KOITO e
Ka3aHo, Ye TOJI € CUH JMAU YUeHMK Ha HAKOV MaiiCTOpP, HUTO HAKbAE €
rocoueHa HerosaTta ¢pamuans. Aurmcara Ha GaMuUANs HarAes MoOxKe
Aa IIPOBOKIIpa MUCBATA, Ue Tol e 614 gact ot LIbpkBaTa, HO 1 3a TOBa
HsIMaMe KOHKpeTHI rogartku. He 3HaeM Aa ce e moarca HAKbAe KaTo
CBEILIeHVK VAU KaTo MOHax. ChIlleBpeMeHHO HiIMaMe IIpeAcTaBa I 3a
HeroBus podecroHa€H CTaTyT — B HUKOII OT ITOAIIVICHUTE IIpe IMETO
MY He CTOU OllpejeAeHIeTo ,Aackaa”. VI3BecTHUTe My g0cera IIOAIN-
CJ Ca HaIT'bAHO eAHOTUITHY — X€1Q Tw(&vvov) dyaBo(v)moAitov’?, e
Ja e CIIOMeHaT HSKaKbB APYT Ipad, KOeTO Aa IIOKaKe HalIpUMep, Je
30rpadpbT Ce e Ipecear B TedeHne Ha BpeMeTo. 3aToBa MOXKeM IIpea-
11a3A1BO Ja HaIlpaBUM M3BOAA, Ue € KMBSA ¥ paboTIA IPVHIIUITHO B
AXTOII04 1 KOTaTO € IMaA0 BBHIIIHY IIOPbUKM KbM HETO, Te TpsiOBa Aa
ca OTIIPaBSIHU 40 TOBA CEAMUIIIE.

KoamyectBoTo Ha MecTaTa, B KOMTO HaMIpaMe HeroBu TBOpOH, € BHY-
IIITEeAHO KaTo Opoii, BKAIOYBa roAsiMa 9acT oT YepHoMOp1eTo, KaKTo
1 ceAnina ot pprpentHocrTa Ha Ctpanaxka. Ho 1 Tyk ce coabckBame ¢
AUIICaTa Ha TOUEH IIPOM3X0 3a IopeAuiia HeTOBY MKOHH, HaXOAIIN
ce AHeC B My3eliHUTe cOMPKM, KOeTO He HI II03B0AsBa Aa KaXkeM Aaan
TOI e paboTnA IpsKo 3a BapHa, nau HerouTe MKOHU B TAMOITHIS MY-
3ell BCBITHOCT IPOM3X0KAaT HAKbAe oT IOxxHoTo Uepnomopue. Karto
115110 0Daye e sICHO, Ye TOBa He e 30rpad, KOITO ce , ABVKI”, ThpCelKu
IOPBUKY, TIOA00HO Ha TpeBHeHIIN 1A AeObpCcKUTe MaiicTop. SIBHO He
e 1 30rpad), KOMUTO 4a [T0Ay4aBa IIOPBIKI OT MHOTO OTAaA€4eHN CeAM-
a7, /lurcara Ha HETOBU MKOHU U3BbH MY3elHUTe COUPKU U LILPKBU
ot Yepnomopuero u Ctpan/:Ka roka3sa A0KaAHUsA My Xapakrep. Taxa
1 1o nHpopMaIuATa, KosATo Ipujo0uBaMe OT IIpOou3BeJeHnsATa Ha
VoaH, OTHOBO Ce OKa3Ba, I TOIl TpsiOBa Aa € MecTeH MaliCTop, TACHO
cBbp3aH npeauMHo ¢ IOxxnoTo YepHomopue, KbaeTo JXuBee 11 paboTH.

Tps0Ba ga ce orbeaexxy, ye TO3U MPOBUHIMAACH CTATyT, KOMTO IPU-
nceame Ha loaH, ce oTHacs He caMO 40 CpaBHEHMETO Ha 1AMl PeTMOH

72 3anoamuca ot Llapeso, Bx. Vasiliev 1957: 263.

73 3a OpHeHTUpaHe B pa3CTOsHMsITA e TTocounM, ye Cunemoperr e Ha 5 kM ot Axrono4, bpo-
anaoso e Ha 8 kM, a Llapeso Ha 14 kM. Bx. Dolapchiev 2000: 23-24.



®@ur. 21. Jeraria ¢ moamnmca Ha VoaH or AXTOII04 OT MKOHaTa CB. [1eTKa ¢ XIITie 11 CBETIIIL,
manactup ,CB. Anacracus”, 180y. CHumka V. Banes

C OCTaHA/AMTe 4aCTU Ha CTpaHaTa, HO M 40 CbOTHACSIHeTO Ha AXTOIIOA
cupsamo ceanmaTa 1o Oxnoro Yepnomopue. 3amoro Toit mpous-
X0K/Ja VAU TIOHe ce 0003HaJyaBa KaTo 30Tpad OT CPaBHUTEAHO MaAKO
HaceAeHO MsICTO, YMATO 3HAYMMOCT e OTMIHa4a cbc CpegHOBeKOBIeTo?,
B u3Bop ot 1786 1. ce mocousa HanpuMep, 4e AXTOI104 HaOposiBa elBa
200 KbIIN7., 3allagaHeTo My Ce 3aciABa olle IoBede caes Pycko-Typ-
cKara BOJHa OT 1828-1829 I. 1 I10CA€ ABaANTEe MUTPALIOHHN IIPOLIECH,
KOTaTO e M3CeAeH araTOIOACKUAT MUTPOIIOANT, a erapXusATa cTaBa
gact ot Coszonoackara Mutponoans’®. B onucanmero vHa Enexoam ot
1829 I. ce IT0COYBA, Ye TaM KMBEsT 310 TPbKO-ObArapCcKu ceMeiicTBa, a
OT OKOAHMTE CeAnIna e AMHCTBeHO LlapeBo e mo-mMasko HaceaeHo Msic-
1077. ToecT 1 1o ceauren pousxoa Voan 6u Tpsatsaao aa ce cmsTa
3a MapruHaen 3orpad, 0es ToBa, pa3dupa ce, 4a BANIe AHEC BbPXY
OIleHKaTa HM 3a Ka4eCTBOTO Ha IIPOU3BeAEHIATa MY.

II'ppKBUTE, B KOUTO Ce IOsIBsIBAT HETOBM MKOHM, 0Dade ca pasHOOOpas-
HII KaTO CTaTyT — OT ITO-He3HAYMTEeAHNU CeACKI Y eHOPUIICKI XPaMOBe,
npes Cosornoa, npes murponoansta Ha HeceObp, ocrposHms MaHacTIp
,,CB. AHacTacus”, A0 Hail-3Ha4MMIA LIEHTBP I10 HETOBO BpeMe — AHXI-

74 Gyuzelev 1981; Dimitrov 1984; Orachev 2015; Drazheva, Petrunova 2015: 135-136.
75 Dolapchiev 2000: 48-49; Radojnova 2010: 26.

76 Shterionov 2019: 140-141, C IIOCOYEHATa AUTEpaTypa.

77 Zapiski 1830: 122-126, 128.
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azo (ITomopue)”™. Taka cTaBa sICHO, 4e MaKap M Ja ce IIOAIIICBa KaTo
sorpad ot Maako ceane, Moan e paboTiA Ha ITPAKTUKA HABCIKbAE
o IOxnoro Yepnomopne. CaeaoBateaHO MOXKe ga ce HaIlpaBy U3-
BOJ, 4e TOI1 e MMa 3HauuTeAHa peIryTalls IIoHe B perroHa. ChIusT
U3BOJA MOXKE Aa Ce HallpaBM 1 OT MKOHNTe, KOUTO roArnucsa. Te ca oT
ceanIa B HellocpeAcTBeHa 0AM30CT 40 AXTOIIOA, KOETO COUM CHO, ue
IIOAINICITE My He ca CBbp3aHl C ThpCceHe Ha JOII'bAHUTeAHY ITIOP UK
OT 1Ho-0TAaAedeHr Mecta. PakThT, ye TOM I10AydaBa Ipe3 TOAUHUTE
HEeKOAKOKpaTHM IIOPBUKY OT € AHU M CBIITN CeANIIa U ITbPKBU, OTHOBO
e IT0OKa3aTeeH, ue Toil e 0114 perrmoHaaHo u3secTeH 3orpad. B Tosa oT-
HOIIIeH!e ce OTKPOsIBaT padOTNUTe My 3a ITbpKBaTa Ha MaHacTtupa ,, CB.
Amnacracua”, 3a KosATO, U3rAeXAa, IMa MKOHU ITIOHe OT 1797 1 1807 T., a
MeXAy TsAX ITpaBu U IfapckuTe Asepu pe3 1801 r. Iloao0na e 1 paboTara
My 3a IlapeBo, 0TKbaeTO MMa pa3dAnNdHM IIPOU3BeAeHN s, OOXBaIaIu
IoBeye OT JeceTiAeTe, a ToBa He MOXe da ObJe caydariHo. B Tosu
KOHTeKCT MH(OpMalMsATa, KOATO HU JaBaT 3alla3eHnTe KTUTOPCKIU
Ha/IVICK OT MKOHOCTaca B ITbpKBaTa Ha MaHacTupa , CB. AHacTacyst 79,
TpeArioara, qe HeeAHOKPATHOTO M3II0A3BaHe Ha ycayruTe Ha Voan
MO3Ke 01 ce AbAKY Ha IOPBUKNTE OT €HY U ChIIY KTUTOPU MAU ITOHe
Ha TaKMBa, IPOM3XOXKAAIIN OT €HO U CBIIO CeAuIIle.

Pasbupa ce, Te3u mpeArioAaraeMy IIPUIMHMA 3a OTIIPaBeHUTE IIOPBUKI
kbM VoaH ca caMo caean 10 TTOCOKa M3SICHsBAHEe Ha Heropata perty-
TaIys — BBIIPOC, KONTO TeIrbpBa TpsOBa Aa ObAe AeTallAHO M3CAea-
BaH, Thil KaTO TYK HAMaMe Bb3MOKHOCT 4a IIPOCAeAUM, IIpeBeAeM I
aHaAM3MpaMe BCUYKYU KTUTOPCKI HaAIIUCK OT MKOHUTE MY, KOUTO ChC
CUTYPHOCT IIle IIO3BOAT Ja Ce OpUeHTHUpaMe I10-100pe B TBOpUECT-
BOTO Ha 3o0rpada.

Hsma aannu ipu koro ce e ofydasaa VoaHn oT AXTOII0A U Kak e yc-
BOILA 3aHasTa, HO e Bb3MOXKHO TOBa A € CTaHaA0 I10 ceMeliHa AVHIA.
IIpodecnonaaHOTO My HUBO MOAKpeIls II0A00eH U3B0OJ, ThIl KaTo e
IIOYTH HEBL3MOXKHO TOM Ja e BhHIIeH 30rpad), 00ydeH Ha APYTO MSCTO
U BIIOCA€ACTBHE ITpeceana ce B AXToroa. Mosxe 61 He e 0114 aKTHBeH
U B KyATypHO-IIpOCBeTHaTa 004acT, Thil KaTO He e CTIOMeHaT Cpe/, 30-
rpadpuTe CrioMoIecTsoBaTeAn OT pernoHa®. Juricarta Ha KaKBUTO U
Aa 01110 HaAIIIICY Ha ITbPKOBHOCAABSIHCKY B IIPOM3BeeHIsITa My 00a-

78 Bxx. Tonev 1994: 11-48, ¢ anteparypa.
79 Karayotov 2002: 107-109; Karayotov 2004: 27-35.
80 Vloan anricsa y: Tonev 1995: 180-184, 195 u Iliou 1999: 41-58.



®@ur. 22. boropoauna JXusoHoceH U3TOYHUK, MKOHA
ot BXTI' , Ilerko 3agropcku”, VMoan or Axronoa, 1810.
Cunwmka I, lunkos
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®@ur. 23. Xpucroc Cbhans CbC CBETLIN, MKOHA
ot bXI' , ITetko 3aaropckn”, Moan or Axronoa, 1811.
Cuumka V. Banes



Je sICHO ITOKa3Ba, Ye TOJ e TP'BK I10
IIpOM3X04 ¥ padOTH B TaKaBa cpeJa.

HecbMHeHO, mpu 1TOBede 40CThIIEH
MaTepuas, U3BOAUTE 32 HETOBOTO
TBOPYECTBO IIle ObjaT pasANyIHI,
3aToBa IIje CIIPeM A0 TYK, Thil KaTo
e U3AUIIHO Ja HpoAbAXBaMe Aa
ragaeMm 0Oe3 (paKTOAOTMYHA OCHOBA.
Hy>kHo e cbI110 TaKa Aa ce aHaAM3U-
pa obcTaHOBKaTa B perMoHa 1 CbOT-
BETHITE COITMAaAHO-MKOHOMUYECKH
dakropu, Bansemu BLpXy 3orpadpu-
Te TaM, ThiI KaTo 0e3 TsIX HIMa Kak Aa
3HaeM gaau VoaH ce e HY>KJaea OT
aTeane, 3a 4a pabOTM 1 Aa UBITBAHA-
Ba IIOAyJ4eHNTe IOpBIKU. ToecT He
MOXKeM Ja ce OpMeHTIpaMe He caMO ®ur. 24. Cs. Exatepua, uxoma ot

B OuorpaguunuTe HaKkTU U peryra- gﬂﬁﬁyﬁﬁﬁeﬂﬁfor{o"’ 1816.
IUsATa Ha 30rpada, HO CBIIIO TaKa 1 B

HeoOXOAMMOCTHUTE Ha BpeMeTO U ec-

TeT4YeCcKNTe BKYCOBe Ha KTUTOPUTe

B peryoHa, KOUTO ChC CUTYPHOCT ca OKasaAll BAUSHIE BbPXY MeToAa
Ha paboTa Ha Voau 1 HerosaTa eBeHTyaAHa TBOpYecKa B3alIMOBP'b3Ka
c omrle 3orpadu — 61110 TO paBHOIIOCTaBeHN, Ay yueHnt. Ho peaniia
VKOHU B perMoHa, Y1eTo gaTipaHe ce 3aCThIIBa C II0-KbCHIUTEe TBopOu
Ha VloaH, 3aI104BailKI1 HAKbAE OT Ha4aA0TO Ha BTOPOTO JeceTunieTne
Ha XIX B. 1 mpoabaKaBaiiKu 4ak 40 50-Te TOAMHI Ha BeKa, II0Ka3Bar,
gye HEeTOBOTO M3KYCTBO € IMalA0 CBOUTe IIpeKu rnocaegosatean. Cpea
TsIX € MKOHaTa cB. 'eopru yOuBa 3mest oT 1814 I., KOSTO IIPOU3X0XKAa
oT IIbpKBaTa ,Bbr3necenne Xpucroso” B AXTONOA U e HeIIpaBUAHO
npunucana Ha 3orpada ot K. INackaaesa™. Cpeg Tsx ca u mopeauria
OT UKOHH, crioMeHaTn oT V1. 'eprosa kaTo 4e40 Ha aHOHUMEH 4ep-
HOMOPCKH 3orpad, padorua B kpast Ha XVIII 1 Hauazaoto Ha XIX B.%,
KOMTO BCBIIHOCT Ca IIpaBeHM OT ITIOHe TPYIMa, TSICHO CBbP3aH!U CTIAOBO
3orpadu, eauH OT KOUTO € Moau ot Axtorroa. Ho Ha TsSXHOTO TBOP-
94ecTBOTO ITIe ce CIIPeM IIPU APYT TIOBOA.

81 Paskaleva 1977: 12, ill. 28. 3a uKkoHata, BX. cbitio Boshkov 1974: ill. 225; Boshkov 1984: ill. 359;
Klisarov, Gergova 2007: 233; Gergova 2008: 11.

82 Gergova 2008: 11.
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Absent Personalia — Icon Painter Ioan of Agathopolis

Alexander Kuyumdzhiev

While his name is documented, Ioan, the icon painter from Agathopolis re-
mains unfamiliar to science. He is first mentioned by A. Vasiliev who indi-
cates some of his icons from the Holy Trinity Church in Tsarevo, and is con-
sequently nearly forgotten by researchers. Although only locally popular,
Ioan was a renowned master with multiple icons and a mural monument —
the Ascension of Christ Church in Agathopolis (1796). All his works known
to me, yet almost unknown to science, encompass the period 1791-1816.
Practically, they cover all the settlements on the southern coast of the Black
Sea and parts of the region of Strandzha. Due to lack of biographical infor-
mation regarding the icon painter it is hard to define his potential artistic
relationship with other local master iconographers — whether his equals or
students. However, a number of icons from the region, the dating of which
overlaps with later works of Ioan, beginning somewhere from the start of
the second decade of the 19t century and continuing as far as to the 1850s,
demonstrate that his art has had its immediate followers. This serves as a
clear evidence for the importance of his role in the artistic processes on the
southern coast of the Black Sea from the end of the 18" century until the start
of the 19'" century.
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A Case of Self-Expression in Various
Arts: Poet, Pianist-Composer and Music
Critic Hans Schmidt (1854-1923)

Baiba Jaunslaviete®
Jazeps Vitols Latvian Academy of Music, Riga

Abstract: Music criticism has always been a money earner for representatives of va-
rious creative professions — writers, composers and performers. An interesting re-
search perspective is the interplay between these different fields in their work: does
it reflect any parallels between the aspects of their creative personalities? From this
viewpoint, the paper analyses the case of a long-term music reviewer Hans Schmidt
who has documented the concert life in Riga, and at the same time, has gained ap-
preciation as a poet, composer and performer — primarily, in the Baltic German cul-
tural space.
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Introduction

Music criticism has always been a money earner for representatives

of various creative professions including writers, composers and

performers. Just a few of the most famous names among them are

Ernst Theodor Amadeus Hoffmann, Romain Rolland, Robert Schu-
mann, a.o. Thus, an interesting research perspective is the interplay
between these different fields in their work: does it reflect any pa-
rallels between the aspects of their creative personalities? In previous

research, a thematic of this kind has mostly been studied regarding
Robert Schumann?. Apparently, the attention paid to the relationship

between his music reviews and compositions follows from the fact
that Schuman has deliberately built a bridge between these fields,
including references to his critics’ pseudonyms (Florestan, Eusebius)

in his compositions, thus highlighting the various manifestations of
his “ego” in both fields. However similar parallels can also be found

in the works of many other authors.

This paper analyses the case of a long-term music reviewer Hans
Schmidt (1854-1923) that has documented the concert life in Riga,
one of the biggest metropolitan cities in the Baltics, in the period
from the 1880s until the early 1920s; during the same time, Schmidt
actively worked also as a poet, composer and performer (pianist).
He was born in Fellin (today Viljandi in Estonia) in a family with
significant cultural traditions manifested in various artistic areas.
His mother Amalia comes from the Lenz family, which includes
members such as Goethe’s youth friend, the poet Jacob Michael Rein-
hold Lenz, and Beethoven’s biographer Wilhelm von Lenz — the
author of the monograph Beethoven et ses trois styles (1852). In the
late 19t and early 20 century, Schmidt gained appreciation in all
areas of his work — primarily, in the Baltic German cultural space,
but also in a wider international “arena’ in the field of poetry?. Thus,
his personality could be studied to search for links between various
forms of his self-expression through art, in this case, literary work
(poetry, music criticism) and composition as well as performances.
Can we find a similar “artistic handwriting’ in these areas, or vice
versa, contrasting manifestations of his ego? In order to answer the

2 Perrey 2007: 14; Moattar 2020, etc.

3 More detailed biographical information about Hans Schmidt is available, for example, in the
studies by Janis Torgans (Torgans 1997) and Natasha Loges (Loges 2017: 365-372).
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question, a brief overview of each of the areas will be given, and the
interactions between them will be highlighted.

1. Poetry

Schmidt has written poetry during various periods of his life, but a
particularly important event that made several of his poems interna-
tionally known was the choice by Johannes Brahms to use them as a
textual basis for his compositions. Schmidt met Brahms in the late 1870s,
after studying at the Leipzig Conservatory (1875-1878), when he was
briefly working as a tutor in Berlin, in the family of Brahms’ friend,
the famous violinist Joseph Joachim*. The love and nature motifs that
are so characteristic for the romantic poetry are frequently reflected in
the poems by Schmidt, however, mostly in a relatively light and har-
monious mood and without any undertones of tragedy or pessimism
often found in the works by his contemporaries. It is possible that for
this reason too, Brahms included in his Opus 94 the poem Sapphische
Ode, offered to him in May 1881 by the young poet Hans Schmidt. The
initial intention by Brahms was to use only the texts by three other and
much better-known poets of the 19t century — Friedrich Halm, Ema-
nuel Geibel and Friedrich Riickert. Inge van Rij, the researcher of the
vocal music by Brahms, with reference to the composer’s friend Max
Kalbeck and Otto Gottlieb Billroth (son-in-law of his friend Theodor
Billroth), notes: “’Sapphische Ode” may have been a late replacement
for a third Halm setting subsequently suppressed by Brahms because
[Theodor] Billroth had not responded favourably to the “melancholy
bitterness’ of the initial preponderance of Halm settings”>. Both verses
of the Sapphische Ode deal with the theme of night, and touch on the
parallelism of dew and tears of love (Tau and Trinen), however, con-
sidering the motifs of the fragrant roses, it is light rather than bitter
melancholy, thus contrasting the mood of the chosen poems by Halm.

Three poems by Schmidt are included by Brahms in his Fiinf Romanzen
und Gesinge, Op. 84. These texts also express light and harmonious
moods, besides, contrary to the hendecasyllables of the Sapphiche Ode,
they are much simpler and close to the German folk poetry. A signifi-

4 Loges 2017: 370.
5 Van Rij 2006: 175.
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Fig. 1. Fiinf Lieder Op. 94 by Johannes Brahms: first edition (Berlin, 1884).
The first verse of the Sapphische Ode

cant feature of all these poems that could be described as characteris-
tic for Schmidt are oppositions, revealing different views of the same
poeticimage or key word. So, in the Sommerabend (“Summer Evening”,
by Brahms Op. 84 No. 1) the key word is the ‘night’, and each verse
reflects the views on it of the mother (Die Mutter) and the daughter
(Die Tochter) — for example, the mother associates the night with owl
cries (ruft der Kauz) and lamenting (klagen), meanwhile, the daughter
speaks of the nightingale (Die Nachtigall):



Die Mutter:

Geh’ schlafen, Tochter, schlafen!
Schon ruft der Kauz im Wald,
Und wen die Tone trafen,

Mufi mit ihm klagen bald!

Die Tochter:

Laf3 klagen, Mutter, klagen!
Die Nachtigall singt hell,

Und wem die Lieder schlagen,
Dem schwindet Trauer schnell!

Similar series of opposites, created on the basis of the same or similar
key words, will be discussed below as a characteristic feature of the
music reviews by Schmidt.

He gained recognition also as a poetry translator — Schmidt has trans-
lated texts of vocal works from different languages, including the songs
by the first Latvian composers. Especially significant is his contribu-
tion to introducing Peter Tchaikovsky to the German cultural space,
translating his lolanta and several romances into German®.

2. Performances and composition
Natasha Loges aptly summarizes the pianistic work by Hans Schmidt:

During the 1880s, Schmidt and [Raimund] von zur-Miihlen
undertook various successful recital tours which are an impor-
tant contribution to the early performance history of the Lied.
Schmidt was possibly the first dedicated professional song
accompanist, and zur-Miihlen was one of the earliest figures
to offer full song recitals. Schmidt accompanied zur-Miihlen
regularly until the tenor retired from the stage in 1905. [...]
Schmidt also accompanied Amalie Joachim on a concert tour

6 See more about it in Braun 2012.
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Fig. 2. Albumblatt by Hans Schmidt: the beginning.

Riga, Leipzig, ohne Jahr

in 1892—3. He was evidently a subtle and sensitive pianist, able
to bring out the best in his singers. The singer Aino Tamm re-

called that his playing “melted into a
therefore made a perfect realisation

whole with the voice and
of an artwork possible’.

This characteristic resonates with the observation by the reviewer Al-

fred Ruetz published in 1902 in the Rigasche

Rundschau. He highlights

the song-like touch by Schmidt — the strive “to find parallels with the

7 Loges 2017: 371.



vocal technique itself, to find respective vocal registers within the
piano sound” (selbst fiir die gesangliche Technik eine Parallele zu finden,
im Klavierton auf das jeweilige vocale Register einzugehen)®.

The compositions by Schmidt include the same genres that were
dominant in his performances, i.e. songs for voice and piano as well
as piano miniatures. In this regard, musicologist Janis Torgans sees
influences by Schumann and Brahms®. It could be agreed that such
parallels are possible, especially, with the ‘Eusebian’, dreamy and
contemplative miniatures by Schumann.

A completely different work is the piano cycle Op. 8, Weisen fremder
Volker mit hinzugedichtetem Texte. In romantic music, there are many
compositions that include references to certain national cultures
(Brahms, Hungarian Dances, a.0.). However, the characteristic of the
cycle by Schmidet is its unusually wide geographical coverage: the
miniatures are influenced not only by the folklore of diverse European
nations (Norwegian, Latvian, Russian, Romanian, Italian), but also
include Arabic and Egyptian melodies™. In the context of my paper,
itisimportant to highlight this work because, as will be shown below,
the interest in cultures other than German also resonates with some
of the priorities in the music reviews by Schmidt.

3. Music criticism

After settling in Riga, Hans Schmidt worked as a music critic at
the two most influential German newspapers of the city — at first,
1885-1888, at Rigasche Zeitung, and 1889—1922, at Rigasche Rundschau
(until September 30, 1894, it was named Zeitung fiir Stadt und Land).

Schmidt has reviewed different musical genres although his main
focus was obviously on chamber music and songs from the Romantic
era. The reviews of Brahms should be highlighted especially, because,
besides the reflection of the aesthetic views by Schmidt, they are

8 Ruefz 1902.

9 Torgans 1997: 170.

10 The score is available online: https://archive.org/details/SchmidtWeisen1879/page/n3/
mode/2up?view=theater (accessed: 25.03.2021).
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valuable as a testimony of his personal impressions from contacts
with Brahms. So, describing the Second Piano Sonata by this composer
played by Elise Harff, Schmidt concludes that a tempo designation non
troppo used in this cycle could be considered almost the motto (Devise)
of the composer reflecting his moderation and modesty (mafSvollen
Bescheidens). Discussing the performance by Harff, the reviewer also
imagines a possible reaction by the composer — namely, Brahms in
such cases gave a hum of appreciation in his deepest bass: “very neat”
(Als hochstes Lob pflegte der Componist in solchem Falle im tiefsten Basse:
“sehr ordentlich” zu brummen)'. The views on Brahms as a composer
who, compared with other romantics, is more reserved and introverted
in his music, prevail also in the contemporary discourse on Brahms.
George S. Bozarth and Walter Frisch (Grove Music Online) describe
his oeuvre as “works of controlled passion”'. Therefore, the obser-
vation by Schmidt could be considered as an apt characterization of
the personality by Brahms reflecting similarities between the way of
expression in his music and speech.

Another aspect of the reviews by Schmidt is his particular interest in
different areas of “otherness”, i.e., in the music that represented not
the mainstream but rather the marginalia in Riga. The 1870-9o0s were
the time when the first composers of Latvian nationality entered the
local concert life, however, they were not always enthusiastically re-
ceived by the Baltic Germans who previously indivisibly dominated
in the cultural environment of Riga. The favourable attitude towards
the new Latvian music demonstrated by Schmidt contrasted to this
mainstream, and the most influential Latvian composer of that time,
Jazeps Vitols, had characterized this situation quite sharply, in the
obituary notice (necrology) of Schmidt:

We said goodbye to the only German critic — an aesthetic who,
with annoyance, with real indignation, rejected the unequivocal
proposal of his German colleagues — to ignore Latvian music,
to silence Latvian concerts®.

Another example that shows the views of Schmidt on the “otherness”
is his description of the Gypsy music concert in Riga in 1885. In addi-

11 Schmidt 1886.
12 Bozarth, Frisch 2001.
13 Translated from Latvian by Baiba Jaunslaviete. Vitols 1923: 2.



tion to a comprehensive characteristic of the performance, Schmidt
also outlines his view on the hidden message of musicians, which he
hears behind the rhythms of fiery dances: “The misery of the pariah,
life in contempt, death in annihilation sounds in [...] these lassans”
(Jammer der Pariahs, im Leben der Verachtung, im Tode der Vernichtung
preisgegeben, tont aus [...] dieser Lassan’s), and in another dance, frischka,
the revie- wer sees a “desperate joy” (verzweifelten Lustigkeit)'+. Such
observations, similar to the case of Latvians, also reflect Schmidt’s
interest in the art of those who are perceived as outsiders in a certain
environment.

A feature of the literary style of Schmidt’s reviews are wordplays
with barely perceptible differences in similar-sounding words. Thus,
describing Beethoven’s late String Quartet No. 14 performed by the
guests of Riga, Bohemian Quartet, Schmidt characterizes the work as
a tightly closed book that opens only during the hours of a cheerful
mood (frischer Geistesstunde) — while the concert takes place at the
evening, already when the witching hour (Geisterstunde) is approach-
ing™. Thus, playing with this one-letter difference and creating com-
pletely opposite meanings, Schmidt explains why the performance
of the Quartet was not so successful. Such wordplays reveal the par-
allels with the poetry by Schmidt and also with characteristics that
are necessary for a good piano accompanist — to play with nuances,
highlighting the same text or music in one way or another.

In the music reviews by Schmidt, quotations from various poems
are frequently found. Mainly it is the poetry of the 19th century, in-
cluding texts from songs for voice and piano that Schmidt obviously
has well learned in his work of a piano accompanist; however, in
the reviews he has significantly changed their meanings. So, the
already quoted paper on the Gipsy music includes the words by
Heinrich Heine used by Schumann in the song Ich grolle nicht: “Wie
Du auch strahlst in Diamantenpracht / Es fiillt kein Strahl in Deines
Herzens Nacht”. He obviously had considered this excerpt as appro-
priate for the description of the external splendour and fun of the
music, and, in his opinion, the hidden sense of despair behind this
facade. The use of such quotations resonates with the poetic nature

14 Schmidt 1885.
15 Schmidt 1895.
16 Schmidt 1885.

1,291
Personalia



292

Fig. 3. Article by Hanss Schmidt about the concert
of Bohemian Quartet (the beginning). — Rigasche
Rundschau, 1895, November 6, No. 252, 3



of Hans Schmidt himself, and also allows us to draw certain parallels
with the critical reviews by Schumann because he also loved to use
literary references.

Conclusions

The provided research highlights the following common features in
various areas of the artistic self-expression by Hans Schmidt:

* romantic motifs combined with light and harmonious moods
are expressed not only in the poetry by Schmidt but also in
his music and, in an indirect way, in reviews where the sharp-
ness of criticism is often softened by benevolent humour (the
above-mentioned example discussing the performance of the
Quartet No. 14 by Beethoven);

¢ although Schmidt had paid attention to different genres, the
important role of song unifies various areas of his artistic self-ex-
pression. It is reflected in his own songs for voice and piano
(with lyrics created by himself), as well as in the work of piano
accompanist and in music criticism (many references to the
poetic texts of 19th-century songs);

¢ alongside with a perfect knowledge of German music and
poetry, accumulated in the work of piano accompanist and
manifested in the music reviews, Schmidt also proved his
ability to value other national cultures more than many of his
Baltic German countrymen. It is confirmed with his translation
of lyrics of nowadays well-known vocal works, the sincere at-
titude towards the Non-German musicians as well as his own
composition Weisen fremder Volker mit hinzugedichtetem Texte.

Thus, the artefacts created by Hans Schmidt in various areas are im-
portant not only due to the richness of historical evidence, but also as
manifestations of a delicate, artistically multifaceted and nowadays
unfortunately little-known personality, which has earned a permanent
place in the Latvian and European cultural history.
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ApTucTidHaTa n3siBa B pa3anMiHM U3KyCTBa:
Xauc HImut (1854-1923) moeT, MMaHMCT KOMIIO3UTOP
¥ My3MKaAeH KpUTUK

baiba flyncaasueme

B ernD

e S

MysukaaHaTa KpUTHKa BUHaru e 614a 40X0A0HOCEH M3TOYHUK 3a IpejcTa-
BUTeAUTE Ha Pa3AUYHU TBOPYECKU IIpodecuu — mucareay, KOMIIO3UTOPU
U U3IIbAHUTEAN. VIHTepeceH bI'bA Ha U3CAeABaHe e IIPelANTaHeTO Ha Te3N
pasangHu TBOpuecku cdpepu B AericTsre. OT Tasu r1eaHa TOUKa CTaTUATa
aHaAu3¥upa MMEHHO AbATOCpOYHATa ACTHOCT Ha MYy3MKaAHWUS KPUTUK XaHC
IImur (1854-1923), KOMTO AOKYMeHTMpa KOHIIEpTHU:A XUBOT B Pura, eaun
OT Hall-roaeMuTe MeTporioaucu Ha baatuka ot 8o-te roanun Ha XIX u 20-
Te roguHM Ha XX B., KaTO ChIleBpeMeHHO I10Ay4yaBa IIpU3HaHIe KaTo II0eT,
KOMIIO3UTOP U U3IbAHNUTEA — TAaBHO B OAaATUIICKOTO HEMCKO KYATYPHO
IIPOCTPaHCTBO, HO I Ha IIMpOKaTa MeXXAyHapo/AHa apeHa B 004acTTa Ha II0-
e3usITa.

HaCTOFIH_IOTO IIpoy4BaHe HU BOANM A0 3aKAIOYEHMETO, Y€ ChIIeCTByBaT MHO-
JKeCTBO BP'B3KN MeEXAY OTAEAHNUTE Cl)OpMI/I Ha cOOCTBEHOTO MYy M3pa3sBaHe
qpe3 N3KyCTBOTO, B KOHKPETHM L Cquaﬁ[ IIOCpeACTBOM CAO0BOTO (HOGSI/ISI, My-
3MKalHa KpI/ITI/IKa) 1 KOMIIO3MPaHETO, KaKTO I C U3ITbAHEHUATA MY.



Hskon HaOa10aeHMsI BHPXY
MoOIlleXpaHnTeAHUIIaTa OT
Erponoackms manactup , Baposurer

£

Aapuria boukuna®
WMrncmumym 3a uscaedsate na uskycmeama,
boazapcka axademus na naykume

AbcTpakT: TekcThT IpeAcTassl MoIlexpaHUTeAHNIIaTa OT ETpornoackus MaHacTup
,Baposuren”, cp3gasena mpes 1751/52 r. 8 Etpornoae ot maricrop borrao. Hampasen
e KpUTIJeH IIperae Ha AUTepaTypara I e KOpurupaHa JaTupoBKaTa Ha TaMeTHHKa.
CucremaTnsupanu ca JaHHUTE 3a MeTaa000paboTBaIaTa 4efHOCT U 31aTapCTBOTO
B ETpomoe mpes mepnoja 1 ca KOMEHTUpPaHU HaKPaTKO CTUAOBUTE OCOOEHOCTY Ha

YyKpacara.

Kaiogosm aymm: kruropckn Haammc, Etporoae, 3aarapcerso, Moy, cs. cs. Kozma

n JdamsH

B cpeaara na XVIII B. 3a ETponioackns manactup ,,Baposurent” e ms-
paboTeHa MolllexpaHUTeAHUIIa 3a MOITuTe Ha cB. cB. Koama u JdamsH.
Tsa nma napaseaenuiiegHa OCHOBa, 0OTOYeHa € apKaJa OT OCTPOBBPXI
apKm, a BbpXy KaIlaka ca MOHTUPaHM TPU KyIloAa C U3psI3aHy OTBOPH,
ymutupamy nposopun (Pur. 1). CrpaHnIuTe Ha KMBOTa ca IIOKPUTH C
pacTuTeAHV OpHaMeHTH, U3paboTeHM OT yCyKaHa MeTaHa HUIIIKa, KaTo
IIPOCTPAHCTBOTO OKOAO T#X € 3aIbAHEHO ChC CUH U 3e4eH eMaiia (Pwr.
2, 3). Boripexn ue momjexpanureanniiata ot ETporoackms MmaHacTup

1 Darina Boykina, PhD, is an Assistant Professor in the 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 period.
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®@ur. 1. MomexpaHuTeAH1IIA
ot Erporoackns maHactup
,Baposuren”.

Cuuwmka /. boiiknza

®@ur. 2. MormexpanuTeAHnIIa
ot ETportoackus maHactup
,Baposuren”, mpeana crpana.
Cuumka /. Borikmna

®@ur. 3. MomexpaHuTeAHu1IIa
ot Erporoackns maHacTup
,Baposuren”, Kbca crpaHia.
Cuumka /. Boiiknza

MHOIOKpaTHO ce ClIOMeHaBa B AuTepaTrypara? Bce OlIlle CpeJ, U3CAel0-
BaTeANTe HiAMa eAUHOAYyIIIe OKOAO JaTMpoBKaTa Ha TaMeTHMKa. Tosa,
KOeTO 40 MOMeHTa 3HaeM 3a eTpoIlo/AcKaTa MOIlleXpaHUTeAHNIIa, ce
M34YepIiBa C HeTOYHO MAY YaCTUYHO IUTHUPaHe Ha AapUTeACKIs HaATINC,
AAaKOHMYHO OIlJICaHMe Ha HeliHaTa (popMa U HAKOAKO (poTorpadpuiu.
ITpuemariky 6e3KPUTUYHO Ka3aHOTO B HA4aA0TO Ha XX B., [IO-HOBUTE
KpaeBeCKN ITyOAMKauu 3aTBbp>KAaBaT HeBepHN (PaKTM 3a UCTOPU-
aTa Ha ETpontoackusa manactup ,Baposurern;”. Hacrosmuysr tekcr cn
II0CTaBsl 3a 11e4 Aa U3SICHU CbAbp>KaHMeTO Ha KTUTOPCKIS HaAIIIC Ha
MoOIlleXpaHUTeAHNIIaTa U 4a KOMEHTIPa KOHTEKCTa, B KOWTO e Ch3aa-
AeHa. Ha anaamsa Ha cemaHTHKaTta Ha popmMaTa Ha IipeAMeTa I1ie ObJe
IIOCBeTeHa OTAeAHa IyOAMKaIIsL.

ITpwB 3a Momexpanuteanniiata or Erponoackus manacrtup ,,Bapo-
suter;” e I1. Myradunes, KoiTo 3armouysa n3yJaBaHeTO Ha CTa-
POILAaHMHCKUTE MaHACTUPU 110 3arose Ha MuHucTepcTBo Ha IIpo-
cBelrleHneTo mpes 1915 .2 CBeeHus 3a MOIleXxpaHuTeAHUIlaTa obade
1y0AMKyBa e/Ba IleTHaJeceT TOAMHY II0-KbCHO cAe BTopaTa 0OMKOAKa
Ha MaHacTupure mexay p. Vicksp u p. Ocbm*. ViMenno B tasu 1y0-

2 VIMET, per. IX, uns. No 77, 4. 93, 463; Mutafchiev 1973: 322; Drumev 1976: 348; Chavrakov 1974:
73; Petkov 2005: 115; Tsvetkova, Misheva 2012: 33; Misheva 2014: 432.

3 Mutafchiev 1920.
4 Mutafchiev 1973.
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®ur. 4. MomexpaHuTeAHNUITa
ot Erporioackns MaHactup
,Baposuren”, kanax.
Caumka /. boriknHa

= 300)
L/ r

AVIKaIIVS 32 ITbPBU ITBT € HallpaBeH OIUT Ja ce pa3yeTe KTUTOPCKUAT
Haamuc, koiito I1. Myradunes npesasa 1o caeAHus HaumH: , Brpxy
OKpalfHJMHaTa Ha ChIIN Kallak 10 MPOAbAXKeHIe Ha YeTUPUTe MY CTeHM
ceygeTe CAeAHMAT HAAIIIIC: + UM KMBROTH WIILHN NA€KE TTIOHYURACTE MOLUN CTURA
BGCVGE!JNNVIKOKI: KO3MA N ARRAMANA I'IPAKI/IQG 8 CEAO T‘)OI’IO]\G NACTORATE¢AL BUCH CIMOND
MNEPOMONAXD. BA A€TO 7¢ 8 a1 (1692 roa,. 11 w[a?]n). BppXy BbTpelIHaTa cTpaHa
Ha KaIlaka e TpaBypaH APYT HAAIIVC: # ¢ KNROTH UCKONAXD A3 MANLLIN RAXU-
T?WCL NANME BONY0 U I'IPVI/\OPKGHO BUCH CTEN NEKRNBONAYEANOK TVOI/IIJ,I/I n I'IO.BI\ATVIXAFO
PSCJ)GT% Kp//Ianyagekn®, PazunTariku obosHageHara ¢ OyKBu JaTa KaTo 11
10[a?]u 1692 r., u3caeaoBaTeAsAT IPUIMCASIBA MOIIEXpPaHUTEeAHNIIaTa

5 Mutafchiev 1973: 322.



=

KbM I'pyIiaTa OT 3AaTtapcku nnpousseaenns ot XVII B., coxpansasaan ce
Torasa B MaHacTupa’. Ilpes 1976 1. B AnTepartypaTa ce MosBsiBa HOBa
Bepcusl 3a gatuposkara. /. ApyMes BKAIOUBa MOIlleXpaHUTeAHUIIa-
Ta B TOMa ,,31aTapCcKo U3KyCTBO”, KbAeTO IoMecTBa (pororpadust Ha
IpejMeTa U IUTHPaA caMo 4acT OT Haanuca: , Citia Kuéomdv npasu ce y
cero Emponoae nacmoiameav oucmv Cumonv epomonaxv Baremo 3C3A
(1763)"7. CaeapariuTe 1myOAMKaI[UM B OCHOBHI AMHUY Ce IPUABPKAT
KBbM HarcanoTo ot [1. Myradunes, Makap Aa He AUIICBAT HIOAHCU B
Cbabp>KaHMeTo Ha Hagmuca. [Ipes 2005 1. I1. Ilerkos criomenasa mo-

6 Mutafchiev 1973: 321-323.
7 Drumev 1976: xat. No 115, 224, 348.
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®@ur. 5. HaanuceT oT BbTpelHaTa cTpaHa Ha Kallaka Ha MOIIleXpaHUTe AHMIIaTa.
Cuaumka A. Boriknna

IexpaHUTeAHMIIaTa KaTo YyacT OT IleHHOCTUTe Ha ETporoackus MaHa-
crup. Karo ocrasum HacTpaHa, 4e Ha € 4HO MACTO OIIpeAeAs KMBOTa 3a
MOIIY KaTO AapOXpaHUTeAHNIIA®, aBTOPBT IpueMa KaTeTopUJIHo, ye
IIpeAMeThHT e U3paboTeH Ha 11.07.1692 I'., IOCOYBANIKY KaTO M3TOYHMK
IT. Myradunes, Ho nmpenebpersariku (pakTa, ge I0CAeAHIAT IIpejaara
Mecel] 104M C U3BeCTHa 403a HecurypHOCT. OcBeH TOBa CIIOMEHATUAT
JilepoOMOHax B Haamca ce IosssBa Kato Cuaon pMecto ¢ umeto Cumon?.
IocaeanuTe myOAMKaIM OT 2012 T. ¥ 2014 I. CHIIJO BHACSAT HOBU BePCUI
3a gataTa M 3a MMeTo Ha itepomoHnaxa. 3a H. IIsetkosa u B. Muinesa,
KOMTO CBIIO ce rto3zosasat Ha I1. MyTadumes, MomexpanuTeaHniiara
e u3paboTeHa Ha 11.06.1692 T., a iepoMOHaxbT HacTosATea € CuMeoH™.
Msraexaa, ye mocaeaHuTe uscaejoBaTeAn IUTUPAT OTACAHN YacT
OT AapUTeACKNs HaAINC, ONMpalKu ce BbpXy IyOamuKaiusATa Ha I1.

8 Petkov 2005: 115.
9 Petkov 2005: 115.

10 Tsvetkova, Misheva 2012: 33. B camocTosTeana mybankarys mpes 2014 T. B. Mummesa ce mpu-
ABprKa KbM JartaTta U METO Ha iiepoMoHaxa. Bxx. Misheva 2014: 432. 3acera HeIOTBbPAEHO OCTa-
Ba n gagenoro ot H. IIperkosa u B. Muiesa csegenne, ue ,Ha Thp>KecTBeHa CAy>k0a Ha 1 104U
1692 r. itlepomMonax CyMeoH IpomMua Moure Ha gsamara cseriy Kosma n Jamss u pasjaa
BOJarTa 3a 3ApaBe Ha IIOKAOHHMIIUTE B rpaja u okoanocrute”. Bx. Tsvetkova, Misheva 2012: 33.



Myradunes, a mpeaaoxeHoto ot /. pymes yeTeHe OCTaBa HEIIPUETO.
KbM HacTosAImIMs MOMEHT AUTepaTypaTa, Kacaellla eTpoIioAckarTa Mo-
IeXpaHUTeAHNIIa, IIpejaara HAKOAKO BepCcUM 3a AaTaTa Ha U3padoT-
Ka — 11.06.1692 T., 11.07.1692 I. 11 1763 I., U HAKOAKO BEepCUMN 3a IMETO
Ha crioMeHaTus liepoMoHax — CumoHn, Cnaon n Cumeon. ChI1io Taka
IIpeAO0A0XKeHNeTO, e BBIIPOCHMAT ilepOMOHaXxX € UTYMeH Ha MaHa-
crupa rnpe3 XVII B., ce 3aTBbp>K4aBa cpes KpaeBeAnuTe'.

Kakso BCBIITHOCT € ChAbp>KaHNeTo Ha
KTUTOPCKIS HAAIINC OT €TPOII0ACKaTa
MollexpaHuTeaHuna? Pasnoaoxen
Ha ABe MecCTa BbPXY KBOTa — BbPXY
BBHIIIHATa paMKa OKOAO Kallaka I
BbpXy BbTpelllHaTa CTpaHa Ha Kallaka
(Pmur. 4, 5), HAAINCHT rAacu: T
KNROTH WILHN UAEKE MOHYURACTL MOLUN
CTIN EGC‘JGS‘JN/NMKOBI}. KO3MA U ,A,&\MI’ANA/
MPARM & 8 CEAO €TOMOAE NACTORTEAL
BUCH CIMWNb Vleymom/x% BA AGTO #3C3 Al
(175171752 nnaunkt 11). T ¢ KNROTH
VICICOKAX[) A3 MANLLIW BA XVIT?OC[) NA NM¢E
BOVHO n ﬂ‘?VIi\O(‘KGHO EI/I'IC“I: CTEN " ?KI/IKONA/
HYEANOH T‘)OI/ILI,I/I N TNO3AATUXA T'0 ‘)84)6’”5 |
k[a]T/anuapekn™ (Pur. 3). Haammcwt
ChbAbpP>Ka Hall-HeoOXogumarta
nHdpopmanmus 3a npejmera — 3a
KOV MaHaCTUp e IIpejHa3HayeH,
91U Ca ChbXpaHsBaHNUTE B HETO MOIIIN,
MSICTOTO U TOAMHATa Ha Herosarta
n3pabOTKa, IMETO Ha MaliCTopa,
HaCToATeAs M KO ca KTUTOpUTe Ha
nosaarara®. Vlepomonax CuMoH e

11 Petkov 2005: 115-116. H. llBetkoBa u B. Mu-
IeBa ChIIO IpueMaT KaTeropuyHo, 4e iepoMo-
nHax Cmmeon e 6ua uryMeH Ha MaHacTupa. Bix.
Tsvetkova, Misheva 2012: 52-53. Bx. cpimo https://
www.etropolskimanastir.etropolebg.com/index.
php/istoriya, 10CAeAHO IIOCeTeH Ha 9.08.2021 T.

12 baarogaps na gon. a-p Tatana Moctposa ot
KMHII npu BAH 3a nomornira npu pasuntaHeTo
Ha HaATIACHUTE.

®@ur. 6. YacT OT KTUTOPCKIS HAAIINC.
13 Tpsabsa aa ce otOeaexu, ge criopea I1. Myragun-  Cummka . borikina

F
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OIIOMeHaT KaTO HacTosATea, KOeTO O3HayaBa, 4e Hall-BepOATHO KbM
cpeaara Ha XVIII B. e 6114 urymMeH Ha MaHacTHpa'4, HO CBIIO TaKa I ye e
AVYHOCTTa, OTTOBOPHA 3a M3pabOTBaHeTO Ha IIpeAMeTa MAY TO3M, KOITO
e Ja/ MAesTa 3a TOBa', e 1 Hag3upasaa pabotara Ha 3aataps'*(Dur. 6).
3a Hero He ca M3BeCTHU APYIH cBeJeHN . EAMHCTBeHOTO, KoeTo 611 MOrao
Aa ce II0COYM TYK, € BIIMCBaHe B ETpOII0ACKIs IOMEHNK, Hejaled OT
BpeMeTo, B KOeTO e Ch3jajeHa Molnexpanureanunara. Ha a. 81 rp.
e oTOeast3aHo: 1753 ciMewns epmouﬁ”, HO 4a/Au CTaBa AyMa 3a CBhIINs
JIepOMOHaX, € TPYAHO Ja Ce YCTaHOBI.

Kakro crana scHO OT peraeda Ha AuUTepaTrypara, HiMa eAMHOAY-
IIJie 11 OTHOCHO JaTaTa Ha u3paboTBaHe Ha MoOIljeXpaHuTeAHNUIIaTa.
l'oaunara e npegajena upe3 OyKBU, pa3dgeAeHN B ABe TPYIIN BA A€TO
£3¢3 Al, KaTO I'bpBaTa Ce ChCTOM OT ¢3¢3 (7260=1752), a BTOpaTa caMo OT
ase — al (11) (Pwur. 7). ITogoOHO M3nMCBaHe Ha TOAMHUTE IIpe3 TO3U
repuoA — ¢ OyKBeHM O3HaueHIs U MHAUKT — He e PsAAKOCT I ce cpellia
B IIaMEeTHULIM C pa3ANdeH xapakTep. To3n HauMH Ha U3IMICBaHe Ha ro-
AVIHITe HallpMIMep ce cpellia B IIpUIINCKa OT TpeOHMKa Ha 45K Herpo
ot beaunt nipes 1744 1. — [...],«P\\VM,A,. [1744] nanko. Z.[7].%, kakTO U
B Oeae>XKKa OT KOTAeHCKIs KHVDKOBHMK Muako 1epeir B 6orocayske-
OeH cOOPHUK OT 1748 T. — [...]fA\)/'MI/I [1748]. Un' amic'ro Al[11]%. Taka e
O3HayeHa rogMHaTa U B U3IIpaTeHo N1UCcMO A0 baukosckns manacTup
ot Llapurpagckara narpuapuimns mpes 1762 r.°, KakTo 1 Tog1HaTa Ha
ch3gaBaHe Ha KoTaeHckus 6orocay>kebeH cOOpHUK, IpercaHo OT
Teoaop itepeir*'. Tosa gaBa OCHOBaHMe TOAMHATa, OTOeAs13aHa B HAATIIN-
ca, Aa ce IpoyeTe KaTo 1751/52 MHAUKT 11, a He KakTo [1. MyTadunes
npeaaara z¢ 8 a1 (1692 r. 11 w[a?]n).

C’bﬂ,’bp)KaHI/[eTO Ha HaAllrica HOCI1 I ApyTa Ba’XkHa I/IHCI)OpMaLU/I}I 3a

€B B Ha/IlMCa CTaBa AyMa 3a KpaHuapcku ecHad. Bxx. Mutafchiev 1973: 322. KbM Heropoto MHeHme
ce npuabp:xa u V. Kanapos. Bxx. VIMET, per. IX, uns. Ne 77, 4. 93. Tosa HeTouHO yeTeHe ce AbAa-
KN Ha crienuuyHOTO U3IIMCBaHe Ha HAKOM OyKBu OT 34aTaps bortyo. 3a karmHuapckus ecHad B
Etpormoae Bx. Katsarov 2008: 174; Tatsov 2012: 749.

14 Bxx. Gergova 2011: 275.
15 Genova 2000: 32.
16 Parpulov 2019: 41.

17 HBKM 1017, 4. 81 1p., 0cTBIIHO Ha http://82.147.128.134/slr/public/image, mocaeaHo roce-
TeH Ha 11.06.2021 I.

18 Hristova, Karadzhova, Uzunova 2004: 74, N 375.
19 Hristova, Karadzhova, Uzunova 2004: 76, Ne 380.
20 Goshev 1930-1931: 336, Gea. 57.

21 Stoyanov, Kodov 1964: 29.
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@ur. 7. YacT OT KTUTOPCKIS HAAIINC.
Canmka A. Borikmna

13paboOTBaHeTO Ha MollleXpaHuTeaHuara. baarogapeHne Ha Hero
AHeC HJ e U3BeCTHO MIMETO Ha Marictopa — boiiuo, kakro u ¢akra, ye
TOI1 e pabotna B ETponoae, a ToBa m3MecTBa IOHE ChC CTOAETHE Ha-
3a4 M3BECTHOTO 3a 31aTapcKus 3aHasiT B rpaga. Jocera ce 3Haellle CbC
CUTYPHOCT, 4e 34atapcku ecHadp B ETponiose e pyHKIIMOHMpPaA KbM
cpeaata Ha XIX B., MMaliku IIpe B/, BIIMCBaHe 3a Hapycus B ETporoa-
CKVISI TIOMEHUK: 1862. ANSAPIA 181 €TPOroAe/ MOMANN PAN (8PETh HEXAAJCKDI
n 3aa/ negsaa rpo. 502, Koako 3aatapu ca paboruau B Erporose kbm
BpeMeTO Ha Ch3jaBaHe Ha MoIllexpaHUTeAHUIIaTa 1 JaAl ca Ouan
oOeaunHeHN B ecHa, 3acera Mo>Ke caMo Aa ce IpeArioaara.

Haanunure nmcMeHn M3BOPU M UCTOPUYECKUTe M3CAeABaHN IIpe-
craBAT ETporoe KaTo IeHThp Ha aKTUBEH py40A00MBeH paiioH, B
KOJTO ca ce 4001BaAu CBIIO 1 0AaroOpoAHM MeTaAl KaTo cpedpo 1
3aaro. [IpoyuBanmsTa 1okassar, 4ye Hall-aKTMBHO Ta3) AEHOCT ce e
passuBaaa npe3 XVI-XVII 8. B ocMaHOTypCcKUTE 4OKYMEHTU OT Ha-
gaz0To Ha XVI B. Hapea ¢ AepOeHAXUNTe ca M3OPOEHU U XKUTEANTe
Ha ETporioae, ygacTsaim B py404001BHaTa 1 MeTaa000paboTBaIaTa
ACVHOCT, aHTa>k1paAy HaceAeHIeTO 1 Ha OKOAHUTe ceaunmia*. B 4oky-
MEHTHTe OT Hauaa0To Ha XVI B. oT MeTaz000padoTsaruTe mpodecun

22 HBKM 1017, 4. 93 1p., 40cTBIIHO Ha http://82.147.128.134/slr/public/image, mocaeano mo-
ceTeH Ha 11.06.2021 T. Bxx. Manolova-Nikolova 2013: 130. B uskycTBoBeAckaTa amuTepaTypa CBe-
JeHIIATa 3a 34aTapcTBOTO B ETpornoae ca Munnmaanu. JJ0KOAKOTO MU € M3BECTHO, €AVHCTBEHO
BazenTtnn AHre10B MIMOXOAVIM CIIOMeHaBa, 4e B ETporioae ca paboruan 3aatapu. Bxx. Angelov
1998: 73. B KpaeBejcKiTe M3CAeABAHIIA CBIIO PAAKO Ce CIIOMaHaBa 3a HaAMYMETO Ha 31aTapCKit
padtuanniy B Erponoae. Bxx. IMET, per. IX, uns. No 77, 4. 660-661; Raykov 1968: 8-9; Katsarov
2008: 173, 180; Tatsov 2012: 750.

23 Tatsov 1938: 2; Batakliev 1940: 21; Konyarov 1953: 144; [vanov 1964: 58; Raykov 1968: 7; Mutafchiev
1973: 320; Georgiev 1978: 156; Andreev, Grozdanova 1993; Katsarov 2008: 36-39, 47-48, 55, 57-85;
Manolova-Nikolova 2011: 12-14; Tatsov 2012: 154-163; Misheva 2014: 429.

24 Kovachev 2011: 25.
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®@ur. 8. Kpner or Puackns
MaHacTup, 1798 I. ApXus Ha
NMsx, A3k L 1.3509.17.
Cuanmka . Apymes

B ETpomnioae ce cromenasa caMo 3a eAuH KoBay, BIIcaH B Mydaccaa
perncTep ot 1515/16 1.> OT cpesara Ha CBIIIOTO CTOAETHE Ca U3BECTHI
1 ITO-KOHKPeTHH CBeAeHIs 3a pyA0A001BHaTa AeitHocT. ITogpobeH pe-
TUCTDBP, AATUPAIL] OT IIeproja cAed 1541 A0 1544 I., AaBa CBeAeHIsI 3a
npodecusATa Ha 9acT OT MECTHUTe JKIUTeAN, KaTo ca M30poeH! MeHa
,Ha paboTeluTe B IIIaXTUTe Ha Py4HUKa" 1 ca oTOeAs3aHN ,A0IIAN
OTBBH MMHBOPU U crlelaancTi”*. Kpm Kpas Ha cAeABaIoTo CToAe-
THe CBIIIO ca ITI03HATHU IIMCMeHN U3BOPH, IToKas3Bamy ETpomnoae xaTo

25 Kovachev 2011: 24.
26 Kovachev 2011: 25.
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BayKeH IIeHTLp 3a 4001B 11 00paboTKa Ha pyau. B mpumucka ot 1684 1.
ce criomeHasa, 4e CtosiH ot ETporoae e oberiaa 4a Aapu 10 OKHU XKeAs30
Ha Yepenumkus manactup?. pyr AOKyMeHT choOII1aBa, 4e Irpes 1690
I. B KeJe3apckuTe paboTuanuiy B ETporioae ca Ouau nopbhuBaHy ocu
3a OpbAusA 3a ocMaHcKaTa apmua®. Criope uscaesosaTeAuTe Ipes
XVIII B. pyanuiute okoao ETporiose nmpoAbAXIAK 4a ce eKCcriaoaTupar
aKTUBHO, KaTO HAKOM aBTOpM 0TOeAs3BaT, 4e ETporioae ce Hapexxaa
cpe4 Hall-Ba>KHMITe KeAe304001BHM 1IeHTpOBe B eBpoIlelickaTa JacT
Ha Ocmanckara umnepus®. Py10400usbT B ETpornioe sarabxsa KbM
Havaaoto Ha XIX B.>' KaTo mpnunHa 3a TOBa ce IOCOYBa pa3pyIiu-
TeAHO 3eMeTpeceHre npe3 1801 I., KOETO 3aTPyIlald0 MUHUTE OKOAO
ETpOl‘IOAe32, U YeCTUTe HallageHIsI Ha KbpAKaAMUUTe I10 TOBa BpemMe?.
Makap Ha TO31 eTall Ja e TPYAHO Aa ce YCTaHOBAT OOCTOATeACTBaTa
3a TOBa IpeKbCBaHe, U3TAeXKJa, 4e AelICTBUTeAHO MeTaa0400MBHaTa
VHAYCTPUS B paliOHa e IIPeyCTaHOBeHa HAKD/Ae B Ha4aA0TO Ha 4eBeTHa-
AECeTOTO CTOAEeTHE, aKO IIpMeMeM 3a JOCTOBePHU CBeAeHUsITa, KOMTO
¢pencknaT mpremecrseHuk Amu bye aapa 3a ETportoae kbm 1837 1.34

Ocobenoctute B yKpacaTta Ha MOIIjeXpaHUTeAHNIaTa ChI0 400aBIT
HJKOU ITPUXU KBM 34aTapcTBoTO B ETporoae. MHoro xapakrepHa
€ OpHaMeHTaAHaTa AeKOpals, ChcTaBeHa OT 3a0CTPeH! AUCTEHIa,
MHOTOAMCTHU IIBeTs M MaAK! AMCTeHIla, U3paboTeHn OT yCyKaHU
¢uanrpaHHy HUIIKU ¥ TpaHyAalus Ha (pOH OT peayBall] ce CUH U
3eseH eMaiia. [To To3u HaumH yKpacaTa Ha MOIIleXpaHUTeAHMIIaTa ce
AobDarKaBa A0 APyTH IPOU3BeJeHNsl, HaMupaAan ce B ETporoackms
manactup. Crasa gyMa 3a gBa HaIlIpeCTOAHM KPbCTa, U3pabOTeHN
ot maticrop Maspyau ot c. Kameno roae u maticrop Vosan SHos.
KpberbT, nspadoren ot Vosan SIHOB mrpe3 1666 1., uma Horara ¢pu-
AUTpaHHa yKpaca Ha (POH OT CUH U 3e1€H eMaiil, MAeHTUIHA C Ta3) Ha
HaIIpecToAeH KP'bCT, n3paboTeH 1pes 1692 I. oT Maricrop Kocraamu ot

27 Tsonev 1910: 200; Pisahme da se znae 1984: 83. Bxx. cpino VIMET, per. IX, uns. No 77, 4. 92.
28 Ivanov 1906: 252; Batakliev 1969: 232. Bxx. cbimio Andreev, Grozdanova 1993: 66, 119.

29 Andreev, Grozdanova 1993: 120-122; Avdev 2005: 128-129; Manolova-Nikolova 2011: 14; Manolova-
Nikolova 2013: 125. Bx. cpijo VIMET, per. IX, nns. Ne 77, 4. 92.

30 Avdev 2005: 129.

31 Tsenov 1932: 4; Andreev, Grozdanova 1993: 30; Tatsov 2012: 367; Avdev 2005: 129.

32 Tatsov 2012: 367; Avdev 2005: 129.

33 Batakliev 1940: 21.

34 Frenski patepisi 1981: 279.

35 /Hec 1 ABaTa Kp'bCTa Ca B HeM3BeCTHOCT. Bxx. Genova 1997: 45, 6ea. 16 n 6ea. 19; Genova 2004:
30, 37-
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Bpama®*. Bpauancknre maiicropu mpes XVIII B. mpoabaKaBaT 4a caeA-
BaT Te3U MOJAeAH, 3a KOeTO CBIAeTeACTBaT TpY HallpeCTOAHM KPbCTa
oT Puackus Manactup, u3paboTeHn Ipes BTopara I1010B1Ha Ha BeKaY
(®ur. 8). B TsxHaTa ykpaca ce HabA104aBaT CXOACTBa B M3I10A3BaHNUTe
pacTUTeAHN eAeMeHT! KaTO MHOTOAVMCTHUTE 1IBeTYeTa, 3a0CTpeHITe
AVCTEeHIIa B CIMpaAoByAeH Pppu3 ¥ KaHTUpPAHNUTE C yCyKaHa HUIIKA
apKOBM/AHU I101€Ta, KOUTO IMPUCLCTBAT B yKpacaTa Ha pasraesKAaHus
k1BOT. Te3n ocobeHOCTM Ha yKpacaTa Ha eTpoIloAcKaTa MoIlexpa-
HUTe/AHNIIA AaBaT OCHOBaHNE IIPeAIIa3AMBO Aa Ce IIPeAIioA0XKy, Je
31aTapcTBOTO B ETpono.e ce pa3suBa 1104 BAMSHUETO Ha BpadaHCKaTa
31aTapcka TpaAMUIVs OT IlepuoJa.

M3a0xennTe $pakTty 1 pa3chbXAeHNs He IIPOMEHAT 3HauUTeAHO 3Ha-
HISATa HU 3a ucTopuaATa Ha ETpornoackms manactup ,,Baposureny”,
HIUTO IIpeACTaBUTe HU 3a Pa3BUTHUETO Ha 31aTapCTBOTO IIpe3 Ilepuoja.
IIpennsupaHeTo Ha AaTMpoOBKaTa o0aue IOKa3a, 4e MollexXpaHuTe-
HUIaTa e n3paboTeHa OKOAO CToAeTHe IT0-KbCHO OT TOBa, KOeTO ce
Ipearioaralie J0cera, ¥ KaTerOpM4HO OTXBbpAsl TBbpAEHIETO, Ue B
kpas Ha XVII B. urymen Ha MaHactupa e 0114 ClIOMeHaTHUAT B HaATllCa
itepomonax. [loapobnara nudopmariysl, KosATO KTUTOPCKMAT HaAIINC
AaBa, IIpeBpbIlla eTPOIIoACKaTa MOIleXpaHUTeAHNIIA BbB BaXKeH JIC-
TOPMYECKM U3BOP, OCBeTsBall] He caMO MCTOopuATa Ha ETpornoackus
MaHacTUp, HO 1 pa3BUTHETO Ha 3AaTapcTBOTO B ETporioae, 3a koeTo
ChbBpeMeHHaTa HayKa Bce Ollle pa3lioJara ¢ TBbpae Maako gaHHM. V13-
cAeABaHMATa Ha pyA0A0OMBHaTa 1 MeTaa000paboTBalaTa AeifHOCT
B ETponoae nokassat, 4e rpadbT MMa BCMYKY HEOOXOAUMM ITPeAIIoc-
TaBKI 3a (PYHKIIMOHMPAHeTO Ha 34aTtapcku padotuanuiy. Ha tosn
eTall e TPyAHO Ja ce II0COYM KOTa 3aro4ysaT Aa paboTAT 31aTapu B
Etpomnoae, HO ciopes HaanyHata MHPOPMaLNA U3rAeXKAa, 9e Tas!u
npodpecus ce MOsIBSIBA Hail-KBCHO IIpe3 I'bpBaTa oAosyHa Ha XVIII
B. I IPOADbAKaBa Ja Ce pa3BMBa CbC CUTYPHOCT A0 IlleceTAeceTTe Io-
avan Ha XIX B. Bcuuko ToBa 1okassa, 4e KbM IO3HATUTE 34aTapCKU
nenTpose B Cepeposanagna boarapms — Bpana n Yunposuu, Buaun
u /lom — Tps16Ba Aa ce 400asu 1 ETporoae.

36 Anec B Hanmonaanms myseit 3a m3kycTso B bykypern. 3a Hero Bxx. Genova 1997: 41-45.
37 Genova 1997: 45.
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Some Observations on the Reliquary of the
Varovitets Monastery in Etropole

Darina Boykina

The reliquary of the Varovitets Monastery in Etropole is brought into sci-
ence as a term at the beginning of 20" century by Petar Mutafchiev, who
attempted to interpret the inscription for the first time. He read the date
as 1692, 11" July, which ever since has not been critically approached. This
resulted in reassertion of incorrect facts in literature. In the current study, a
new reading of the inscribed year is offered, namely that of 1751/52 indict
11. According to the inscription, the reliquary is made by goldsmith Boy-
cho from Etropole, thus, it serves as the earliest artifact for the existence
of goldsmiths’ trade in the town. The systemized historical data from the
research about ore mining in the region shows that Etropole holds all the
necessary conditions for development of goldsmiths’ trade. At the end of
this exposition, the stylistic characteristics of the decoration of the reliquary
are analyzed briefly. They give grounds to suggest that goldsmiths’ trade in
Etropole during the middle of the 18" century was influenced by the nearby
goldsmith centre of Vratsa.
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A New Perspective on Bulgarian-
Turkish Architectural Interactions:

Understanding Fichev’s Work Within
The Context of Late Ottoman Baroque

Alper Metin’

Sapienza University of Rome

Abstract: After his stay in Edirne and Istanbul (1837-1841), Nikola Fichev returns
to the Bulgarian lands with a rich and mature architectural vocabulary. This essay
aims setting a new perspective on Fichev’s work investigating its multilayered rela-
tions with present-day Turkey’s architectural culture of 18" and early 19 centuries.
This perspective, which is primarily based on architectural analysis and comparison,
tries to reveal some aspects of the late Ottoman Istanbul’s dynamics of exchange as
well as the personal impact of Fichev within the panorama of 19" century Bulgarian
architecture.

Key words: Ottoman Westernization, Late Ottoman architecture, Bulgaria and Istan-
bul, Nikola Fichev, Bulgarian Revival

Within the panorama of the 19'"-century Bulgarian architecture, Nikola
Fichev (also known as “usta” Kolyu Ficheto, 1800-1881) stood out for
his extraordinary creative capacity, putting together the local elements
with those who circulated outside of his region. We have poor infor-
mation about his biography, yet several authors spoke about his stay
in Constantinople (Tsarigrad for Bulgarians, present-day Istanbul)

1 Alper Metin is an architect and PhD candidate in Architectural History at Sapienza University of
Rome. His research focuses mainly on the 18" century Italo-Ottoman interactions and the origins of the
so-called Ottoman Baroque.
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and Edirne (Odrin) in the early stage of his professional life*. This stay
seems to have greatly shaped his future work as an architect or master
builder. In the early 1840s, once he was permanently back in Bulgaria,
Fichev’s work changed radically, assuming a self-confident and ma-
ture approach to architectural problems and displaying a novel and
vast ornamental vocabulary which skillfully merged local, Ottoman
Baroque and Western European features. This essay will interrogate
which buildings Fichev may have seen during this stay and how these
works may have influenced his architectural and artistic vocabulary
once he was back to the Bulgarian lands.

Tchavdar Marinov convincingly argued how the 19th- century Bul-
garian architecture, entitled as the Bulgarian Revival (Bvspoxdetcka
apxumexmypa) and presented by the ethno-nationalist 20th-century
scholars as a rejection of the Ottoman cultural hegemony, was in fact
in total continuity with what was being built in the capital and in oth-
er major urban centers of the empire3. Furthermore, he criticizes the
state-sponsored scholarship throughout the communist regime which
portrayed Fichev as a national “awakener” and retroactively provided him
a revolutionary biography, though there were no sources to support this*.
Considering that at the final phase of his career he worked mostly on
governmental buildings under the patronage of the local governor
Midhat Pasa, these depictions of Fichev as an anti-Ottoman master
builder who gave forms to his nation’s independence claims appear
even odder. Thus, making new considerations on his work is essential
and a comparative lecture with Istanbul can offer important keys for
a deep comprehension of his skills. With the purpose of reaching a
greater level of detail in the analysis, this brief essay will focus exclu-
sively on the religious architecture of Fichev in relation to the sultanic
buildings of Istanbul.

Nikolay Tuleshkov suggests that Fichev’s stay in Edirne and Istanbul
may have initiated in 1837 and lasted intermittently till 1840 or 1841.
The same author asserts that, like in the case of many Bulgarian mas-
ter builders, his stay was limited to spring and summer times — which
permitted the constructions to progress- and during the winters, he
was back in Tarnovo working in carving and joinery in partnership

2 Stoykov 1976: 86, Tuleshkov 2001: 34.
3 Marinov 2017: 543-572.
4 Marinov 2017: 569.



with Stanyu Marangozina’. At the end of this stay he got his first seal
as ustabashiya (ycmabawus, from Turkish ustabast) — i.e. master build-
er, presumably in the capital®. Fichev’s journey to Istanbul was not
an extraordinary event for this period, nor his stay was particularly
challenging since he spoke fluent Turkish and understood Greek quite
enough’ (the two predominant languages in the daily life and the con-
struction entourages of the city). Moreover, from the early 18" centu-
ry, important migration waves started to shape flourishing Bulgarian
communities in Edirne and Istanbul®. Already in 1800s Bulgarians
became one of the most consistent ethnic groups in the capital’. Since
most of the Bulgarians were initially seasonal workers, even when
they started becoming a settled community, they often kept close re-
lationships with their homelands. An important number of them were
gardeners, master builders and craftsmen and certainly this might have
eased Fichev’s integration within the professional milieus of Istanbul.

Which atmosphere Fichev could have witnessed in Istanbul and where
we can place these three or four years within his artistic career? Starting
from 1720s, Constantinople became the central motor to a turbulent
movement of architectural renewal which by time involved other Ot-
toman territories™. With the construction of the well-known Nuruos-
maniye Complex (1748-1755) (Fig. 1), the so-called Ottoman Baroque
affirmed its potentials and the novelty of its architectural and orna-
mental codes™. The architecture of this period was heavily influenced
by the Baroque vocabulary originating from Italy, France and Austria.
A new and more mature phase has initiated under the sultanate of
Selim III (1789-1807) and his successor, Mahmud II (1808-1839), has
taken the Europeanization of the empire to an unprecedented degree
and used architecture as a solid instrument for displaying his power.
Thus, during Fichev’s stay, the Ottoman architecture was profoundly
novel and Westernized, the traditional ornamental vocabulary was

5 Tuleshkov 2001: 34, Stoykov 1976: 88.

6 Tuleshkov 2001: 34.

7 Stoykov 1976: 87.

8 Kostandov 2011: 31-40.

9 For detailed statistics, see Shaw 1979: 268-275.

10 For the situation in the Balkans in general and Bulgaria in particular, see Hartmuth 2006:
137-156.

11 In Turkish, see Arel 1975: 59-62 and Kuban 2007: 526-536. The most exhaustive analysis of this

complex in English is Riistem 2013: 159-226. For the significance of the complex within the pano-
rama of the Ottoman architectural history, see Hartmuth 2006: 44-47.
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abandoned almost a cen-
tury ago and non-Mus-
lim architects and artists,
who were particularly
familiar with European
forms, were increasingly
dominant in the sultan-
ic constructions (local
Greeks and Armenians,
alongside with Frenk, i.e.
Italian and French archi-
tects and builders).

The continuous links
between Istanbul and
the present-day Bulgar-
ian lands thanks to the
seasonal, itinerant and
settled master builders,
created a remarkable ar-
chitectural permeability

Fig. 1. Istanbul, Nuruosmaniye Mosque (1748-1755) by Simeon between these two con-

Kalfa. Detail of the Eastern facade with windows and portico
arches with S and C profiles and elaborate curvy corniche.

texts, allowing sever-

Photo A. Metin al Bulgarian churches

318,
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built between late 18"

and early 19" centuries
to share common features with the buildings of the capital. Unlike
the mosques, the churches were not commissioned by actors who
were in direct contact with Istanbul (like pashas or the sultanic family
members), so the shared forms that they display with the capital are
more meaningful for understanding the extent of these connections.
The catholicon of the Batoshevski Monastery (1836-1838) is a clear
example of the late Ottoman Baroque forms appearing in Bulgarian
lands™, like the rounded corners of the eastern facade and the over-
flowing central part of the entrance portico clearly resembling to the
Complex of Mihrisah Valide Sultan (1792-1796)%.

12 G. Stoykov gives a panorama of the 19™-century constructions and renovations of the Bulgar-
ian monasteries in Stoykov 1961: 360-379.

13 Arel 1975: 87-88.



What his stay in Istanbul could have changed in the architecture of
Fichev? For answering this question, we should first have a look at
his preceding works, which are the Transfiguration Monastery, Veliko
Tarnovo region (started in 1834 with Dimitar Sofianlyata), St. Nicholas
Church in Tarnovo (1834-1835 in collaboration with Ivan Davdata, com-
pleted in 1836) and Solak Mosque in Kazanlak (ca 1837) 4. If we exclude
the latter, of which we have almost no precise documentation, we might
say that the two churches preceding his stay in the Ottoman capital
were in collaboration with local master builders whose vocabulary was
deeply rooted in the longstanding Medieval Bulgarian tradition. In St.
Nicholas (Fig. 2), the upper gallery is the freshest element we could
individuate from this early stage, and it is most likely designed by
Fichev himself after the completion of the rest of the building, perhaps
when his stay in Istanbul has already initiated. Indeed, starting with
his work, a new link appeared between the Bulgarian churches and
Istanbul mosques which underscores the role of Fichev in the definition
of what has been till now referred to as the Bulgarian Revival Archi-
tecture. It consists in the use of dynamic undulations in walls surfaces
and in the plans of the upper galleries (emnopus, emporiya in Bulgar-
ian). Undulated walls were already in use from the 1740s in Istanbul
thanks to Baroque influ-
ences, and these composi-
tions reached their maxi-
mum expression with the
Kiigtik Efendi Complex’s
(ca 1818). Fichev used
undulated compositions
at the eastern elevations
of the St. Spas (Ascen-
sion) Church in Tarnovo*®
(Fig. 3) and Holy Trinity

m il

14 For these three early buildings,

see Tuleshkov 20013 29-35. More- Fig. 2. Plan of St. Nicholas Church in Veliko Tarnovo
Over, furthe.r information on the (completed in 1851) by Nikola Fichev, with undulated
Transfiguration Monastery can be upper galleries. Plan after Stefan Mateev
found in Stoykov 1976: 91-97. and Emil Momirov

15 Kuran 1963.

16 Kirova 2010. I would like to

thank Dr. Radosveta Kirova for the

image and for helping me about

my research on Bulgarian archi-

tecture.

Personalia

319

"
i 4
£



i
i

- g

_3}

3

2l

Fig. 3. Veliko Tarnovo, view of the ruins of St. Spas Church (1858-1859) by Nikola Fichev, with
remnants of the apsidal wall. Photo R. Kirova

in Svishtov'”. Upper galleries (mahfil in Turkish) with curvy plans ap-
pear some decades later, one of the earliest examples being the Hamid-i
Evvel Mosque in Beylerbeyi*® (Fig. 4). Here, the hiinkdr mahfili (sultan’s
lodge) —built in 1811 —is projected towards the prayer hall with a dy-
namic convex curve. In fact, this feature appears very often at sultan’s
lodges added to pre-existing mosques by Mahmud II, exactly in the
years Nikola Fichev was in the city, like those in Mahmud Pasa® and
Atik Valide Mosques (dating respectively to 1828-1829 and 1835)*.
In Bulgaria, Holy Trinity Church in Bansko (1833-1835)* has a curvy
outlined upper gallery whose plan resembles the S and C profiled
arches which were used in that period. However, it is this early work
by Fichev, St. Nicholas in Tarnovo, which takes this composition to
an unprecedented complexity. Here, each part of the gallery displays

17 For a brief history of the construction process see Panteleeva 2001.

18 For more information on this building, see Arel 1975: 77-78, Kuban 2007: 629-632 and Riistem
2013: 329-369.

19 Kuban 2007: 189-190.

20 The interest for public and urban visibility of the sultan reached an unprecedented degree
during the reign of Mahmud II (1808-1839). For an exhaustive list see Ozgiiven 2009: 31-44.

21 Bichev 1954: 93-96.



Fig. 4. Istanbul, Hamid-i Evvel Mosque in Beylerbeyi
district (1788-1811). Sultan’s lodge built in 1811 at
the upper gallery. Photo A. Metin
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Fig. 5. Istanbul, Laleli Mosque (1759-1763), attributed to Mehmet Tahir Aga. Detail of the Southwestern fagade
with arcatures, curvy transition profiles and portico. Photo A. Metin

a set of repeated profound undulations with a brand-new dynamism.
Subsequently, these galleries had great impact and became a frequent
leitmotiv of the 19th-century Bulgarian architecture thanks to the recog-
nition that Fichev’s work gained since the very beginning.

According to Tuleshkov, within the cosmopolitan panorama of the
19th-century Istanbul, Fichev had the possibility of a first-hand encoun-
ter with the Western forms and know-hows, since he was in contact
with Italian master builders and artisans working in Istanbul®. This
connection with Italians has been frequently interpreted as the source
of the Lombardian-type medieval arcatures that Fichev used exten-
sively starting from 1840s (St. Demetrius of Thessaloniki at Kilifarevo

22 Tuleshkov 2001: 34.
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Fig. 6. Istanbul Topkapi Palace, the portico built behind the Salutation Gate (Babiisselam)
in 1758-1759. Photo C. M. Ferrier, early 1850s

Monastery, Nativity of Virgin Mary in Tarnovo, St. Prophet Elijah, St.
Nicholas in Dryanovo). In fact, similar elements dating back to the
medieval period can be found in some parts of the Bulgarian lands,
like in Nessebar (Church of St. Stephen, known as New Metropolis,
and Christ Pantocrator)®. Notwithstanding, arcatures were certainly a
leitmotiv of the 18t-century Ottoman architecture presumably thanks
to the same Italian master builders working in the city. Examples can
be found at the pedestal of the minarets of Nuruosmaniye Mosque
(1748-1755) and the lateral facades of Laleli Mosque (1759-1763)
(Fig. 5). Moreover, if during his stay Fichev visited also Bursa, as the
similarities between the Covered Bridge of Lovech (1874-1875) and

23 I'would like to thank Prof. Emmanuel Moutafov for this indication.
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the 15t-century Irgandi Bridge suggest*, he may have also observed
the arcatures surrounding the Hiidavendigar Mosque (1365-1385)%,
where a foreign craftsmanship is very likely.

Even before Fichev’s activity, the complex corniche profiles and the
arches enriched with S and C curves of the Ottoman Baroque appeared
quite often in Bulgaria. These arches were formulated in Istanbul
during the so-called Tulip Era around 1720s, as a completely novel
type initially used for decorating fountains, mihrabs, windows and
portals. In few decades, they had an extensive diffusion around the
empire (see Kursun Cesme built in Shumen in 1774 or the phiale of
the Hilandar Monastery at Mount Athos dating to 1784). The earliest
example of such arch profiles in Fichev’s work is the entrance portal
of St. Prophet Elijah Church built at Plakovo Monastery completed
around 1845, which can be put in relation to many buildings in Istan-
bul. Later in the 18t century, these arches started being used also as
structural arches covering major spans like in the portico added to the
Babtisselam Gate of Topkap1 Palace (1758-1759) (Fig. 6). The curvy
multifoil arch of the entrance portal of St. Spas Church in Tarnovo
(Fig. 7) is visibly similar to this latter example, as well as to the portal
of the hiinkar kapisi (sultan’s gate) to Nusretiye Mosque (1823-1826).

Another element
which is relevant for
our analysis are the
window profiles. The
catholicon of Rila Mon-
astery built by Master
Pavel (1834-1837) and
the Virgin Mary Cathe-
dral of Pazardjik built
by masters from Brat-
sigovo region (1836—
1837) display clear ac-
quaintanceship with
the oeil-de-boeuf and
quatrefoil windows

Fig. 7. Detail of the entrance portal of St. Spas Church
in Veliko Tarnovo (1858-1859) by Nikola Fichev. see Tuleshkov 2019: 100-112.
Photo M. Ahsmann, Wikimedia Commons

24 For adetailed comparison

25 Kuban 2007: 86-88.



Fig. 8. Dryanovo, St. Nicholas Church (1851) by Nikola Fichev. Photo S. Traykov,
Wikimedia Commons

which were used very often in 18" and 19% centuries Istanbul®*. We
know that Fichev was cooperating with Bratsigovo masters during
his stay in Istanbul and once back in Bulgaria, he used these window
profiles extensively, like in Nativity of Mary Church in Tarnovo (1844)
and St. Nicholas in Dryanovo (1851) (Fig. 8).

In St. Demetrius of Thessaloniki Church at the Kilifarevo Monastery
(1840-1842)7 (Fig. 9), and Nativity of Mary in Tarnovo (1844), both
built shortly after his journey, Fichev successfully shows his great fa-
miliarity with the undulated corniches and entablatures of Istanbul’s
key Ottoman Baroque constructions. The canopies sheltering the lateral
entrances of the Tarnovo church and the corniche highlighting the center
of the fagade of St. Demetrius can be easily put in relation with the

26 The first example of an oeil-de-boeuf window in Istanbul is the Mosque of Hac1 Besir Aga
Complex (1744-1745).

27 Angelov 2001, see in particular p. 135 where the author defines the corniche and the kobilitsa
of the church as “very characteristic of the manner of Usta Kolyu Fichev” without further indications
on the origins of these elements.
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tomb of the Nuruosmaniye Complex
(1748-1755)*. This latter being consid-
ered as the masterpiece of the Otto-
man Baroque since its completion, we
cannot imagine that Fichev, a greatly
attentive observer, has not visited it.
Few years later, St. Nicholas Church
that he built in his native Dryanovo
(completed in 1851) goes one step
further where the portico presents
a concatenation of five arches with
different spans (Fig. 8). These arches
which may seem irregular and aleato-
ry at first sight, are on contrary wise-
ly combined considering what stays
behind and they are visually unified
by the undulated corniche surmount-
ing the whole element. Indeed, at the
arrival of Fichev, the newest sultanic
complex in Istanbul was that of Nus-
retiye Mosque (1823-1826)* which
is distinguished by its extensive use
of continuous undulations. The twin
pavilions of this complex (sebil and
muvakkithane) as well as numerous
elements of the interiors are enliv-
ened by these concatenations of concave and convex lines giving the
impression of a fluid continuity (Fig. 10). The curved eaves of kobilitsa
(koburuya) type tympanums which characterized the main fagades of
Bulgarian churches from the late 18t century, met with Fichev’s work
a smaller scale, like we can observe in many buildings of Istanbul*.
Furthermore, these twin pavilions are surmounted by roofs with un-
precedented complex geometries resembling tents or inverted flowers,

28 Hartmuth 2006: 43-47. The author compares the undulated profiles of these corniches with
similar Viennese examples. Comparisons with Vienna are the main core of Bichev’s explanation
on the origins of the ‘Bulgarian Baroque’, where the mediation of Istanbul seems to be intention-
ally lessened. Bichev 1954: 127-151.

29 Kuban 2007: 631-633.

30 Idiscussed the links between the Ottoman Baroque and the kobilitsa tympanum at the inter-
national conference “Encager le ciel: approches artistiques, historiques et anthropologiques des
voliéres” at Académie de France a Rome in 2020. Also, the essay of T. Marinov mentions some par-
allelisms between Istanbul and Plovdiv while discussing the kobilitsa. See Marinov 2017: 545-546.
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Fig. 9. St. Demetrius of Thessaloniki Church at the Kilifarevo Monastery (1840-1842) by Nikola
Fichev. All facades are enriched with arcatures and pilasters and the entrance is emphasized by
the curvy corniche. Photo B. Krustev, Wikimedia Commons

like those used by Fichev for covering most of his bell towers (see for
instance, Plakovo and Transfiguration Monasteries’ bell towers, re-
spectively from 1856 and 1861). Towards the end of his career, Fichev
merges wisely all these elements we analyzed in Holy Trinity Church
in Svishtov (1865-1867)*" which becomes a condensed representative
of his religious architecture. Here, even though the final product pre-
serves a distinctive local and personal aspect, the use of curves, win-
dow and roof profiles and the rich vocabulary of the decorations are
strictly related to the late-Ottoman Baroque forms of Istanbul.

31 A detailed architectural analysis of the building can be found in Stoykov 1976: 112-120.
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Fig. 10. Istanbul, the twin pavilions of the Nusretiye Complex (1823-1826) by Krikor
Balyan. Photo Robertson & Beato, 1852/53

As we analyzed, the architecture of Fichev witnesses a profound famil-
iarity with the Ottoman forms which derived from the capital. Since he
did not leave treatises about his architectural theory nor any written
document on his modus operandi, the only way to approach Fichev’s
work is by analyzing and contextualizing his buildings as first-hand
testimonies of his knowledges. The ethnocentric Bulgarian scholarship
of the last century carefully avoided comparisons with present-day
Turkey while understanding the 19t"-century Bulgarian architecture and



this approach also conditioned the comprehension of Fichev’s work32.
Even in studies where the role of Istanbul was questioned, like in M.
Bichev, the general proclivity was to lessen the importance of the Otto-
man models in order to underscore that of Central and Western Europe.
Certainly, this attitude has to be understood within the socio-political
climate of the country, however, it neglects a very important aspect
of the socio-cultural dynamics of the 19™-century Bulgaria which are
the cross-regional interactions with other Ottoman territories. Bul-
garia was indeed a scene for the so-called Ottoman Baroque from the
very beginning thanks to buildings of sultanic or local patronship in
Shumen (Tombul Mosque built between 1740 and 1744 and Kursun
Fountain in 1774) and later on in Samokov (Bayrakli Mosque dating to
1845). Thus, 19™-century Bulgarian architects and artists had concrete
models both in their own land and in the capital, to emulate, combine
and interpret. This double-layered relation with the Ottoman Baroque
was for sure quite determining for the Bulgarian art of the 18t and
19th centuries and the dynamics of exchange were crucial for ‘actors’
like Nikola Fichev. Biographers of Fichev, such as G. Stoykov and N.
Tuleshkov, cited his stay in Edirne and Istanbul only in an anecdotical
way, without further questioning of his following work within this
perspective of the relations with the Ottoman Baroque. However, as
I attempted with this brief essay, a more detailed analysis of Fichev’s
work in comparison with the 18- and 19t-century architecture of Is-
tanbul could reveal important aspects of his architectural and artistic
background. Only thanks to a complete comprehension of references,
we could appreciate the distinctive features his repertory as well as
his personal role within the history of Bulgarian architecture. In the
19th-century panorama, Nikola Fichev, an architect and builder who
shaped the architectural culture of his country like any other, obtains
a special place in both Balkan and late Ottoman architectural histories,
thanks to the extent of his vocabulary which resulted from his rich
personal and professional path.

32 For sure, a more temperate attitude is the case of Mihaila Staynova (also latinized as Michaila
Stainova) who greatly contributed to the studies on the Ottoman architecture in the Balkan pen-
insula (see Staynova 1979 and especially 1995). However, her studies focused on the Ottoman art
with the most conventional meaning of the term, i.e. within the Islamic and imperial contexts.
Thus, her work can contribute only partially to the understanding of the architecture of non-Mus-
lim actors, including Fichev.

33 Kuban 2007: 592-593 and Staynova 1979: 595-596.
34 Staynova 1979: 596-601.
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Hosa nepcnexTynBa KbM ObArapo-TypCKNUTe
apXUTeKTYypHN B3aIMOAENICTBIsI: pa0oTaTa Ha
®DiuryeB B KOHTEKCTAa Ha KbCHIS OCMaHCKI 0apOK

Axnep Memun

B ernD

e S

bparapckara apxutekrypsa ucropuorpagus ot XX B. IpUIIICEa MHOXKe-
CTBO aHTMOCMAaHCKU XapaKTePUCTUKM Ha apXUTEKTypHMs cTua Ha Puues.
Borpekn ToBa Herosara paboTa IoKa3Ba CepMO3HN IO3HAHM: U 3a0eaexKu-
TeAHa IPUEMCTBEHOCT C ITIOCTPOEHOTO B OCMaHcKaTta croamia VicranOya.
Crartusita n3THKBa IIPUHOCA, KOWUTO rpectosT Ha Ouyes B Vcranbya u Oa-
puH (1837-1841) nMa 3a apXUTeKTYPHI: MY OIIUT, 4pe3 oApoOeH aHaAn3
Ha PeAUTMO3HUTE CIpaAl, IIOCTPOEHM OT apXUTeKTa OT 40-Te roguny Ha XIX
B. HacaM. AHAaJAOTUI C aPXUTEKTYpHUTE ¥ OPHaMeHTaAHM OCOOeHOCTU Ha
T.Hap. ocMaHCKM Oapokosy cyaTaHcku crpadu oT XVIII u XIX B. paskpusat
3HAYMMOCTTA Ha TO3M IIPECTOI 3a ITpodecroHaaHaTa 110AroToska Ha Ouyes
KaTO apXUTEKT HOBATOP U MAlCTOp U Ce AUCKYTHpPaT IOAPOOHO B HACTO-
SIOTO M3cAeaBaHe. B chbIoTo Bpeme Ta3y KOHTEKCTyaAu3alusl IT03B0AsBa
110-200pOTO pazdupaHe Ha poAsATa My Ha apXUTEKT, OKa3aa CUAHO BAUSHUC
BbpXy ObArapckaTa apXUTEKTypa OT HETOBUs IIePUOA.
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Kaaoruna nan Meanuk? 3a eanx
creHonyceH pparmeHT OT PpoHAa
Ha HAVIM-BAH

MeaH Bategs*
Mncmumym 3a uscaedsate Ha uskycmeama,
bovazapexa akademus na nayxkume

AbcrpaxT: CraTnsTa IIpocaeassa UCTOPUATA Ha CBaJ€HNUTE CTEHOIINCU OT CpeAHO-
BeKosHara 1bpKsa ,Cs. Hukoaa” B Kaaoruna, kouro mpes 1948 r. ca mpenecenu B
Hapoauns apxeoaornmdecku myseit B Codust ot pecrasparopa Kapa VIop;laHOB. B
My3esI HAKOU OT (pparMeHTNTe ocTaBaT 0e3 MHBeHTapHM HOMepa U MH(OpMaIusTa
3a TeXHUsI IIpou3xoy e usrydena. Te3n oOCTOsITEACTBA 3aTPyAHSIBAT U3CA€ABAHETO
Ha ITaMeTHNKa I Taka B Hay4HaTa ANTepaTypa IIoMajaT IPOTUBOPEUMBY 11 HETOUHM
csegenns. KaTo matocrparius Ha To3u mpo0.4eM e IIpeacTaBeHa chi0aTa Ha e AVH OT
Hall-U3BeCTHUTe cTeHoIIcHN pparmenTn ot KasoTuHa, KoifTo ce okasBa, 4e e CBa-

JeH OT cpejHOBeKOBHaTa 11bpksa ,, Cs. Hukoaa” mpu Meanmnxk.

Kaouosu AYyMI: CPeJHOBEKOBHO M3KYCTBO, CTE€HOIIVICHI q)paI‘MEHTI/I, KaAOTI/IHa,

Me/lHI/[K, JICTOPp1ISL Ha pecTaBpannsTa

CrenonmcHyAT pparMeHT Ha ¢B. aIl. [ leTsp B MeAaaboH (MHB. N 5002;
91X70) ce CMsTa 3a eAUH OT Hall-IlpeACTaBUTeAHUTe 00pas3y OT Cpea-
HOBeKOBHaTa ITbpKBa ,CB. Hukoaa” 8 Kaaornna? (®ur. 1). Anec gppar-

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 cultural heritage.

2 HacrosmusT TexcT e peayATar OT IpOyYBaHNsATa Ha aBTOPa, CBbP3aHy C AOKTOpCKaTa My Au-
cepranus , Tpancdepupane Ha creHonicy B bArapckaTa pecrabpaljoHHa IIpaKTHKa”, aIuTe-
Ha 11pe3 2007 . Hosu gannm un peaunia 40KyMeHTaAHM MaTepuaAl 3a paHHUTEe U3CAeABaHMs Ha
bpksara ,Cs. Hukoaa” B Kaszoruna ca orkputu 64arogapenne Ha paborara 1o mpoext , I1pu-
HoCbhT Ha VBau ['omies 3a Cl)OpMI/IpaHE‘TO Ha MKOHOFpa(l)CKI/I}I oraea na HIIMIAM (mipoyusane u
AOKyMeHTUpaHe Ha koaekuun)” koM Pong , Hayunn nscaeasannsa” na Munmcrepcrso Ha o0pa-
3oBaHeTo u Haykara (Jorosop KIT-06-H40/4 ot 10 gekemBpu 2019 T.).
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MEHTBT 3aeMa Ba>KHO MSICTO B TadepusATa ChC CTeHOINCH B IIOCTOsIHHATa
excrio3uius Ha Harmonaanms apxeoaornyecky MHCTUTYT € My3ell
npu brarapckara akagemust Ha Hayknre (HAVIM-BAH). ITpes roan-
HIUTe yJacTBa U B peAuIia MeKAyYHapOAHU U3A05K0M, ITIpeACTaBsIII
XPUCTUSAHCKOTO U3KYCTBO U KyATypa Ha bparapus, cpea xouto “Tesori
dell’Arte Cristiana in Bulgaria” 8 Pum npes 2000 1., , Xpuctunasckoe
nckyccrso boarapun” 8 Mocksa mipes 2003 1., “Les Trésors des icones
bulgares” B [Tapux nipes 2009 1.3

3a IbpBU BT CTEHONNCLT e MyOAMKyBaH KaTo Ipousxoxar ot Ka-
AOTMHa IIpe3 1995 I. B udgaHueTo ,CreHHaTa >Kuponuc B brarapusa 40
Kpas Ha XIV B.”, koeTo e peayaTaT OT 4bATOIOAMIITHUTE IIPOYYBaHIs
Ha /lnasana MaspoanHosa*. Ilopaay He400pPOTO ChCTOSIHIE HA CTEHO-
IucuTe B IYbpKBaTa aBTOpKaTa oOpbIlla IO-CIel[aaHo BHMMaHNe Ha
cBaZeHNTe (pparMeHT U1 Hall-Beye Ha oOpasa Ha cB. a1l IleTwbp, Bbpxy
KOJTO M3rpakja CBOsl CTUAOB aHaAu3’. Taka Ts cMsTa, ye CTeHON!-
cute ot Kaaotmua xommpar ,,mo-crapu (CuHaicku?) oopasmnm”, Ho Tu
CBBbpP3Ba c oxpuAcky naMetHuiy ot XIV B. kato wbpksata ,Cs. Hukoaa
boannuxkn” n karo napaxanca , Cs. I'puropuit borocaos” B irppksaTa
, CB. boropoania [lepusaenrta”®. Anasna MaspoauHosa oOade He 110-
couBa KbJe TOYHO B ITbpKBaTa e 0114 pa3loA0>KeH MeAalbOHbT Ha CB.
ar. Ilersp, mpean Aa 6bae mpeHeceH B My3es. [To oTHOIIeHMe Ha cBa-
AeHITe CTEHOIINCHN (pparMeHTH1, KOUTO ce chxpasasat B HAVIM-BAH
Ts caMO CIIOMeHaBa ,, Y crieHne boropoguyno” ot 3anagHara cTeHa 1
AsICHaTa 4acT OT M300pa’keHsTa B allciAaTa I 110 M3TOYHaTa cTeHa" .

1o Bpemero, koraTo u3ausa KkuuraTa Ha lnasna MaBpoaAnHOBa, Apyru
ABaMa 13caeaoBaTeAn Iy0AMKyBaT II0ApOOeH aHaAU3 Ha MKOHOTpad-
CKaTa IIporpaMa Ha cpeJAHOBeKOBHaTa ITbpkBa. B cratusara na ['eopru
I'epos 1 Acen Kupun ca momecrenu u AeTaitAHu MKOHOTPaCKu CXeM,
B KOUTO Ca BKAIOUeH! ¥ HAKOY OT CBadeHNTe creHommcn®. PparMeHTsT ¢
obpasa Ha cB. a11. [leTbp oDaue AnIICBa B cXeMITe, a 11 He ce ClIOMeHaBa
B TeKCTa, KOETO OIe TOrasa IOCTaBs 104 CbMHEHIe HeroBaTa Bph3ka

3 Treasures 2001: 219, No 83; Hristanskoe iskusstvo 2003: 26, No 8; Les Trésors 2009: 84, No 12.
4 Mavrodinova 1995: 71-72, 00p. 120.

5 /nasna MaBpoauHOBa HecAy4aitHO ce HacoyBa KbM OOpasa Ha cB. arl. [leTsp, Thit KaTo (par-
MEHTBT € B MHOTO I10-400PO ChCTOsIHME OT OCTaHaAWTe CBaAeHN CTEHOIIVCH.

6 Mavrodinova 1995: 71-72,
7 Mavrodinova 1995: 71.
8 Gerov, Kirin 1993/94: 51-64.



®@ur. 1. Cs. an. [lersp (muB. N 5902; 91x70)

@ur. 2. I'ppd Ha pparmenta (apxus Hanmonaaxa raaepus)

Personalia




33? y

c ubpksara B Kaaotuna. Beripekn Tosa Ha nmo-kbceH erar 'eopru I'epos
Bh3NpueMa naesTa Ha /Anasna MaBpoauHOBa 11 Ha CBOII pe/ ITyOAUKYBa
¢dparmeHTa KaTo IpomM3xoxkaall ot IybpksaTa ,,Cs. Hukoaa” s Kaaornu-
Ha’. 3a pa3AMKa OT Hesl 0Oaye TOM II0COYBa KOHKPETHO MeCTOIIO0A0XKeHIe,
KOETO CIIOpe/, HeTO € M3TOYHAaTa CTeHa Ha 0ATapa, BAJCHO OT arcujara’.
Pasbupa ce, To3u pakT BHACA AOIIBAHUTEAHO OOBPKBaHe B IIO3HAHIETO I
IIpeAcTaBuTe Ha ChBpeMeHHHUTe 13cAe oBaTeAn 3a MKOHorpadckaTa Ipo-
rpaMa Ha CTeHOIIMCHUTe OT ITbpKBaTa B KaaoTnHa, Thil KaTo Ha TOCOYEHOTO
ot 'eopru I'epos msCTO Bee olrje cTon Apyro nsodpakeHne Ha CBeTel] B
MeJaAbOH, KOeTO HIMKOTa He e 01110 CBaAsHO OT CTeHara.

[TpoGaemMbT cbe cTeHONMCHNUTE PparMeHTH OT IybpkBaTa B KasoTnHa e
4acT OT HepellleHNTe BBIIPOCH B ITO-IMTMPOKIUs KOHTEKCT Ha OIla3BaHeTo
Ha KyATypPHOTO HacAeACTBO Ha bbarapus npes mbppara 1oaosyuHa Ha XX
B., KOTAaTO B AellaTa Ha TorasamHys HapoaeH apxeoa0rmaecky Myseri ca
IIpeHeceHN CTOTUIIV XyAO KeCTBeHM 1eHHOCTH. 1o pasanaay npramHmn
MHOTO OT Te31 00eKTH He ca 400pe AOKyMEeHTUPAH!U I AHeC ITPOU3XOABT
Ha II0BeYeTO OT TsX € HeCUTypeH 1AM Hen3BecTeH. Tosa ce oTHacs 1 3a
CBa/€HITe CTeHOIMCHNU pparMeHTH, IIpeHeceHN B My3es IIpe3 30-Te U
Hali-Bede rpes 40-Te roagunu Ha XX B. Bnocaeacrsrie MHOTO OT T:X ca
HeUHBEeHTUpaH!, a APYTU ca OCTaBeH!U ¢ 00JeIBallly I11aTHa, Oe3 ga
Obaatr IpexsbpAeHN BbpXY HoBa ocHoBa. Ha 1mmo-kbeeH eTar, mipes go-
Te roAuHM Ha XX B., TOAsMa 4acT OT HepecTaBpypaHuUTe CTeHOINCH ca
VHUIIIOKEHN. 3a ChKaleHNe, CTeHOMVICHUTe (parMeHTH OT ITbpKBaTa
B KazoTuHa cbIjo ca yact OT medyaaHaTa IIOCAe40BaTeAHOCT Ha Te3U
CBHOUTISI U BCe OILIe He € U3BECTHO KOAKO OT TsIX Ca OlleAeAl CAeJ CBa-
asaHeTo M. OOpbIllaHeTo Ha3ad KbM BpeMeTO Ha TAXHOTO IIpeHacsHe
B My3es I IPOY4YBaHeTO Ha 3alla3eHaTa apXMBHa JOKYMeHTallsl e eqHa
BCe OIIle HeJAOCTAaThUYHO M3CAeABaHa Bb3MOXKHOCT, KOSTO AHEC MOKe
2a IIOCTaBU B HOBA CBETAMHA M3BECTHOTO 3a CBAAEHNUTE CTEHOIVICHU OT
cpeaHoBeKoBHaTa IIbpksa ,Cs. Hukoaa”.

Acen Bacnanes e eAuH OT ITbpBUTe U3CAe40BaTeAN, KOUTO CIIOMEHaBaT
3a caAsHeTo Ha creHonucHN pparmentu ot Kaaornna. Toit o6prpira
BHMMaHIe Ha ITIOCBeTUTEACKIUS HAATINC, 32 KOMITO TBbPAM, Ue € CTOsA
Ha M:ICTO B ITbPKBaTa 40 1947 I. (Pur. 8). Criopea Bacnanes Hagnmcst
e CBa/eH OT Hero ,,C IIOMOIIITa Ha My3eliHIs KOHCePBaTOP XyAOKHUKBT

9 Treasures 2001: 219, No 83; Les Trésors 2009: 84, No 12.
10 Treasures 2001: 219, No 83.



K. Mopaanos”*. Ocsen 3a nagrmca Kupna Kpneres criomenasa u 3a
Apyru crenonucy, npenecenn B Hapoaumsa myseit. Crasa sbpIpoc 3a
obpasute Ha cB. VMoan 3aaroycr u Ha cB. Hukoaaii, KakTo 1 3a crie-
HaTa ¥Ycnenue boropoauuno®. I'eopru I'epos n Acen Kupun cbmjo
IIpreMar, 4e HaAIJChT e IIPeHeceH B My3es mpe3 1947 I.” Te cmarar,
Je I1pe3 ChIllaTa roAMHa ca CBaAeHM U OCTaHaAuTe CTeHONVCHM (par-
menTtu. Criopes Anasna MaspoanHOBa CBaAsSHETO Ha CTEHOIIUCUTE e
U3BBPIITeHo TIpe3 1948 T. ot Kapa Vopaanos™. 3a mpenecennte B My3est
creHonucu cnomenasa 1 Ceetoauk Muauny ripes 2004 1. Toit iutupa
Acen Bacuanes u nmpuema, 4ye CBaAsHETO Ha IIOCBETUTEACKIS HAAIIIC
e HallpaBeHo OT aBTOpa Ha MyOAMKaLsATa IIPe3 1947 I.'5

CpazeHnTe CTeHONMCH Ca MPOYYeHM U AOKyMeHTUPaHU e/Ba B I1e-
proaa 2006—2008 I. IIpu IIOATOTOBKAaTa Ha KaTaAaora , XpUCTUSIHCKO
u3Kkycrso B Harmonaanms apxeoaoriaecku Myseit — Codprra”*. OTkpu-
TUTe HaAIIMCK OTKBM I'bpOa Ha yacT OoT pparMeHTUTe, BKAIOUUTEAHO
1 Ha pparMeHTa c HaAIlMCa, HeABYCMICAEHO ITOKa3Bar, ye ca CBaleH!n
or Kapa Vopaanos 1ipes 1948 r. Omie Torasa e ycraHoBeHO ofaue, e
He BCMYKIM OCHOBU Ca HaAIIMCAaH!U, HAKOM (PparMeHTU ca IIOBTOPHO
TpaHcdepupaHy Ipe3 TOANHUTE, a Hali-BepOATHO 1 He BCUYKY CBaACHN
CTeHOINCH ca 3ara3eHu. JobAHUTeAHO OObpKBaHe BHACA U (PaKThT,
Je B MHBeHTapHaTa KHura Ha CpeaHosekosHms pong Ha HAVIM-BAH
caMO TPU CTeHOIIMCHM (pparMeHTa ca BIIMCaH!U KaTO ITPOM3XOK A
or Kazotuna'. Ycranosen e mpodem u ¢ Ay0AupaHeTo nAu AUIcaTa
Ha MHBEHTapHU HOMepa.

Hp]/[ Imorae4 Hasad KbM BpEMETO Ha CBaAsSHETO Ha CTEHOIINCUTE CTaBa
SICHO, 4e My3€I7IHI/I}IT pectaBpaTop Kap/l MOp,ZI,aHOB € KOMaHAUPOBaH
A0 KazoTrnna ome IIpe3 1945 T. B Herosus AHEBHIIK C€ CbAbpP>Ka KpaTKO
OIlMcaHNe Ha CbCTOAHMETO Ha ITaMETHIIKA, HallpaBe€HO Ha 29 HOGMBpl/Ils.

11 Vasiliev 1960: 46. 3a THPBY BT HAATINICLT € MyDAMKYBaH OT AceH Bacuanes mpes 1950 T., HO
B CTaTHATa He ca KOMEHTMPaH!U 00CTOsTeACTBaTa OKOA0 HerosoTo ceaasHe (Vasiliev 1950: 68-69).

12 Krastev 1962: 28-29.

13 Gerov, Kirin 1993/94: 52.
14 Mavrodinova 1995: 4. 71.
15 Milcic 2004: 117, 119.

16 Gergova, Gatev, Vanev 2012.

17 Tosa ca ,brocros 06pas” (uus. Ne 3753; 86x68), ,Cetent” (mus. No 3754; 92x64) 1, Kturopcku
nHaanmc” (mus. N2 3853; 62x20). PparmeHTuTe Ca BIIMCaHNU B MHBEHTapHaTa KHITa C MaTepyuaAu Ot
neproja 1949/50 r. Pasmepure nm ca gajeHn 6e3 paMKuTe Ha HOBUTe OCHOBM. TyK M311oassam
BB3MOXKHOCTTA 4a U3KaKa 0.4arogapHocT Ha A-p bucepa Tomosa 3a HarpaseHaTa crrpaBka.

18 LAA, ¢. Ne 1680k, or. 2, a.e. 1099, A. 38 IpBO.
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®@ur. 3. Ycnenne boropoanyHo (11. 11, o11. 77; 178X125)

TaMm e oTOeas13aHO OOIIIOTO CHLCTOSIHYIE Ha ITbpKBaTa U ca IIpeACTaBeH!
AeTaiiA OKOAO M3BLpIIeHNs] peMOHT Ha ITokpusa. Pectaspatopbt
CMsTa, ye e HeOOXOANMO Ja ce , [TOYNCTST CTeHOMVICUTE U Ce M3KBPILAT,
3alllOTO MMa Ha MecTa 40CTa oaxbpTeHn”". CaeABalioTo M3BeCTHO
nocenienye Ha Kapa ]7Iop4aHOB € OT 4eKeMBpU 1947 I. BeposTHo Toi1 €
KoMaHAupoBaH 40 KaaoTtuHa 3aegno ¢ Acen Bacnanes, koiiTo o Tosa
BpeMe Bce ollle pabOTH KaTo Xy40KHMK B Hapoauus myseri. Criopeg,
AHeBHIKa Ha AceH Bacnanes rocelrieHnero Ha ITbpKBaTa e HallpaBeHO
Ha 2 gekeMBpy*. Torasa e M3rorseHa cxema Ha apXUTEKTYPHIAS I1AaH U
e HaIlpaBeH IIpeIlNC Ha e AVH OT HaAIliCcuTe B IpUTBOpa (,,Haj 0Opasa,
KOJTO ABP>KM ITbpKBUIlaTa”)?*. 3a pasanka OT myOAMKaIsATa Ha AceH
Bacnamnes ot 1960 ., B KOSATO TBbPAY, Y€ TIOCBeTUTEACKUAT HAATINC €
CBaJeH Ipe3 1947 I., B AHeBHIKa My AMIICBAT CBeAEHI: 3a IIpeHacsIHe
Ha CTeHONICHIU pparMeHTN B Myses. VIsraexxaa, ye ToBa ce cAydsa Ha
cae/Baiiara roguHa. B 3amosegnara kHura Ha My3es e 3amycaHa Ko-

19 LIAA, ¢. Ne 1680k, or1. 2, a.e. 1099, 4. 38 rpBO.
20 LIAA, ¢. Ne 1680k, om. 2, a.e. 1183, 4. 3.
21 IAA, ¢. Ne 1680k, om. 2, a.e. 1183, 4. 4.



MaHAMPOBKa OT 7 CEITeMBPI 1948
I. C IIea , Ipoy4BaHe, CHeMaHe I
IIpeHacsiHe Ha CTeHOIIVICU OT CTa-
pute 1bpkn” B Kaaornna n be-
penae*. B sarioBeaTa ca BKAIOUeHU
Bepa HeakxoBa, HOBOHa3HaueHUAT
apxurtexT bopuc Vruatos n I[letbp
ITeTpos (MamCTOP-CIIELIMAANICT).
3a Bepa Heakosa u Ilersp Ilet-
POB HsIMa CBeAEHUS AaAl Ca 'b-
TyBaAl AO ABeTe ITbPKBM, HO apX.
bopuc VMruaTos cbe curypHoCT 1o-
cemasa Kasoruna®. ITbryBaneTo
na Kapa Mopaanos a0 Kaaotuna
1pe3 1948 I. CHIIO e IOAKPereHO
¢ aokymenTn. Toi1 o6ade e KoMaH-
AVIpOBaH ol1le Ha 5 1041 (3aroBes,
Ne 79)*. Ha To3u erar1 oT mpoyd-
BaHIISITA He e SICHO 4aAll 3aMJIHaBa
TOraBa, 1AM KOMaHAUPOBKaTa My ®@ur. 4. Cs. Kosma Matomckn (nns. Ne 3754; 54x80)
€ OChIIlecTBeHa IIpe3 Mecer] cell-

TeMBpPH, 3a KOETO CBIAeTeACTBa

A0KAaAbT Ha apXx. bopuc Vraaros®. VHTepeceH (axT e, 4e B CHIIOTO
II'bTyBaHe OTHOBO yJacTsa 1 AceH Bacuanes, KOJTo 110 TOBa BpeMe Beue

He e cayxutea Ha Hapoaums myserr.

Haii-roasimMo 3HaueHme 3a HaCTOSAIIOTO IIPOydYBaHe MMa A0KAaAbT Ha
Kapa Vopaanos, usrotsen caea paboTata My B ITbpKBaTa 1pe3 1948 1.7
(®ur. 16). Criopes 3a1nioBeaTa Ha AMPEKTOpa pecTaBpaTOpPbT € KOMaH-
AVIPOBaH 3a 30 AHH, ,,3a Ja CHeMe CTeHOIICHTe OT cTapaTa IfbpKaa“?®.

22 HA na BAH, ¢. No 132K, o1 1, a.e. 219, 4. 54 rp10. 3anosea No 115.

23 HA na BAH, ¢. Ne 132K, om. 1, a.e. 231, 4. 159. B JoKaaga ce crioMeHaBa, ye Ipe3 Mecel] cell-
TeMBpu e 3amuHaa 3a Kaaotuna u bepenge.

24 HA sa BAH, ¢. Ne 132K, o1 1, a.e. 219, 4. 50. KomanAuposaH e 3a 30 4H1U ,,3a Ja CHEMe CTe-
HOIIUCUTE OT CTapaTa LibpKBa”.

25 HA naBAH, ¢. Ne 132K, omm. 1, a.e. 231, 4. 159.

26 HA na BAH, ¢. No 132K, o1 1, a.e. 231, 4. 159. Ace Bacuanes Harycka Myses Ha 29 peBpy-
apu 1948 T. Ilo BpemeTo Ha kOMaHAUpOBKaTa 40 Kasotnna e Ha cayx0a 8 KommreTa 3a HayKa,
U3KYCTBO U KyATypa.

27 /lOKAaAbT € U3TOTBEH Ha 10 4eKeMBPU 1948 I.
28 HA na BAH, ¢. No 132k, om. 1, a.e. 219, 4. 50.
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®ur. 5. Anres, cs. Woan 3aatoycr n cB. Huxoaaii or Ilokaonenne
Ha >xepTBara (uHs. No 37537; 157X95)



Personalia

®ur. 6. Hukoaati Pocrosuies, ,Anrea, cs. Moan 3aaToycr
u cs. Huxoaait ot Ilokaonenue Ha sxepTtsaTa” (Komue), 1934 I., MacAeH!
6o BBpxy naatHo (HIIVIAM, uns. Ne 3186; 140X90)
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VsrpAHEHNETO Ha ITOCTaBeHaTa 1iea o0ayde e Bh3IIPEeIsITCTBAHO A0 Io-
astMa crerieH, Thit kato Kapa Vopaanos KoHcTaTupa Haandie Ha Baara
1o creHnte. B g0kaaga My ca otOeas13aHM caMoO 5 cBaleHM pparMeHTa:
ciieHara Ycnenue boropoanyano (130x170), ABa ¢pparmenTta c Gpurypu
Ha ITpopoI1iu (50x75)%, ,,purypa Ha ceTel] OT oATaps” (90X120) I ,,4acT
ot ¢urypa Ha csererr” (56x75)>.

Nsraexaa, ye Kapa I7Iop4aHOB HacouBa yCHAMsATa CU KbM (pparMeHTuTe
OT 3allaZHaTa CTeHa Ha Haoca, KOATO e BbTpelllHa 3a ITbpKBaTa 11 Bepo-
SITHO e O1Aa ¢ ITO-HUCKO ChAbprKaHle Ha BAara OT OCTaHaAUTe CTeHI.
Ocsen cnienata ¥Ycnenne boropoamuno (1. Ne 11, o1 77; 125x178)%
AHec BbB ¢poHga Ha HAVIM-BAH e 3amasen n 06pa3sT Ha cB. Kozma
Maromcku (uHB. NC 3754; 54x80), KOMTO CBHIIIO € CBaJleH OT 3arlajHaTa
creHa (Pwur. 3, 4). Pasmepure ca cxoAHM ¢ MIOCOYEHNTE B 40KAaAa U Be-
POATHO TOBa e eAVH OT gBaTa pparMeHTa C M300pakeHne Ha IIPOPOIIY,
otbeassany ot Kapa VIopAaHOB. ApyrusaT cBadeH OT 3allagHaTa CTeHa
cTeHomc Ou TpsIOBaa0 Aa e 0Opa3bT Ha CB. Voan AaMackum??, KOiTo
AHEeC € B HeM3BeCTHOCT.

OueBngHo e, ye B M30poeHNTe B 40KAaja Ha Kapa VIOpAaHOB CBa/ZeHU
CTeHONNCU AMUIICBa n300pakeHneTo Ha cs. a1l. Ilersp. Tosa obaue He
e 40CTaThYHO J0Ka3aTeACTBO, 4e pparMeHTHT He e oT KaaoTuHa, Thit
KaTo B CITMCHKA AUTICBAT ¥ APYTU CTEHOIINCH, KOUTO ChC CUTYPHOCT Ca
CBaJeHu OT ITbpKBaTa®. EAUH OT TsX € pparMeHTsT ¢ u300pakeHue Ha
anrea, cs. Moan 3aaroyct u c. Hukoaait (mus. Ne 3753?; 157x95) oT
ITokaoneHne Ha >xepTBaTa B 0OATapHara arcuga’ (®@ur. 5). VintepecHo
e, 4e TOI1 AmuIIcBa u B 1y0anKysanara ot ['eopru I'epos 1 Acen Kupun
cxeMa € pasIpejeAeHneTo Ha CTeHOIIMCUTe OT U3TodHaTa creHa. Ko-
PeKTHOCTTa Ha cXxeMaTa MOKe Ja ObJe ITocTaBeHa 110/ ChbMHeHUe U

29 ®parmeHTHTe Ca JaJeHU C AHAKBY pa3MepIL.
30 HA na BAH, ¢. No 132k, om. 1, a.e. 219, 4. 50.

31 DparMeHTHT e pecTaBpupaH B Kateapa ,PecraBparisa” B mepuoa 1997/1998 r. or Hean Kam-
Oyposa.

32 Vzobpaxennero Ha cs. Voan Jamackus ce crioMeHasa olrie B poyusaHusTa Ha Auape I'pa-
Oap (Grabar 1921: 125; Grabar 1928: 288). BepoaTHO (pparMeHTELT He e IpexBLpAeH BLPXY HOBa
OCHOBa CA€/, IIPeHaCsHeTO My B My3esl 1 BIIOCAE/CTBIE € YHIUIIIOKEH.

33 Jsraexaa, ye CriuchKbT € O1A B IPOILIEC HAa AOIIbABAHE, Thil KaTO IOCAeAHVAT (pparMeHt,
KaKTO ¥ pa3MepuTe Ha BCMUKM CBaA€HM CTeHOIIMCHK ca 400aBeHM II0-KbCHO Ha pbKa.

34 PparmenTsT e 11y0AUKyBaH 6e3 uns. No (Gergova, Gatev, Vanev 2012: 3y, No 41). PecraBpupan e
B 1tepuoga 1998/99 T. B XareApa , Pecrasparma” ot IOansana Pyaoad. Torasa e mojmeHeHa crapara
Hocelra ocHosa. ITpu cripaBka ¢ pectaBpaljyioHHaTa JOKyMEHTaIVis CTaBa SICHO, e BPXY paMKa-
Ta Ha CTapaTa OCHOBA € M3ITIcaH UHB. N2 3753.



3apaau AuIICBalllaTa, HO OTOeAs3aHaTa B JOKAaja ,purypa Ha cBeTer]
OT oATapsA”, KOsTO MOXe Aa ObAe MAeHTUPUIMPaHa ChC 3alla3eHIs
AHec ¢pparMeHT c u300pa>keHe Ha HeM3BecTeH apxuepein (MHB. N2
37547?/11. 23, o11. 77; 125X76)* (Pur. 9). OT gpyra cTpaHa, B cxeMaTa Ha
M3TOYHATa CTeHa IIPUCHCTBA PparMeHTHT C 0OOpas3a Ha AJKOH (MHB. No
3753; 55x75)* (Pwur. 7). Criope 1ocoueHute pasmepu Tosa ou Tpsiosa-
A0 Aa e TIOCAe AHVAT TIO pe CTEHOITNC OT Aok4asa Ha Kapa Vopaanos,
oIycaH KaTo ,,9acT oT purypa Ha cserert”?.

ITo BpeMe Ha HaCTOSIIIOTO IIpOyYBaHe Oe OTKPUT ANUCT C OeAeKKM 1
cxeMn Ha creHonucuTe B KaaoTuHa, KOMTO ce CbXpaHsBa B AMIHIS
apxus Ha AceH Bacuanes®. /JokyMeHTBT He e JaTUpaH 1 ITOAINCAH, HO
TIOUepPKbT TI0KA3Ba, Ye e CBbp3aH c AeitHoctta Ha Kapa VMopaanos. TTo
BCsIKa BEPOSITHOCT CTaBa BBIIPOC 32 HETOBITEe pabOTHI OeAeKKM, ITpa-
BEeHI I10 BpeMe Ha CBaAsHeTO Ha cTeHommcuTe mpe3 1948 1. CeeaeHusATa
ca KpaTKI 1 AaKOHIYHI U AaBaT caMo 0011l ITpeAcTaBa 3a ChbCTOSHIETO
Ha CTeHOINCHUTEe U pecTaBpallMOHHITe HaMecl. 3a 3allagHaTta CcTeHa
Ha Haoca e 0TOeAs13aHo, ue ,,e 3BajeHo Y CIIeHMeTO C 110 eAHa purypa
OTCTpaHU”, KOETO Haco4yBa KbM oOpasuTe Ha cB. Voan Jamackun u
cs. Kozma Maromcku. OcranaauTe Ha MsCTO CTEHOIIMCU BbPXY 3ariad-
HaTa CTeHa ca IIpe/CcTaBeHM KaTo JocTa rnospedenn®. [To-nagoay, 6e3
Aa ca ITIOCOYeH! KOHKpeTHI pparMeHTH, ce ClioMeHaBa, 4e B ,,0ATapsi
e/Ha yacT e nspagena”+. Kapa VopaaHos A01rbaBa, ue roasMa yact
OT CTeHONNCHUTE TaM ca IlagHaAl, a OCTaHaAUTe ca MHOIO IIOBpeA€HI.
IO>xnara cTena e mpeacTaseHa KaTo MCTO C ,T10-3alla3eHu cTeHommcn”,
HO CBaAsSHeTO Ha HaAllica He e OIIMCaHO B 3aIlJICKITe Ha pecTaBparopa.
Ha cxemara obaue ¢pparMeHTBHT e 0TOeAs13aH KaTo AUIICBAILl, KOETO e
ollle eJHO ITOTBBbPKAeHIIe, de OeAesKKITe ca IIpaBeHM 10 BpeMe Ha CBa-
ASHETO Ha CTeHOIIUCHUTe. BpIipekn ToBa, Te3n pabOTHN 3aIIMCKI He ca
AOCTaThbUHM 3a ITbAHO U3sCHABaHEe Ha IPO0.1eMa 0K0A0 CBaAsIHeTO Ha
CTEHOIMCHTE, U ITI0-KOHKPETHO Ha Te3! OT 0ATapHOTO IIPOCTPaHCTBO
Ha ITbpKBaTa. EqHa OT mpuumHuTe € 1 Ancara Ha pOTOAOKYMeHTaLIVs
OT BpeMeTO Ha pecTaBpallIOHHUTEe HaMeCH.

35 Gergova, Gatev, Vanev 2012: 37, Ne 40. Bbpxy ropba na ¢pparmenTa e otbeassan uns. N 3754,
KOWITO e MAeHTIYeH ¢ HoMepa Ha ¢B. Koama Matomcku (®wur. 18).

36 Gergova, Gatev, Vanev 2012: 37, Ne 39.

37 HA naBAH, ¢. N 132K, om. 1, a.e. 219, 4. 50.
38 LIAA, ¢. Ne 1680k, or1. 2, a.e. 1315, 4. 1.

39 LIAA, ¢. Ne 1680k, o1 2, a.e. 1315, 4. 1.

40 LAA, ¢. Ne 1680k, o1 2, a.e. 1315, 4. 1.
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®@ur. 7. Henssecren AgkoH (1HB. N 3753; 55X75)

®ur. 8. ITocsetnreackn Haamuc (nus. Ne 3853/11. 7, or1. 81; 62x20)

o ~ "

ITopsute nspectHn pororpadpum Ha creHonucute B Kasoruna ca
ot 1920 . Texen aBrop e ¢pororpadpbt Ha Hapoanms myseir I'eopru
Tpaitues, xoiiTo nocemasa bpksara ¢ Augpe I'pabap. Jsamara ca
KOMaHAMPOBaH! Ha 23 allpua 1920 I. cbC 3anoses No 1397 Ha Mu-
HIICThpPa Ha HAPOAHOTO IIpOCBelieHne 1o Moaba Ha boraan Guaos+.

41 LIAA, §. Ne 177K, o11. 1, a.e. 669, 4. 62-64. I'eopru Tpaitues u Angpe I'pabap ca KomaHAMpOBa-
Hu 3a 10 4un 20 Kaaoruna, bepenje un [loranosckus manacrup, ,,3a 4a OIUIIAT U (])OTorpaQ)MpaT



®ur. 9. Cs. Kupna Azexcanapuiicku (nus. No 3754?/11. 23, 011 77; 125X76)

PesyataTute OT KOMaHAMpPOBKaTa ca my0AnKysaHu oT AHApe I'pabdap
Ipe3 1921 I'. 3ae4HO ChC CIIMCHK Ha HallpaseHuTe gororpadpuu+. 3a
Kaaornna ca orbeasisanm cejgeM Kagbpa, IIeCT OT KOUTO ca Ha CTe-

3amasenuTe B Te3u Mecta crapu ¢ppecku”. Criope Moabara Ha boraan @108 40KyMeHTUpaHeTO
Ha ITbPKBUTE TaM € CBbP3aHO C MpeACTosIaTa OKyIalis Ha pernona, chraacHo Hroitckus ao0-
TOBOp OT 1919 T.

42 Grabar 1921: 97-164.
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®Dur. 10. HenssecrHa cseruria (nus. No 3578/1. 16, orr. 81; 48x26)

o ~ "

Honmcute®. Hal-roassMo 3HaUeHUe 3a HaCTOSIIIOTO U3CAeABaHe MMa
¢dororpadusirta Ha 3allalHaTa CTeHa Ha Haoca*. baarogapenne Ha Hest
MoOXe Ja Obde IpocaeleHO ChCTOSHMETO Ha CBaJeHUTe IIpe3 1948 T.
crerornycu. PororpadusATa e U3KAIOINTEAHO LIeHHa 3apaAll AUIICBa-
IS AHEC CTeHOMIIC ¢ 0Opasa Ha CB. VoaH /lamacKitH, KakTo I 3apaan
usryoennre pparMeHT ot PUIypuTe Ha JK€H! CBETUIIV OT Hail-HUCKIS
peructsp. OT Apyra cTpaHa, BIICOKOTO KauecTBO Ha poTorpadusra 4asa
BB3MOKHOCT 4a ObAe nAeHTUPUIMPaH oIlle e AMH (PparMeHT, 3a KOITO
Aocera He Oellle 3BeCTHO, Ue e CBaJeH OT ITbpksaTta B KaaoTtuna. [1pes
2006 . B gentoto Ha HAVIM-BAH Gerre 40KyMeHTMpaH YaCTUYHO 3a-
I1a3eH CTeHOIICeH pparMeHT, 1300passBall] I1aBa Ha HeJ3BeCTHA CBe-
tuiia (uHB. No 3578/11. 16, o11. 81; 48x26)* (Pur. 10). MIs06paxeHneTo e
CbC 3HAUUTEAHM AUTICU U YBPeXAaHNs, MHTeIPUpPaHy HeIIOAXOAAIIIO
II0 BpeMe Ha U3BBbPIIeHN B MIHAAOTO pecTaBpallliOHHN HaMecH, Koe-

43 Grabar 1921: 163. Pororpaduure Ha ['eopru Tpaiiues ca 3ar1a3eHn 1 ce CbXpaHsABaT B apXuBa
na HAVIM-BAH (¢otorpaduure or KaaoTuna ca ¢ mocaejosaTeaHa HoMepanys 1961-1967).

44 Apxus Ha HAVIM-BAH, Ne 1967. ®ortorpadusra e roryaspHa u e my0AuKyBaHa oIIje B A0-
kaasa Ha Angpe I'pabap (Grabar 1921: 125).

45 Gergova, Gatev, Vanev 2012, 38, 50, 00p. 1. 48. B usjanmeTo GpparMeHTHT e IIOTPperIHo UAeHTU-
urupan kato mponsxoxJart ot epksata , Cs. 'eopru Maan” 8 HeceObp, Thit KaTO HHBEHTAP-
HILAT My HOMep e AyDampaH ¢ To3u Ha crieHata JKenure muponocumy mpu I'poba locriogen (vms.
Ne 3578/11. 16, o11. 81; 100X94,4), IIpeHeceHa B My3esl OT ChIIlaTa LIbpKBa Ipe3 1946 r. (Gergova,
Gatev, Vanev 2012, 38).



®ur. 11. CTeHONICHTE OT 3allajHaTa CTeHa Ha Haoca (4etaiia), pororpad I'eopru Tpaitues,
1920 1. (Apxus Ha HAVIM-BAH, Ne 1967)

TO € 40BeA0 A0 CePMO3HU U3MEHeHMsI B HerOBIs I'bpBOHa4YaAeH BUA.
Borpexn ToBa rpu cbriocrapsHe ¢ poTorpadusTa crapa ACHO, 4e ToBa
e yacT OT IJapaTa C OpeoJa Ha Hail-AsjCHaTa CBeTIIla, pas3rooKeHa
HeIIoCpeACTBeHO 40 CeBepHaTa CTeHa Ha Haoca, 1104 oOpasa Ha cB. Ko-
3Ma Maomcku (Pwur. 11).

3a cpXKaseHne, IO BpeMe Ha KoMaHAuposkaTta Ha AHape I'pabap u
I'eopru Tpaitue He ca 3acHeTU CTEHOIMCUTE OT OATapa Ha I'bpKBaTa
1 3anazeHnTe portorpadpuu He MOTaT 4a pelaT Ipod.AeMa ChC cBajle-
Hute ot TaM ¢pparmenTu. ITpes 30-Te roannn va XX B. obaue IrbpKpaTa
e IoceTeHa OT APYT U3BeCTeH U3cAejoBaTea Ha CPeAHOBEKOBHOTO 13-
xyctBo. Tosa e mmpor. ViBan I'ommes, k0JTO IO TOBa BpeMe e APeKTop
Ha [IbpxosHus ncropuxo-apxeoaornmdecku myseit (LIIAM) npu Cs.
Cunog. B Heropus1 anyen apxus ca 3ara3eHu cxeMy 1 paboTHI Deaex-
KII OT IIPOYyYBaHNATa My Ha creHonucute B Kaaoruna®. Vsraexaa, ge
TOJI peaAu3upa ABe eKCIeAuIn 40 ITbpKBaTa, BTopaTa OT KOUTO € Ha
3 HoeMBpU 1933 I. [Ipor. ['omes n3roTss cxemu ¢ pasnpeseaeHIeTo
Ha CTeHOIIMCUTE, CBaAsl HaAIINICU U IIpaBy KOMeHTapu. B sanasennre
MaTepuaAM AUIICBA CXeMa Ha M3TOYHaTa CTeHa, HO BBIIPEeKM TOBa pa-
HorHMTe Oeaexku Ha poT. VIpan 'o1ies ca Ba>kHMU 3a ObAemuTe IIPo-

46 HA na BAH, ¢. Ne 160k, om. 1, a.e. 148.
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®ur. 12. CreHommcKTe OT I03KHATa YacT Ha oatapa, (pororpad Vsan I'omes?, 1933 I.
(HA na bAH, ¢. Ne 160K, or1. 1, a.e. 263)

N\



yuBaHus Ha ITbpkBarta. [ locemennero my B Kaaotnna rpes 1933 1. mma
U APYT IPUHOC, CBbP3aH ¢ 13pab0TBaHeTO Ha KON Ha CTeHOIIMCHTe.
Pemennero 3a ToBa € B3eTO Ha 3acedaHne Ha My3eliHNs KOMUTET Ha
HVAM na 10 Mait 1934 1. Cbe 3a4a4aTa € HaTOBapeH XyA0KHUKBT Hu-
koaait Pocrosiies. I TbpBoHayaaHo ca mopbyaHM I1eCT KOIs: , XpUCTOC
c 2 MegaapoHa”, ,I'pemnniure”, , ABa oatapHu ceeTrin” u ,o1ie Tpu
Apyru nmo-maakn“#. Ha 3aceganue Ha 9 1041 1934 T. € B3€TO pelleHne
3a n3paboTBaHe Ha oIle eAHO Komue Ha ,KTutopkarta c geteto”#.
Crnopeg nHseHTapHaTa KHIra 3a Koaeknysara Ha LIVIAM ca oTkynenu
6 KOIMs, BINMCAHU C IIOPeAHN HOMepa OT 3181 40 3186. KonnsaTa ca
C MHOTO BICOKa AOKyMeHTaAHa croiHocT. Hukoaait Pocrosues mpe-
LIV3HO ITPeACTaBsl ChCTOSHIETO Ha HaAIMCHTe, HaHacsl pa3pylleHnTe
yJacTBIIM OT CTEHOMICHUTe, OTOeAsA3Ba HaandmneTo Ha rpagutn. JHec
KOITMSITa Ca M3KAIOYUTEAHO 1IeHHO CBIAETeACTBO, KOeTO OTpa3sBa B
BT ChCTOSTHNETO Ha CTEHOIIVICUTE IIpe3 1934 I.%

VHTepecHo e aa ce 0TOeaeXM, Ye HAKOAKO Mecella IIpeayt BTOPOTO
nocemene Ha nport. Visan l'omes B Kaaornna MyselHuAT komurer
B3eMa pellleHue ,Aa ce KyIli 3a Hy>KANUTe Ha My3es e AVH ChbBPeMeHeH. ..
¢dotrorpad. anapar, KOUTO 4a MOXKe ga cHeMa ¢ puam”“>°. Motusure
ca, ,,ue TaKbB arapar Iie yAeCH! TBbpJe MHOTO My3esl, IIOHe>Ke CHIM-
KITe C Hero ce MPaBsT A€KO U TO3U BUA (PUAMOBH anlapaTyl ca TBKMO
TOAHM 3a apXe0A0TnIecKy CHUMKN 5, Vsraexaa, ge poroanapaTsT €
3aKyIleH CKOPO cAe/ 3aceAaHNeTo 1 Hall-BeposITHO IpoT. Vsau 'omes
e 6ua c "Hero B KaaoruHa. JokasareacTso 3a TOBa e ITbpBaTa CTpaHu-
11a OT HEToBUTe PabOTHM 3aIIMCKH, KOATO ChAbprKa MHPOpMaIus 3a
HalpaseHO (pororpadcko 3acHemane>*. Tam ca oTOeAsI3aHN 5 3aCHETH
Kagbpa ¢ KpaTKo onmcaHne KbM Bcekn. OT 3alMCKUTe ce pazdyuTa:

47 Apxus na HIIVIAM. TIpoTtoxkoana kaura Ha My3eitHus komuteT. [Iporokoa No g or 10 mait
1934 T-

48 Apxus na HIIVIAM. Ilporokoana kuura Ha Myseiinus komuteT. [Ipotokoa No 11 ot 9 104m
1934 T.

49 Camo eaHo ot konusTa Ha POCTOBIIeB ITpeACTaBsl YaCT OT CTEHOIICHUTE B 0ATapa Ha I[bpKBaTa,
HO 3a ChXaJeHue, TO He Jasa II140CTHA MpeAcTaBa 3a MKoHorpadckara nporpama tam. Crasa
BBIIPOC 3a pUIypuUTe Ha aHrea, Ha cB. Voan 3aaTtoyct u Ha cB. Hukoaait o 103xHaTa 4acT Ha ari-
cuaata (mHB. No 3186; 140x90), (Pwur. 6).

50 Apxus Ha HIIMIAM. IIporokoaHa kHura Ha MyseitHns komuret. [Iporokoa Ne 7 ot 16 asrycr
1933 T.

51 Apxus Ha HIIMIAM. IIporokoana kHura Ha Myseitnns komuret. [Ipotokoa Ne 7 ot 16 asrycr
1933 T.

52 HA maBAH, ¢. Ne 160K, o1. 1, a.e. 148, 4. 1. BeposaTno npor. Vsan 'ommes e pasmoaaras ¢ asa
poa-¢uama oT 110 8 Kagbpa, OT KOUTO e 3aCHeA caMo 5.
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,nputsop”, ,BbH XpaMma”, ,ripurBopa” 1 T.H. Tean cBegeHNs1 HacouMxa
HaCTOSIIOTO IPOy4YBaHe KbM 3allazeHnTe poToMaTepualu B AUMIHIS
apxyB Ha ydeHu:A». Taka npu gurntaausupaHeTo Ha CbXpaHsABaHU-
Te TaM HeraTusl OsXa MAeHTU(PUIUPAHN 4 Kadbpa OT ITbpKBaTa B
Kazormna’*. Ha To3u eran HiAMa AMpeKTHU AOKa3aTeACTBa, 4e TOYHO
TOBa ca HeraTUBITe, 3aCHeT! OT l'o111eB 11pe3 1933 I., HO ChC CUTYPHOCT
TsIXHaTa Hay4Ha CTOMHOCT MMa IrOAsIMO 3HaueHue 3a ObAelnuTe Ipo-
yuBaHIs Ha ITbpKBaTa. Ha ABa oT KagpuTe ca 3acHeTH CTeHOIINCHU OT
ceBepHaTa CTeHa B IPUTBOPa, a APyTUTe ABa Ca HaIlIpaBeH! B Haoca Ha
bpksata. Heratusure oT Haoca ca 0cOO€HO IJeHHM, 3aIJOTO Ha TSX
ca 3aCHeTM CTeHoNlucuTe B oaTapa’. TouHo Te3u HeraTuBM MoOraT Aa
ObaaT U3I10A3BaHN KaTo A0Ka3aTeACTBO, Ye CTeHOIVICHUAT PparMeHT
c obpasa Ha cB. a11. ITersp B MegaanoH oT porga Ha HAVIM-BAH re e
CBaJeH OT M3TOYHaTa CTeHa Ha OATapa, a I 3001110 He e OT ITbpKBaTa
,,CB. Hukoaa” B Kaaornna.

OcseH ue AaBaT IIpeACTaBa 3a ChCTOSIHIETO Ha CTEHOIINCUTE, ABaTa
HeraTyBsa I103BOASIBAT Aa Ce KOPUIMPAT IIyOAUKYBaHNUTE CBeAeHNUs 3a
nKoHorpadckaTa porpama B 0ATapHOTO IIPOCTPAHCTBO Ha ITbPKBaTa.
PasOupa ce, CBaaeHILAT OT I0’KHATA 9acT Ha aricrara pparMeHT e n3pec-
TEH V1 HETOBOTO MJICTO He e 61110 00eKT Ha IIpoTnBopeurts. VIHTepeceH e
BBIIPOCHT C 300paskeHNETO BbPXY Hall-HUCKIL PETVCThP Ha U3TOUHATA
CTeHa, B yacTTa MeXAy allcuaTa 1 I0KHUs 3114 Ha IrbpKsarta. Kakro
Beue craHa sicHo ['eopru I'epos 1 Acen Kupun aornaHo npearnoaarar,
Je TaM e CTOsIA YaCTMYHO 3ara3eHnsT pparmMeHT ¢ o0pasa Ha HeM3Bec-
TeH ASIKOH, AbpKall peanksapuir®. ITybankysanara ot TsX cxeMa Ha
M3TOYHATA CTE€Ha CBIIO M3raexXXAa yoeAuTeHOY, HO 3a ChXKaleHe,
€ CrpellleHa, ThII KaTO Ha IIpeAIl01araeMoOTO MsCTO Ha ASIKOHa e 014
({pparMeHTHT c 0Opasa Ha Hem3BeCTeH apxuepeit (MHB. No 3754?/m. 23,
o11. 77; 125x76). ToBa ce BU>XAa sICHO 1 Ha ABaTa KaAbpa OT AMYHUS
apxus Ha 11poT. VBaH I'omes. JoOpoTo kauecTBo Ha ¢poTorpaduunre

53 HA na bAH, ¢. No 160k, om. 1, a.e. 263. Heratusure B apxmpHaTa eAMHMIIA ca Haps3aHU
Ha KaJpu OT poa-puamMu 1 ce chxpanssat BbB dpororpadpeku nankose. Kagpure or Kasortuna
ca B auk ot ¢oroareanero (,pororpaduuecku ckaas”) Ha XaitHpux Puirrep, HaMupaao ce Ha
ya. ,Aaadbun” Ne 35 B 6amsoct g0 LIVIAM. Bbpxy repba Ha nanka e HanmcaHo umero Ha Vsan
lomes.

54 Herartusure ca c pasmep 106x62 mm.

55 EAMHMAT HeraTtus IpejcTaBs IIOYTU IifgdaTa M3TOYHA CTeHa C alcujara M IIpOTe3VCHaTa
nyia (Pur. 13), a Ha APYTus Ca 3aCHETU CTEHOIMCUTE OT I0XKHATa 4acT Ha arcyuaara, C 4acTu oT
M3TOYHATA U I0>KHaTa creHa (Pur. 12).

56 Gerov, Kirin 1993: 59.
57 Gerov, Kirin 1993: 54, fig. 8.



®@ur. 13. Crenomcnre oT u3To4Hara creHa, ¢pororpad Vsan I'omes?, 1933 r. (HA na bAH,

. Ne 160K, orr. 1, a.e. 263)
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@ur. 14. CTeHONMCH OT I0XKHMS TIPUOATapeH cTha0 Ha bpksata ,Cs. Hukoaa” npu Meanuk,
¢dororpad Kapa VMopaanos, 1947 r.? (Apxus na HAVIM-GAH)




®ur. 15. Cp. am. [1asea ot mppksara ,Cs. Hukoaa” mpu Meanuxk (11. 30, o11. 77; 79X72)

U CpPaBHUTEAHO I10-400pOTO ChCTOSIHIE Ha CTEHOIINCHTE IIPe3 1933 T.
no3posBa Qpurypara Ha apxmepes 4a 6bJe naeHTUQUIIMpaHa KaTo CB.
Kupna Aaexcanapuiicku. JokaszaTeacTBo 3a TOBa ca sICHO BUAVIMUTE
cAeAM OT XapaKTepHara 3a HeropaTa MKOHOTrpadus Iarnka (KoL),

baarogapenue Ha cBoeTo Ka4ecTso Hen3BecTHUTe POTOrpadpCcKu HeraTu-
BM OT apxuBa Ha ripot. Vsan ['omes paskpusat Hopa nHpOpMaIus 3a
CTEHONNCHUTE OT OATapa I TAXHOTO ChCTOsAHME IIpe3 1933 I. Vsraexaa,

58 skassam GaarogapHocT Ha Ao1l. A-p Maprapura KyioMakuesa 3a IoMoITa Ipy UA€HTHU-
¢Jurupanero Ha obpasa.
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®ur. 16. Joxaaa na Kapa VlopaaHos 3a cBaAsHETO Ha CTEHOIICHUTE OT ITbpKBaTa
,CB. Huxoaa” 8 Kaaoruna (HA na BAH, ¢. Ne 132K, om. 1, a.e. 219, 4. 50)




Je 110 TOBa BpeMe e 014 3aIlaseH ¥ 3HaunTeAeH (pparMeHT OT ceBep-
HaTa JacT Ha KoMnoannusTa ITokaoHeHne Ha >kepTBaTa. 3ana3eHsT
¢pparmenT ¢ nzoOpaxenueTo Ha cs. boropoauna Mlupinas nebec B
KOHXaTa e 01/ ¢ [0-ToAeMH pa3Mepu OT AHelmHuTe. 3abeas3Ba ce
CBIO pparMeHT OT M3ue3HalaTa AHeC ceBepHa ABOJiKa MeAaAbOH!U B
arncnara. Bppxy matounara creHa Bee olnle e O114a 3ariazeHa Masuaka
C >KJBOIIVIC, KOATO CBIAETeACTBA 3a XapaKTepa Ha OpHaMeHTa, 00paMy-
Baa apKaTa Ha IpoTe3ycHara Hyma. Ha MsAcToTo Ha oATapHaTa Maca e
Oma mocraBeHa 0a3a OT aHTMYHA KOAOHA.

Hosootkpurure ¢pororpadpum obade He JaBaT KOHKpeTHa MHPOpMa-
11151 32 TbPBOHAYa/AHOTO MECTOII0A0KeHe Ha pparMeHTa ¢ oOpasa
Ha asaKkoH. Ha To3nu etam Moke 4a ce AOITyCHe, ye TOVI e CBadeH OT ce-
BepHaTa CTeHa Ha 0ATapa, KOeTO e HeoOMJaifHO MKOHOTpadCKO perrre-
HIe>, HOAerHa Ha TOBa MPeATI0A0XKEHE MOXKe Ja Obae OThpCEHA
OTHOBO B paDOTHUTe 3amnucKu Ha MpoT. Vsan 'omes. V3paborenara
OT Hero cxemMaTa Ha ceBepHaTa CTeHa Ha ITbpKBaTa € C MaAKO AeTailan,
HO KaTeTOPUYHO CBUAETEACTBa, Ue IocleAHaTa Gpurypa oT perucrbpa
Ha ITpaBITe CBeTLN e O111a orpaHmdeHa ¢ pamKka®. Jxec Tpancdepupa-
HIAT parMeHT e B MHOTO TeXKKO ChCTOSTHIIE, HO BCe OlIle ce 3abeas13Ba
paMKara, KosATO orpaxkdaa nsoopaxkennero. Tosa gaBa ocHOBaHMe Ja
ce MpeAII0A0XM, 4e Ha IIPa3HOTO AHeC MsCTO Ha ceBepHaTa CTeHa B
oATapa e cTosida purypaTa Ha ASKOH.

Caega xaTo Beue e sICHO, 4e (pparMeHTHT ¢ oOpa3a Ha cB. a1l IleTsp B
MeZAaAboH He e OT ITbpKBaTa B KaaoTnHa, Bb3HIKBaA BBIIPOCHT 3a HETO-
BISI MICTUHCKM 1Tponsxod. OT 3alazeHaTa AOKyMeHTAIlusA B apXuBa Ha
Hanmonaanara raaepusi, KbA€TO € U3BbpIIIeHa I1ocAeAHaTa pecTaBpa-
1%, CTaBa sCHO, Ye Ha r'bp0Oa Ha TpaHcdepa HAMa HaAIIC ¢ KOHKpeTHa
nHpOpMan 3a IIPOU3XO0A, KaKTO € IIPU APYTY CBaleH! CTeHOMCU®
(®ur. 2). VMsraexaa, ye cae pexsbpAsSHETO My BbPXy HOBa OCHOBa
CTEHOIMCHT He e MHBeHTUpaH BeAHara 1 MHQOpMalusITa 3a HeTOBM:I
1ponsxo/ e u3ryoena. TeXHMKo-TeXHOAOTMYHNUTE XapaKTepUCTUKI Ha

59 Beposarno ¢urypara e 6uaa pasmoaoxkeHa CUMETPUYHO Ha APYTUA AAKOH, UBIMCAH BLPXY
IOJKHaTa CTeHa Ha 0ATapHOTO ITPOCTPaHCTBO.

60 HA na BAH, ¢. Ne 160k, o11. 1, a.e. 148, 4. 6 TpB0.
61 Pecraspanusra e uspbpiuena ot Iersp Ionos mpes 2000 r.

62 Apxus Ha HI'. KauectsoTo Ha dpoTorpaduute 1mossoassa Ja ce pazuere HaAmuc ,0. 77/55%.
BeposTHO cTaBa BBIIPOC 3a OIMC OT MHBEHTapM3allus, IIpoBedeHa cAel IPUCheAVHABAHEeTO Ha
myses kbM BAH.
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TpaHcdepa® mMorar ga 6b4aT CBbp3aHM Hall-00IIIO ¢ pecTaBpaIyioH-
Hata ripakTuka Ha Kapa Vopaanos ripes 40-Te u 50-Te roansn Ha XX
B., KOETO, pa3Oupa ce, He e JOCTaThYHO 3a U3sACHABaHEe Ha IIPOU3X0Aa.
OO0pasbT Ha cs. a11. [IeTbp oOaue oueBMAHO ITpUTeKaBa CTUAOBO CXOA-
CTBO ChC CTEHOIMCUTE OT CpegHOBeKOBHaTa I1bpKBa ,, CB. Hukoaa” mpn
Meanux. V300paxkennero e 0AM3K0O A0 CTEHOIIMCUATE Ha T.Hap. , IIbPBU
Maricrop” (o Amasna MaspoanHOBa), KOMTO e M3I1caA allciAHara
KOMIIO3MIINS, HAKOU U300pakeHNs B IIpoTe3lca, MpeariolaraeMus
o0pas Ha cB. AMMNUTBP 1O KTUTOPCKUA Haanuc n 4p.* Ilpu moge-
AVpaHeTO Ha AMKa ¥ Ipu opopMsHeTO Ha KocaTa 1 Opajara cB. aIl.
ITersp e MHOTO 641130 40 0Opasa Ha AorosicHaTa puUIypa Ha HeM3Bec-
TeH apxuepeit (MHB. NO 5904; 84,5X94), KOsATO e O1aa pa3roao>KeHa
BbB BTOPMS PETUCThP, BASABO OT aricujaTa Ha rpotesuca (Pwur. 17).
V3o0pa>keHneTo nMa MHOIO CXOACTBa U C AMKa Ha cB. a1l [lersp or
CLleHaTa BbPXY CeBepHaTa CTpaHa Ha arcuAara, KOATO AHeC € U3BeCTHa
camo 110 ctapu potorpapun®.

Ha Tosu etar oT mpoy4BaHeTO CTUAOBUTE IIapaleAy MeXAy U3o0pae-
HIUeTO Ha cB. aIl. I leTsp u creHonucure ot ,Cs. Hukoaa” mpu Meanuk
Ca 40CTaThYHO KaTeTOPMYIHM, HO MeCTOII010KeHIeTo Ha pparMeHTa B
MKOHOTpadcKaTa IIporpaMa Ha ITbpKBaTa TPyAHO MOXe 4a Obae ycTa-
HOBeHO. 3a CbXKaJeHue, pparMeHThT He IPYIChCTBA Ha M3BeCTHUTeE (O-
torpadun Ha AuToHnH Ctpanckuy, I'eopru Tpartues u Kapa MOpAaHOB,
HallpaBeH! IIpeAy CBaAsHeTO Ha cTeHonucute. EgHa OT Bb3MOXKHUTe
INPUYIHI €, Ye YacT OT 3alla3eHNTe CpeAHOBEKOBHI CTEHOINICU ca OMAN
IIOKPUTH C MO-KbCHU Ma3naku, kouto Kapa MopAaHOB OTCTpaH:Ba
IIpU ITOATOTOBKaTa Ha pparMeHTHTe 3a cbaasne®. [Ipes 1915 1., Kora-
To borgan ®naos nmocemasa MeaHuk, IrbpKBaTa € Bee Ollle 3alla3eHa
20 nokpus. OT HeroBuUTe OeAeKKM CTaBa SICHO, 4ye CTeHIUTe BbTpe ca
,HacKOpo n3Mazann”%. 3a HaAM4INeTO Ha IIO-KbCHU Ma3UAKU BbPXY

63 CreHonuchT e cBaseH B TexHMKa stacco. KoHcrpykiusTa Ha ocHOBaTa e u3rpajeHa ot Abp-
BeHa paMKa, II0ACHAeHa C HAITPeYH!U AeTBY, CBbP3BALIN ABeTe ABATU CTpaHN. 3a PUKCHUpaHe Ha
¢dparmenTa KbM ABbpBeHaTa KOHCTPYKIINS € U3II0A3BaH TUIIC, TPUMECeH C KbAUMIIA.

64 Mavrodinova 1975: 35, Mavrodinova 1995: 42.

65 Ilpes rogunute ChAbpP>KaHUETO Ha CleHaTa e 0140 0D0eKT Ha MHOTO AMCKYCHUM, aHAaAU3U U
unHrepriperanun (Penkova 2012: 143-146). Criope 1mocaeauute rpoyusanus Ha bpanucaas To-
AW Ts TIpeACTaBs CUMBOAMYHATA MHBECTUTYpa Ha Obarapckus apxuernuckon Bacuanit (Todic
2008: 59-68).

66 OTHOCUTEAHO A00POTO CLCTOSHME Ha SKUBOIMCHUSA CAOM Ha (pparMeHTa AeCTBUTEAHO
MOXe Ja Obje CBbP3aHO C MMO-KHCHUTE Ma3MAKM, KOUTO ca IO Ipearassaan oT aTMocdepHuTe
BAVISHILS CAe/ TTajaHeTo Ha IIOKPIBa Ha ITbpKBaTa.

67 Filov 1995: 82.



HAKOU y4acTbIM OT CPeAHOBEKOBHITE CTeHOIIVICH CBUAETeACTBa U
Hwuxoaa Maspoaunos®. Ha ¢ororpadum or mppsaTa oAos1Ha Ha
XX B. CBITIO ce BIKAQ, Ue 3allagHaTa JacT Ha IIPMOATapHUTE CThA00Be
e TIOKpUTa C HOBa Ma3lAKa.

Haawnumero Ha cBeTiiu B MeAaAb0HN U3TA€3KAa HeOOMYIaTHO 3a MKOHO-
rpa¢pckara rmporpama Ha rppksara ,,Cs. Hukoaa” npu Meanmnk. Van
IIoHe B MOHOTpadu:ATa Ha /lnasHa MaBpoanHOBa AUIICBAT CBeACHIS
3a I10A00HM M300pa keHNs OT 3alla3eHaTa I M3BecTHa 4acT Ha CTeHO-
nucute. B cratusara na Crpanckn obaue ce crioMeHaBa 3a CBeTell B
oBa/Ha paMKa (“cadre oval”), usnucas BbpXy eAUH OT IpHOATapHUTe
crpaA00Be®. ToBa e 00Opa3bT Ha cB. a1l I1aBea, koiiTo ciopeg /AnasHa
MaspoanHoBa e cTos14 ,,0T I0I” A0 IIpeAliolaraemMaTa AOMosICHa PiI-
rypa Ha cB. Aumutnp? (Pwr. 15). [Ipu BHMMaTeano nscaeapaHe Ha
apxusHKTe QoTorpadpuu crasa sICHO, Ue BbPXy CeBepHOTO ANIle Ha
IOKHIS CTBAO AeJICTBUTEAHO e MMaAo M300pakeHle Ha CBeTell B Me-
AaaboH (Pur. 14). [Ipeanioaaraemusar oOpas Ha cs. amn. [Tasea Moxe
Aa 0bpAe nAeHTUPUIUPAH CBC CTEHOMNCeH ¢pparMeHT oT PpoHa Ha
HAVIM-BAH, nybAnuKyBaH KaTO Hel3BeCTeH CBeTel] OT MeAaAbOHeH
$pus, npomnsxoxgani or iyppksara ,Cs. Hukoaa” B Kaaoruna (1. 30,
o11. 77; 79x72)7". OcBeH cT1A0BUTe OeAe3V 1 HaAMIIeTO Ha XapaKTepHa
Mpe>ka OT HaITyKBaHIs I10 Ma3IAKNTe, ABaTa (pparMeHTa ca U ¢ e4HaK-
Ba BucourHa. ToBa gaBa OCHOBaHIe Ja ce AOIyCHe, Ye OPUTMHAAHOTO
MeCTOII0A0XKeHe Ha oOpa3a Ha cB. a1l. [leTbp B MesaAboH e 3a11agHOTO
AUIie Ha IO>KHIA IIpUOATapeH cTbA0 Ha ibpkBata ,,Cs. Hukoaa” mpnu
MeaHnuk, HermocpeAcTBeHO 40 oOpa3sa Ha cB. a1l Ilasea. B moaxpena
Ha Ta3! XUIIOTe3a € U II03aTa Ha cBeTella, KOITO e O6T)pHaT HaAsIBO7?.

PesyaTaTuTe OT HaCTOAIIOTO M3CAeABaHe IIOKa3BaT, Ye BHIIPEK MHO-
roOpoitHuTe 1yOAMKaLVI U ABATOTOAVIITHITE IIPOYyYBaHIs Ha peAulia
U3TBKHATY aBTOPM, B HATPYIIaHOTO ITIO3HaHMe 3a 3HaKOBY ITaMeTHUIIN

68 Mavrodinov 1933: 292. Huxoaa MaBpoAnHOB crioMeHaBa 3a CBaAsiHe Ha I10-KbCHA Ma3lAKa,
KOATO ITOKPMBaAa 4acT OT KTUTOPCKV HaAIINC.

69 Strinsky 1940: 424.

70 Mavrodinova 1975: 10.

71 Gergova, Gatev, Vanev 2012: 37, Ne 38.

72 Tyk mpasu BIleyatTleHue HepaBHOCTOIHOTO IIpeJcTaBsHe Ha cB. arl. IlaBea cripsmo cs. ai.
Heﬂ)p, KOEeTO e HeoOMYarHoO 3a BU3aHTUIICKaTa TPaAUIVsL. M360p"bT Ha I[eHTPaAHO MSICTO 3a
oOpasa Ha cB. a1 IleTpp obaue Moxe Aa Obae CBBP3aHO ChC CHOUTUATA OT MOAUTUYECKNS U
I'bPKOBHMS 2KMBOT B B’bAFapI/I}I 10 BpeMeTO Ha niap Kaaoss u ckatouenata ot HeTo yHIT ¢ Pum.

Bppskara Ha nkoHorpadckaTa Iporpama Ha 1ppksata ,Cs. Hukoaa” npu MeaHuk ¢ aorukara
Ha Te3) CLOUTIL e TIpeACTaBeHa oApoOHO B cratiATa Ha bpanncaas Toawra (Todic 2008: 59-68).
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Ha CpeAHOBEKOBHOTO HI 3KYCTBO IMa MHOTO HETOYHOCTH 1 ITPa3HUHI.
Tosa Baxu kakTo 3a 1yppkBaTa ,,Cs. Hukoaa” 8 Kaaotuna, Taka u 3a
,CB. Huxoaa” npu Meanuk. Junec e TpyaHo ga 0bAe Ha3oBaHa IIPUYN-
HaTa 3a HaCTBIINAOTO OOBbpKBaHe IIpU aTpUOyLIMATa Ha CTEHOIIUCHUTE,
KOUTO OU TpsAOBaA0 Aa ca MBINCAHN B pa3CTOsIHIE Ha TIOBeYe OT BeK,
U TO B MHOTO pa3AndeH KyATypeH KOHTeKCT. CbC CUTYPHOCT YacT OT
npo04ema e CBbp3aH C HaCTOSIIOTO ChCTOSIHME Ha Te3) ITaMeTHUIIN
U HepellleHUTe BBIIPOCH C TAXHOTO onaspaHe”. Il ako HeTouHOCTUTe
B Hay4yHaTa AUTepaTypa Ouxa Moran aa ObAaT HoMpaseHn OT ObJe-
IIUTe U3CAeA0BaTeAl, TO U3BbPIIeHNTe pecTaBpallIOHHI HaMecu
9ecTO I'bTY BOAAT 40 HeOOpaTuMu M3MeHeHUsI Ha cCaMITe KyATYpHU
1ieHHOCTI’#. TOUHO 1O Ta3y MpUYMHA e BaXKHO Ja ce IIPUCTBIIBA KbM
pecTraBpaliyis Ha 3HaKOBYM 0OeKTH caMo CAe/ M3depraTeAHO AOKyMeH-
TUpaHe I IIpOBeKJaHe Ha 3a4bA004eHN ITpoyuBaHmsl. 3a ChXaleHue,
HeCchBbpIIIeHCTBaTa B CICTeMa HM 3a OTla3BaHe Ha KyATYpHOTO HacAeA-
CTBO e IIpUYMHA IIpe3 IocAeAHNTe TOAMHM Aa ObAaT CbraacyBaHU U
peaamnsypaHy MHOXECTBO HeKadeCTBeH) IIPOeKTH, KOUTO A0BeAoXa
A0 obe3anyaBaHe Ha pedulia HeABVDKMMIU KyATYPHI LIEHHOCTU U A0
3ary0a Ha IjeHHa ncrtopuyecka nHpopmannsa”. Hagexaara e B Maa-
KOTO Ha OpoI1, HO BCe IaK ChIIeCTBYBaIlU 13CAe0BaTeACKM MHUIIN-
aTUBI’®, KOUTO OCBEH 4Ye MoraT 4a ObAaT OCHOBa 3a M3paboTBaHe Ha
II'bAHOLIEHHM pecTaBpallliOHHM IIPOrpaMy, Te AaBaT Bb3MOXKHOCT I 3a
HaTpyIlBaHe Ha HOBO IIO3HaHIIEe 3a Pa3AMYHM acIIeKTI OT MIHAA0TO
Ha Cpe4HOBEKOBHOTO M3KYCTBO I10 ObATapCKUTE 3€MI.

73 Yacr ot HpO6/l€MI/IT€ Morat Aa 6’]),Z|,aT OTHECEH! KbM HECHhBbPIIEHCTBATa 11 PIICKOBETE, KOUTO
Cb34aBa IJesTa 3a CBadsHe Ha CTEeHOIINCH U IIPeHaCsHeTO MIM Ha APYTO MJICTO.

74 Ilpes 2018 r. MuHuCTepCTBOTO Ha KyATypara cbhraacysa ,IIpoexr 3a usnmbanenue Ha pecTas-
PaLIMOHHY AITHOCTH 110 CTeHOIIMCHaTa AeKopanus B IrbpksaTa ,Cset Huxoaa” B c. Kaaotuna,
001 JparoMan”, KOTO IIpeABIDKAA U3padoOTBaHe Ha AOIIbAHUTEAHA IIpOrpaMa 3a ,,00padoTKa
U BpbIIJaHe Ha cTeHaTa Ha opurnHaauy gpparmentu” (Apxus Ha HMHKH, C-765-2162). ITpo-
eKTEHT He € pealusyupaH caMo 0.1arojapeHne Ha AuIicata Ha ¢puHaHcupane. I1pu Tosa cherosHme
Ha IIPOyYBaHMUsATa AHEC MOKe CaMo 4a ce IpeArioaara Koy ¢pparMeHT! 1 Ha KOM MecTa ca Iean
Aa Obaat BbpHATH.

75 B ocHOBaTa Ha MOAOOHY IIPOEKTH CTOM CTPEeMEXBT KbM OBP30 yCBOsABaHe Ha CPejCTBa II0
pa3ANYHY eBPOIIETICKY IIPOrpaMM 3a KyATYPHO HacaeAcTBo. OOMKHOBEHO OeHeMIIVIeHTH Ha T10-
AOOHM IIPOEKTH Ca CTPOUTEAHV (PUPMI, a Hall-4eCTO PecTaBpallMOHHUTe HaMeCH ce M3BbpIIBaT
ot auria Ge3 crieruaAu3upaHo oopasoBaHe.

76 Ilpes 2019 r. exun Ha AconmanusTra Ha pectaspaTopute B bbarapus peaamsupa 1mpoexTt
,OlleHKa Ha chCTostHMeTO Ha Irbpksata ,Cs. IleTpp” 1pu ceao bepenge, punancupan or Mu-
HICTEPCTBOTO Ha KyATyparta 110 goropop No P/ 11-05-21/20.12.2018 T. ITpes 2020 r., OTHOBO ChC
cpe4ctBa Ha MMHICTEPCTBOTO Ha KyATypaTa 110 Aorosop No PA11-00-132/1.09.2020 T., €KUII Ha
CI)OHAaLU/ISI ,Jbaaxancko Hacaeacrtso” pabortu 1o npoexr ,HeaecTpykrusHo rpoyusane u JOKy-
MeHTaIusl Ha cpe HOBeKOBHaTa 11bpksa ,Cs. Hukoaa” B c. Kaaornna” (Apxus na HVIHKH, Cd-

765-33).



®ur. 17. Heussecten apxuepeii oT mpotesnca Ha rbpksara ,Cs. Hukoaa” mpu Meannk
(vmB. No 5904; 84,5x94)

®ur. 18. Haarmc supxy ropba Ha Ppparmenta ¢ odpasa Ha cB. Kupna AaekcaHApuitcku
(muB. N 3754?/11. 23, o11. 77; 125X76)
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Apxus Ha HI' [Arhiv na NG (Archive of National Gallery)].

Apxus Ha HVIHKH, C$-765-2162 [Arhiv na NINKN (Archive
of National Istitute of Immovable Cultural Heritage), Sf-765-
2162].

Apxus Ha HVIHKH, C-765-33 [Arhiv na NINKN (Archive of
National Institute of Immovable Cultural Heritage), S{-765-33].

Apxus Ha HAVIM-BAH, Ne 1967 [Arhiv na NAIM-BAN (Na-
tional Archaeological Institute with Museum), No. 1967].

Apxwus Ha HIIVIAM [Arhiv na NCIAM (National Church Mu-
seum of History and Archaeology)].

HA na BAH, ¢. Ne 132k, o1 1, a.e. 219 [NA na BAN (Scientific
Archive of the Bulgarian Academy of Sciences), f. No. 132k,
op. 1, a.e. 219].

HA na BAH, ¢. N2 132k, om1. 1, a.e. 231 [NA na BAN (Scientific
Archive of the Bulgarian Academy of Sciences), f. No. 132k,
op. 1, a.e. 231].

HA na BAH, ¢. No 160k, om. 1, a.e. 148 [NA na BAN (Scientific
Archive of the Bulgarian Academy of Sciences), f. No. 160k,
op. 1, a.e. 148].

HA na BAH, ¢. N2 160k, o11. 1, a.e. 263 [NA na BAN (Scientific
Archive of the Bulgarian Academy of Sciences), f. No. 160k,
op. 1, a.e. 263].

LAA, ¢. Ne 177k, om. 1, a.e. 669 [CDA (Central State Archive),
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Kalotina or Melnik? New Evidence on a Wall-Painting
Fragment from the NAIM-BAS Collection

Tvan Vanev

This paper traces the history of the wall paintings detached from the me-
dieval church St. Nicolas in Kalotina that were transported to the National
Archaeological Museum in Sofia in 1948 by the conservator Karl Yordanov.
Only three of the fragments were registered in the Medieval Fund inventory
book of the museum. Others were left either with no inventory numbers
or were given duplicate ones and the information about the provenance of
some of these wall paintings was lost as time passed. These circumstanc-
es complicate the research on St. Nicolas church and caused an accumu-
lation of controversial or inaccurate information in the scientific literature
throughout the years. It was not until the beginning of the 20t century for
in-depth research to be undertaken. Georgi Gerov and Asen Kirin published
a comprehensive iconographic scheme of the wall paintings in the early gos.
Around the same time, Lilyana Mavrodinova published an unknown frag-
ment with the image of St. Peter the Apostle in a medallion. As a result,
this fragment was included in a couple of international exhibitions and has
since become an irrevocable part of NAIM-BAS' permanent exposition. The
history of this particular fragment is important for the current study not
only within the context of the Kalotina church but also because it is a telling
example of the fate of a large number of wall paintings acquired by the mu-
seum in the 30s and 40s of the 20t century.

The following study is based on unpublished archival materials and old
photographs. They offer a solid base for research of the history of the de-
tached wall paintings. This new evidence shows that the schemes made by
Georgi Gerov and Asen Kirin have a lot of inaccuracies and omissions, re-
lated mainly to the placement of the murals at the altar. It also disproves
that the fragment brought to light by Lilyana Mavrodinova is from Kalotina.
Two unpublished photographs of the altar taken by Ivan Goshev in 1933 an-
swer the questions posed in this text and allow for the iconographic scheme
to be reconstructed. This paper also presents all the known wall paintings
detached from the church in Kalotina and clarifies their original placement
in the church. Unfortunately, the study shows that some of the wall paint-
ings that were removed in 1948 have been destroyed after their transporta-
tion to the museum.
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This research also attempts to identify the origin of the fragment with the
image of St. Peter the Apostle which has a clear stylistic resemblance to the
murals from the medieval church St. Nicolas near Melnik. An image that
was also thought to have been brought from Kalotina, supposedly depicting
St. Paul, is also from Melnik. Another fragment of an unidentified female
saint from the west wall of the nave that was assumed to have been brought
to the museum from the demolished church St. George the Lesser in Nesse-
bar was identified as a mural from Kalotina.

The results of this study show that despite the multiple publications and
years of extensive research conducted by a number of renowned authors,
there are still significant gaps in the accumulated knowledge of emblematic
medieval art monuments in the Bulgarian lands. This conclusion applies
both to the churches St. Nicolas in Kalotina and St. Nicolas in Melnik. It
is difficult to identify the reasons for the researchers’ confusion over the
attribution of wall paintings which must have been painted in more than a
century’s distance, and moreover in a very different cultural context. Most
certainly, some of them are related to the current state of these monuments.
Their condition reflects the serious defects in the country’s contemporary
system of cultural heritage preservation.



Paintings by Haralampy Tachev
in Sofia's Churches

Vesselina Yontcheva®
Institute of Art Studies, Bulgarian Academy of Sciences

Abstract: There are many studies on the different aspects of the work of Haralampy
Tachev, but his church production has remained out of the scope of the research
interest. The present study considers the ornamental decoration created by him for
Sofia temples. An attempt is made to briefly review this part of his work and define
its characteristics in the context of the general artistic processes during this period.

Key words: Bulgarian painters after the liberation, ornamental decoration, projects

Haralampy Tachev’s work is exceptionally varied®. Its different as-
pects have been considered by a number of authors, mainly in view
of his involvement with the Contemporary Art Association?, his
authorship of Sofia’s coat of arms*, his projects in ceramics® and his
teaching experience®, among others. Due to a host of reasons his
church production has remained out of the scope of the research
interest, it is mentioned only in regard to his participation in the

2 The research presented here was carried out in the framework of a project titled “Visual-
ising the Sacral: A Registry of Academic Painters, Icon Painters, Carvers and Goldsmiths Who
Have Worked in Sofia Churches (1878-1944). Part 1” of the Institute of Art Studies, implemented
with financial support from the Culture Programme of Sofia Municipality, Contract No. SKK20-
PPo6-119/15 December 2020.

3 Georieva 2001: 166-185; Miteva 1997: 121-182.

4 Georgieva 2002a: 54-61; Nikolov 2008: 31; Gadzev 2005: 40-41.

5 Vasilchina 2010: 124-130; Miteva 2008: 27-31.

6 Bozkov 1962; Minekov, Rusev, Bozkov, Domuschiev, Chuhovski 1984.
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mural decoration of some temples’, without any consideration of
the specifics of his work.

There are data that Haralampy Tachev has worked on painting projects
in many Bulgarian churches: Sts. Cyril and Methodius in Plovdiv®, St.
George in Belozem?, Dormition of the Holy Virgin in Ruse™, St. John
the Forerunner in Kazanlak, St. Marina in Plovdiv'?, St. Nicholas in
Karlovo?, St. George in Plovdiv', St. John of Rila in Bichkinliya vil-
lage, Gabrovo region®, All Saints in Ruse'®, Holy Trinity in Svishtov7,
etc. The painter exchanged correspondence related to the painting of
the Holy Trinity church in Kozloduy™ in 1938, and the temple of The
Dormition of the Holy Virgin in Varna® in 1939, but none of the en-
visaged work was actually performed.

Along with mural painting Tachev was occupied with many other ac-
tivities connected to church art. During the period 1904-1905 he took
an assignment for the preparation of “sketches” of crowns for the St.
Nedelya church in Sofia** but these were never realized. He participat-
ed in committees on the approval of copies of medieval murals*. In
1912 he designed the candle holders to be placed in front of the soleas
in the church of St. Nicholas of Sofia the New*. In 1923 Haralampy

7 Karavelov 1966; Radkova 1999: 88; Belkouski 1957: 6; Karavelov 1966: 206; Paskaleva 1986: 6; Kalev
1979: 92.

8 CDA, f. 2005K, inv. 1, a.u. 1318, p. 1, 2.

9 CDA, f. 2005K, inv. 1, a.u. 782, p. 1-9.

10 Mutafov 2019: 43; Popov 1937: 2; Manchev 1937: 2; CDA, f.2005K, inv. 1, a.u. 784a, p. 10-11, 23.
11 CDA, f. 2005K, inv. 1, a.u. 784, p. 1, 3, 7-13, 16-17.

12 CDA, f. 2005K, inv. 1, a.e. 780, p. 1-27; CDA, f. 2005K inv. 1, a.e. 1218, p. 1-30.

13 CDA, f. 2005K, inv. 1, a.u. 781, p. 1.

14 CDA, f. 2005K, inv. 1, a.u. 775, p. 1-4.

15 CDA, f. 2005K, inv. 1, a.u. 1251; CDA f. 2005K, inv. 2, a.u. 115, p. 1- 4. The design of the inte-
rior decorative painting of the church was elaborated by Haralampy Tachev, Stefan Ivanov and
Tsanko Vasilev, see CDA, f. 2005K, inv. 1, a.u. 788, p. 1-8.

16 CDA, f. 2005K, inv. 1, a.u. 794, p. 1-2.

17 CDA, f. 2005K, inv. 1, a.u. 1289, p. 1, 2; CDA, f. 2005K, inv. 2, a.u. 119, p. 1-4.
18 CDA, f. 2005K, inv. 1, a.u. 789, p. 1-8.

19 CDA, f. 2005K, inv. 1, a.u. 784a, p. 1-7.

20 CDA, f. 2005K, inv. 1, a.u. 743, p. 1, 2.

21 In 1911, in accordance with Instruction No. 8338, Ordinance No. 1102 of the Ministry of
Education Haralampy Tachev was included in a committee for evaluation and approval of the
frescoes in the church of St. 40 Martyrs in Veliko Tarnovo copied by M. Georgiev, see CDA, f.
2005K, inv. 1, a.u. 231, p. 1.

22 Temelski 2019: 117.



Tachev and Dimitar Gyudzhenov were
nominated by the director of the Na-
tional Academy of Art to participate
in a commission for approval of the
paintings (icons and decoration) cre-
ated by Apostol Hristov for the temple
of St. Parascheve®. Tachev elaborated
designs for the furnishings of the St.
Spas church that were assigned for
crafting to Iliya Ognyanov in Novem-
ber 1925 2.

In 1940 Hariton, bishop of Dragovit
and rector of the Theological Seminary
in Sofia, asked the painter to produce
a model drawing for the mosaic of a
new church that was being built at the
Cherepish Monastery®. Tachev’s ar-
chives include designs of candle hold-
ers, chalices, chandeliers, a lectern®, a
church desk and holy doors, drawings
and sketches of saints and angels, and
ornaments for interior church decora-
tion”. The painter has also created a
project for the decoration of the cover
of a Memorial Book of the Saint Alex-
ander Nevsky Cathedral®.

The facts presented above clearly
show that Tachev has been commit-
ted to church art throughout his ac-
tive carrier as a painter. The present

23 CDA, f. 2005K, inv. 1, a.u. 240, p. 1, 2.

24 Haralampy Tachev was invited by the chair of
the temple’s Church Council to present the projects
and review the work performed by Ognyanov, see
CDA, f. 2005K, inv. 1, a.u. 761, p. 1.

25 CDA, f. 2005K, inv. 1, a.u. 798, p. 1.

26 CDA, f.2005K, inv. 2, a.u. 133, p. 15.
27 CDA, f. 2005 K, inv. 2, a.u. 128, p. 1-15.
28 CDA, f. 2005K, inv. 2, a.u. 123, p. 1.
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Fig. 1. Ornamental Decoration of the southern
arched niche with the triple window,

St. Alexander Nevsky Cathedral (1912).
Photo V. Yontcheva
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[
2
=
(=1
£
3
S
5
2
%2}
Y
S
=
S
=
92}
3}
&
(=1
Y
S
)
5
=2
5
bl
=
[oW
5
[2]
)
S
-
I
<]
S
N
8
=
5
S
5
-
8
|l
D
@)
=
3
s
=
5
=
5
<]
-
o
o
ob
S
3




study considers the ornamental decoration created by him for Sofia
temples. An attempt is made to briefly review this part of his work
and define its characteristics in the context of the general artistic
processes during this period.

Haralampy Tachev was born on 19 July 1875 in the city of Plovdiv®.
He was admitted in the first class of the State Drawing School (1886)%,
in the group of Ivan Mrkvicka3* who had been his teacher at the high
school in Plovdiv. In 1900 he finished the general course of study at
the Drawing School and specialized in Decorative Art>> under the
guidance of the Austrian artist Raymond Ulrich. It is known that
some of Tachev’s first teachers were from Austria-Hungary and the
Czech Republic: Josef Silaba, Josef Pitter. Like Ulrich, they promoted
the ideas of the new style of Secession®. In 1905 Tachev also complet-
ed the special decorative course and in 1910 he began his teaching
career at the School of Art and Industry?.

Haralampy Tachev was among the founders of the Contemporary Art
Association®. The idea for its establishment came up during a meet-
ing of the painter with architect Pencho Koychev who, at the time,
was working on the design of the Mausoleum in Pleven. It became
clear that the project would require painters for the icons, decorators
for the interior, carvers for the iconostasis, etc. Therefore, the idea
emerged to unite different types of artists in the implementation of
joint projects®. One of the programme goals of the members of the
Contemporary Art Association was to practically implement a syn-
thesis between plastic arts and architecture.

According to the reviewed sources, Tachev’s first church project in
Sofia was completed in 1911 and involved work on the murals in the
temple of St. Nicholas of Sofia the New?®. He worked together with

29 Obretenov, Stoykov, Trufeshev 1987: 72.

30 Bozhkov 1962: 23; Minekov, Rusev, Bozhkov, Domuschiev, Chuhovski 1984: 26.
31 Marinska 1996: 118.

32 Miteva 1997: 125.

33 Georgieva 2016: 65.

34 Minekov, Rusev, Bozhkov, Domuschiev, Chuhovski 1984: 30.

35 Georgieva 2001: 169.

36 Georgieva 2001: 169.

37 Kirov 1976: 33.

38 Temelski 2000: 116; CDA, f. 2005K, inv. 1, a.u. 754, p. 2.
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Fig. 3. Ornamental decoration of the sickle-shaped pediment of the arches that separates the
naos from the southern nave, the St. Alexander Nevsky Cathedral (1912). Photo V. Yontcheva

Gospodin Zhelyazkov, Stefan Ivanov, Nikola Petrov and Apostol
Hristov. The appearance of the initial artistic decoration of the tem-
ple is known%. According to H. Temelski, Haralampy Tachev has
completed the ornamental decoration*. Archive photographs from
the installation of the temple iconostasis show some details of this
work. In the apse, a frieze of medallions with inscribed crosses ran
under the Annunciation scene. In the pediment above the three apse
windows there was a complex composition of stylized floral motifs
and strands in the spirit of the Secession. On the soffits of the arches
an ornamental frieze of stylized flowers and integrated crosses was
also developed. By analogy, it can be assumed that all constructive
elements meant to highlight the temple’s architectonics were treated
in a similar manner. The figure compositions were also framed with
an ornamental frieze.

39 The temple’s narthex was painted with compositions (seven in number), the central dome
was painted with depictions of Jesus Christ and the Apostles; the apse was also painted, see
Svedenia 1951.

40 Temelski 2000: 116.



Fig. 4. Ornamental frieze in the dome of Sts. Heptarithmoi Church, detail. Photo V. Yontcheva

In 1936 the temple’s council took steps towards “restoration of the inte-
rior decoration” damaged by earthquakes, adverse weather conditions
and the roof repair that followed*'. A letter of Haralampy Tachev to
Protoiereus Vassiliy, chair of the Council of St. Nicholas of Sofia the
New, suggests that a team in which Tachev participated* would un-
dertake the restoration and complete the additional decoration®. The
envisaged work included cleaning of the interior walls, repair of the
ornamental decoration, repainting of the walls with “livelier” colors,
processing of the columns to resemble red marble/onyx and of the
pilasters and pedestals to imitate dark green marble, and restoration
and renovation of the saints” images at the entrances. In his letter
Haralampy Tachev noted explicitly that the planned volume of work
is huge and it is unthinkable to hire a common house painter, no mat-
ter how skilled he is, for the repainting, not to speak of the decorative

41 It is explicitly mentioned that the interior decoration of the temple excluding the icons is in
need of restoration, see CDA, f. 200K, inv. 1, a.u. 785, p. 2.

42 The letter does not mention the names of all the painters who would participate in the res-
toration.

43 The work is separated on ‘oil-based paint and decorative’, see CDA, f. 200K, inv. 1, a.u. 785, p. 4.
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work, as such a painter would not have the necessary special training.
In his own words, “It is known that temples, museums, theaters, etc.
are to be decorated by artists, not by common artisans...”#

It can be assumed that the planned restoration of the interior of the
church of St. Nicholas of Sofia the New was never performed, be-
cause in 1954, due to the poor condition of the murals, the Church
Council asked Apostol Hristov to restore the damaged paintings. An
agreement was reached, but eventually this offer also failed*. In 1966
the temple’s interior was partially painted anew by a team of artists:
Nikolay Rostovtsev, Karl Yordanov, Gospodin Georgiev and Georgi
Belstoyniev. Some of the old murals were cleaned from contaminants
and restored+.

In 1908, Haralampy Tachev wrote a letter to the Chair of the Council
of Ministers on behalf of the Committee of Painters in Bulgaria, asking
him to lobby in front of the Council so that all artists capable of such
work be able to participate in the artistic decoration of the St. Alexan-
der Nevsky Memorial Church. The Committee offered its cooperation
in order to achieve a fair and proportionate allocation of the work#.

The ornamental decoration of the St. Alexander Nevsky Memorial
Church was created by Boris Mihaylov, Mihail Sudovski, Vassiliy
Perminov and Haralampy Tachev#. Boris Mihaylov completed the
greatest share of the assignment*. Haralampy Tachev’s work was
second in significance and volume*. On 7 March 1912 the building

44 CDA, f. 200K, inv. 1, a.u. 785, p. 4 back.
45 Temelski 2019: 144.

46 These were: Christ Pantocrator in the central dome, St. John of Rila above the southern en-
trance, the compositions of St. Heptarithmoi and the Venerable Gabriel of Lesnovo, Prohor of
P¢inja and Joachim of Osogovo on the western wall, St. Euthymius, Patriarch of Tarnovo and
St. Theodosius of Tarnovo on the wall next to the entrance, the two angels on the western wall,
the angel above the western door and the angels on the arch of the balcony with medallions of
prophets, see Temelski 2019: 145.

47 CDA, f. 2005K, inv. 1, a.u. 144, p. 4.

48 Karavelov 1966a: 157-158.

49 Karavelov 1966: 206. In St. Alexander Nevsky church, B. Mihaylov worked on the words of the
Lord’s Prayer and the ornaments on the drum of the central dome, as well as the four texts on the
front sides of the arches of the main supporting columns, the ornaments on the front side of the
northern arch-shaped niche with a triple window, the imitations of mosaics in the domes of the
galleries, at the outer doors and the transitions to the side naves, the ornaments on the arches at
the stairs to the matroneum, etc. See: Radkova 1999: 88.

50 Karavelov 1966: 206.



Fig. 5. Preliminary drawing of an angel, Haralampy Tachev's archive
(CDA f. 2005K, inv. 1, a.u. 802, p. 1)
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commission concluded a contract with Haralmpy Tachev related to
the painting of ornaments in the southern part of the temple within
a 4-month period>.

Haralampy Tachev designed two types of ornaments for the front
side of the southern arched niche with the triple window (Fig. 1). One
of them, developed in the soffit of the blind arch, is large and quite
elaborate. It is framed by a second, smaller ornament. In the soffits
of the arches separating the naos from the southern nave there are
six different ornamental friezes (Fig. 2). His work was accepted in
July and his remuneration amounted to 5970 levs>2. The decorative
ornaments and the church symbols in the upper parts of the walls of
the southern gallery were developed by Boris Mihaylov®. Many of
them are repeated in the northern gallery. According to Karavelov,
Tachev also painted sickle-shaped pediments (Fig. 3). He received
this assignment in March 1913 and completed it for 150 levss. It
concerned the three frontons formed above the arches separating the
naos from the southern gallery. In each fronton Tachev depicted a
mirror Secession ornament developed on the two sides of a medal-
lion with the image of a saint®>. Unfortunately, today this artwork is
in poor condition. Still, according to the description of L. Karavelov,
the images of the saints were also painted by Tachev.

In 1936, during the “restoration” of the mural decoration of the
St. Alexander Nevsky church after the earthquakes, Haralampy
Tachev once again adopted a position regarding the professionals
who should be involved in this work. Tachev, Stefan Ivanov, Hristo
Berberov, Tseno Todorov and others sent an objection to the Council
of Ministers, the Ministry of National Education and the Union of the
Painters’ Associations in Bulgaria against the commissioning of the
work to artists who had not participated in the original painting of
the temple*. This act is demonstrative of the prestige carried by the
work on the artistic decoration of St. Alexander Nevsky and proves
that it was not motivated solely by material incentives.

51 Karavelov 1966a: 157.

52 Karavelov 1966a: 157.

53 Karavelov 1966a: 158.

54 Karavelov 1966a: 158.

55 The images from east to west are: St. Catherine, St. Stephen, St. Agapius.
56 CDA, f. 2005K, inv. 1, a.u. 747, p. 1, 2, 4.



After the Liberation the church of St. Spas was rebuilt. It was not
painted until 1925, likely due to a lack of resources. Apostol Hristov
and Haralampy Tachev worked on the murals in the church’s naos®.
This assignment was awarded through a bidding process involving
specific requirements for the potential contractors®®. On 15 July 1925
Tachev and Hristov concluded an agreement for the painting of the
temple’s decoration (excluding the icons). According to the assign-
ment Haralampy Tachev was to prepare projects for the ornamental
decoration in the church’s naos at a scale of 1:10 with paints and
in real size with contour. Apostol Hristov was responsible for the
implementation of the designs®. Interestingly, Article 5 of the as-
signment states explicitly that the participants in the tender must
be either decorators or icon painters, under the written guidance of
a decorator®. Unfortunately, there is no data on the appearance of
the finished murals.

The dome of the temple of Sts. Heptarithmoi was painted in 1926. The
project was authored and supervised by Stefan Badzhov. The available
literature supports the assumption that the ornamental decoration
was produced by Haralampy Tachev®’. Some researchers, however,
including Vera Dinova-Ruseva and Mariya Miteva, suppose that
the ornamental decoration is actually the work of Stefan Badzhov®:.

It is known that Haralampy Tachev participated in the initial team
assigned to paint the church®. His correspondence with the Church
Council of Sts. Heptarhitmoi shows that he was supposed to submit
sketches at a scale of 1:10 by 1 August 1926, but the painter failed

57 Sofiyskata 1994: 6; CDA, f. 2005K, Inventory 1, a.u. 761, p. 3-10.

58 The whole interior of the church at a height above four meters had to be decorated with or-
namental compositions in “strict church style” in combination, where the place requires it, with
different symbols, accessories, texts, etc. All arches had to be painted with dark sky blue paint
and decorated with stars and ornaments. The spaces meant for figure compositions (the apse, the
pendentives) would not be decorated, only framed. The windows would be framed in the same
manner. The capitals of the big columns and of the small columns in the matroneum, as well as
the pilasters would imitate old bronze.

59 CDA, f. 2005K, inv. 1, a.u. 761, p. 10.

60 CDA, f. 2005K, inv. 1, a.u. 761, p. 5.

61 Kalev 1979: 92.

62 Aunosa-Pycesa 1996: 15; Miteva 2014: 106.

63 On 5 December 1925 the artists Stefan Badzhov, Haralampy Tachev, Dimitar Gyudzhenov,
Nikola Marinov and Gospodin Zhelyazkov concluded a contract for the painting of artistic deco-
ration of the Sofia churches of Sts. Heptarithmoi and Sts. Cyril and Methodius, see CDA, f. 2005K,
inv. 1, a.u. 755, p. 7, 8.
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Fig. 6. Preliminary drawing of an archangel
for the dome of Sts. Heptarithmoi Church
(CDA, f. 2005 K, inv. 1, a.u. 1115, p. 3)

R
! -'-. 1

to meet the deadline®. On 23 De-
cember 1926, at a meeting between
the parties to the contract (Stefan
Badzhov, Haralampy Tachev, Dim-
itar Gyudzhenov, Nikola Marinov
and Gospodin Zhelyazkov), a de-
cision was made to dismiss Tachev
from the work on the dome murals
in the temple of Sts. Heptarithmoi
due to his failure to fulfill the con-
tractual obligations. The document
shows that the artist was obliged
to paint the images of four angels
and other depictions, but until that
moment he had only presented the
frieze running under the angels’
figures®. It seems that a conflict
had emerged between Haralampy
Tachev and Stefan Badzhov, be-
cause on 16 September 1927 Tachev
sent to Badzhov a notarial com-
munication requesting a detailed
account of the incurred expenses
and the received income for the
undertaking within three days in
order to determine the exact extent
of his rights to the project. With this
document Tachev notified Badzhov
that if the requested information
was not received within the spec-
ified term, he would file a fraud
case®.

The facts presented above make
it clear that Tachev has created a
frieze for the dome of Sts. Hep-
tarithmoi Church. This frieze is or-

64 CDA, f. 2005K, inv. 1, a.u. 755, p. 10.
65 CDA, f. 2005K, inv. 1, a.u. 755, p. 9.
66 CDA, f. 2005K, inv. 1, a.u. 755, p. 19.



namental, with interlaced patterns
(Fig. 4). It runs under the figures
of the angels and also frames the
windows. It is used functionally,
as a frame separating the images,
but also as an individual element
of artistic value complementing the
whole depiction. The archive of the
painter includes one preliminary
drawing of an angel (Fig. 5). Under
the angel Tachev has developed an
ornamental frieze very similar to
the one realized in the dome®. This
is a reliable proof of the authorship
of this element of the mural deco-
ration of the temple. Some of the
motifs used in the frieze (its top
and bottom parts) are evidently
influenced by the decoration of
old Bulgarian manuscripts, but the
core plant ornament is inspired by
the Secession. This combination
of Old Bulgarian motifs and con-
temporary European influences
represents a modernization of the
whole traditional church ornamen-
tal system in accord with the mod-
ern tendencies also observed in the
secular painting from the period.

The archive of the painter contains
preparatory drawings of the imag-
es of the seven archangels intended
for the dome®® (Fig. 6, 7, 8). The
question of why

these drawings have not been sub-
mitted on time remains open. After

67 CDA, f. 2005K, inv. 1, a.u. 802, p. 1.
68 CDA, f. 2005K, inv. 1, a.u. 1115, p. 1-7.
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Fig. 7. Preliminary drawing of an archangel
for the dome of Sts. Heptarithmoi Church
(CDA, f. 2005 K, inv. 1, a.u. 1115, p. 4)
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Fig. 8. Preliminary drawing
of an archangel for the dome
of Sts. Heptarithmoi Church
(CDA, f. 2005 K, inv. 1,

a.u. 1115, p. 6)



the rift in the relationship between Badzhov and Tachev the images
of the archangels were painted in accordance with a project by Ste-
fan Badzhov.

In 1930 Haralampy Tachev sent a letter to the Council of the Sts.
Cyril and Methodius church in Krasno Selo district with a project
for the painting of the temple®. The sketches are at a scale of 1:40,
completed in watercolor and pencil (Fig. 9). The letter says that the
whole decoration would be designed in “our strict church style”. At
certain places (according to the project) cherubim, symbols and oth-
er elements would be painted. All frames around the spaces where
figures would be painted, the frames of the windows, the doors and
the thickness of the brickwork would be decorated with “splendid”
ornamentation. A frieze would be crafted around the image of Christ,
the circular frame of the vault arch and the medallions of the four
evangelists and the apostles. Under the image of the Theothokos
Oranta, another frieze with a lamb of God motif would be painted.
On the vault, under the image of Christ, there would be a large orna-
mental cross with circular fields at its ends intended for the images
of the four evangelists. The frame around Christ would include the
words of the Lord’s Prayer. The line between the vault arch and the
vertical walls would be marked by a plaster cornice that could also
be decorated?.

The only available study on the temple declares that it was painted
entirely by the brothers Dechko and Radomir Mandov during the
period 1930-19327". When Tachev’s project is compared to the ac-
tual mural decoration of the church it becomes apparent that there
are many similarities between his idea and the painted murals. The
upright figures of the saints between the window openings are real-
ized, although smaller in size. The design of the pre-apse arch with
circular medallions bearing the images of saints is quite similar. As in
the project, the zenith of the apse is occupied by Theothokos Oranta
and the vault — by a medallion with the image of the Pantocrator?>.
It should be noted that during the period 1983-84 the mural deco-

69 CDA, f. 2005K, inv. 1, a.u. 773, p. 1, CDA, f. 2005K, inv. 1, a.u. 1009, p. 1.
70 CDA, f. 2005K, inv. 1, a.e.773, p. 1.
71 NINKN, f. C-997-10, 4. The church was researched by Rositsa Achkova in 1987.

72 This depiction has been overpainted. The information about it comes from an archive photo-
graph kept at National Documental Archive of NINKN. See: NINKN, f. C-g997-10, 1.
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ration was overpainted by Veselin Panaveev?3, which
suggests that the authentic look of the paintings was
partially changed. At this time, the medallion with the
image of Christ Almighty on the temple’s vault was
also painted over.

It is important to consider the fact that on 27 March
1925 Haralampy Tachev, Apostol Hristov and Decho
Mandov concluded an agreement (“union”) of mu-
tual understanding and co-ordination of interests in
the undertaking of artistic and decorative work in
churches. The 5-year agreement clarified their rights
and obligations during the performance of joint assign-
ments”¢. Notably, it was concluded before the start of
the painting of the murals in the St. Spas church where
all three contractors worked and remained in force
during the painting of the temple of Sts. Cyril and
Methodius. These facts lead to the assumption that
the original mural decoration of the church in Krasno
Selo district was painted in accordance with a project
of Haralampy Tachev whose conceptual design was
kept in his archives?.

The review of the painter’s work in Sofia churches

shows that he was acting in his capacity of decorator. After 1900
the understanding of decorative art and the need for this specific
profession came up on the social agenda?. The Secession provided
a possibility for the realization of coherent, ensemble solutions, es-
pecially in interior design”’. According to the definition of Dimitar
Daskalov, the main element in decorative art is the ornament which
represents beautiful combinations of various lines, shapes and fig-
ures”. In Bulgaria the Secession had two tendencies. The first and
more prominent one was the so-called “Bulgarian style” connected to

73 NINKN, f. C-997-10, p. 4.

74 The contract states specifically that no member of the union may enter agreements with other
painters regarding undertakings of the abovementioned type without the consent of the others.
See: CDA, f. 2005K, inv. 1, a.u. 760, p. 1, 2.

75 CDA, f. 2005K, inv. 1, a.u. 1009, p. 1.
76 Miteva 2008: 28.

77 Vasilchina 1992: 92.

78 Daskalov 1907: 18, 19.
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Fig. 9. Project for the painting of the Sts. Cyril and Methodius church in Krasno Selo district
(1930) (CDA, f. 2005 K, inv. 1, a.u. 1009, p. 1)

the romantic national interpretation of medieval elements and motifs.
The second Secession tendency was the exotic-floral interpretation
of the style which was less popular in Bulgaria and remained in the
shadow of the first one”.

Haralampy Tachev’s ornaments are a symbiosis between the medie-
val Bulgarian interlaced patterns and the richly leafed floral motifs of
the modern Secession line. Until the end of the 1920s and even later
the Bulgarian ornament had a very strong presence in all of Tachev’s
designs, including in decorative painting. The ornament — floral or
Old Bulgarian - in the work of the painter carries meaningful sym-
bolic messages. It has been applied quite creatively depending on the
intended use of the object and sometimes it is visibly mixed in ac-
cord with the international character of the style. Therefore, Tachev’s

79 Vasilchina 1992: 92.
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signature framing of both historical scenes and scenes and images
in church murals with old Bulgarian interlaced patterns represents
an attempt to “bulgarianize” the Secession®*. And so, in the realm of
church painting Tachev worked as a modernist. He transformed and
adapted the old Bulgarian style through the means of the Secession
to achieve modernization.

After 1900 the specific activity of the artist decorator was gradually
taken from the hands of non-specialist painters who were forced to
team up with artists or designers in order to improve their own qual-
ification®’. Tachev’s warning regarding the restoration of the interior
decoration of the church of St. Nicholas of Sofia the New in 1936 that
the decorative work should under no circumstances be entrusted to a
simple wall painter lacking special education is no coincidence®. The
decorator’s work also found support in the cultural policy for temple
painting at the time. The assignment for decoration of the church of
St. Spas of 15 July 1925 explicitly states that the bidders must be art-
ists — decorators or icon painters — mandatorily supervised by an artist
decorator®. According to the Regulations for construction, painting
and decoration of the Orthodox churches in the Kingdom?®, amended
on 6 July 1935%, the painting of churches and separate icons can only
be performed by artists certified by the Holy Synod. Certificates are
awarded to graduates of the National Academy of Art (Departments
of Painting and Decoration) who have successfully passed the routine
examination in church painting. Haralampy Tachev received such a
certificate on 11 May 1935, before the amendment of the Regulations®.

At this point it is important to make a clarification about authorship in
general. In science, there is no consensus on whether the authorship of
a work of art belongs to the person who came up with the idea, the one
who developed the project or the one who implemented it. As regards
to the church commissions completed by Tachev, the data reviewed

80 Georgieva 2016: 73.

81 Miteva 2008: 28.

82 CDA, f. 200K, inv. 1, a.u. 785, p. 4 back.

83 CDA, f. 2005K, inv. 1, a.u. 761, p. 5.

84 CDA, f. 2005K, inv. 2, a.u. 305, p. 13.

85 The Regulations were amended with the participation of Archimandrite Nikolai, who, at
the time, was the deputy rector of the Theological Seminary in Sofia, see CDA, f. 2005K, inv. 2,
a.e.305, p. 1.

86 CDA, f. 2005K, inv. 1, a.u. 48.



so far confirm that he was working as a designer of ornamental deco-
ration. This is the case with the murals in the temples of St. Spas, Sts.
Heptarithmoi and Sts. Cyril and Methodius, Krasno Selo district. At
the time when the mural decoration in these churches was painted, the
activities of art decorators were regulated by their contractual terms
and the law. The question of the authorship and the painting of the
ornamental decoration in the churches of St. Alexander Nevsky and St.
Nicholas of Sofia the New which has been ascribed to Tachev remains
open and could become the subject of a separate study.

Haralampy Tachev was among the few artists from the second post-Lib-
eration generation and the Contemporary Art Association who worked
in the field of church painting. One of the lines of conflict between the
newly established Association and the old Association for Support
of Art in Bulgaria, renamed to Association of Painters in Bulgaria in
1893, concerns the church commissions®. Still, in regard to church
painting, the conflict between the artists from the two associations
was not entirely based on their access to church resources, as some
researchers hypothesize®. It also stemmed from the new aesthetics
that the “young generations” were trying to establish in different art
types and genres, even in the conservative art of church mural and
icon painting. Haralampy Tachev’s ornament represents a revival of
traditions through the means offered by the modern Secession. The
statutes of the Contemporary Art Association cofounded by Tachev
convey a strong determination to “bulgarianize” the Secession through
the search and adaptation of national elements, then perceived by
academicians and realists like Mrkvicka and Mitov as ethnography.
Haralampy Tachev was among the first painters who started paving
the way for the Secession in church mural painting, a memorable
moment in the renovation of religious painting which, until then, had
been strictly subordinate to academism.

87 Protich 1953: 42.
88 Kirov 1976: 39.
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Xapaaamrm Tages n paborara My
B COPUMIICKNTE ITbPKBU

Beceauna Mowuesa

Tsopuectsoro Ha Xapasammnu TadeB e M3KAIOUMTEAHO Pa3HOOOpPA3HO U
pasraex4aHo B pasAMYHU aclleKTH OT peAulia asTopu. Bropexnu ue mpes
IIs1aTa CU aKTMBHaA TBOpYEeCKa Kapuepa XyA0>KHUKBT e aHTaXKMpaH C ITbp-
KOBHO M3KyCTBO, HerosaTa ITbpKOBHa IPOAYKIMS OCTaBa BCTpaHU OT M3-
caeaoBaTeAcKus uHTepec. HacToAmmsaT TekcT pasraexa Xy4oKecTBeHaTa
HNpOoAyKIN, KOsiTO Taues 11oaydasa KaTo IHOPBUKM U U3ITbAHABA 3a CTOANY-
Hute xpamose ,C. Hukoaa Hosn Coduitckn” (1911), xpam-mameTHuK ,,CB.
Azaexcanabp Hescku” (1912), ,Cs. Crac” (1925), ,,Cs. Ceamouncaenunm”
(1926), ,,Cs. cB. Kupua n Meroamit”, k. Kpacno ceao (1930). Konkpernure
AaHHU, pasriejaHy B TeKCTa, II0Ka3BaT, ye TOM ce M3sBsABa KaTo IIPOeKTaHT
Ha OpHaMeHTa/AHaTa geKopanus. B ceonte mpoeKkTn XyAOKHUKDBT ce OCAaH
Ha HOBaTa ecTeTMKa, KOSITO ce ONMTBAT 4a HaA0XaT YydeHOBeTe Ha JpyKe-
c1tBO ,ChbBpeMeHHO M3KYCTBO”, Ha KOETO TOil € ChOCHOBaTea. XapalaMIIN
Tayep e eauH OT II'bPBUTE Xy AOKHUIIY, KOUTO 3aI104BaT Aa HPOMIPABAT ITbT
Ha CeIleCHOHa B ITbPKOBHATa CTEHOIINC, KOeTO IIpeAcTaBAsBa 3abeaesKmTe-
J€eH MOMEHT B OOHOB/€HIETO Ha peAUTMO3HaTa XXUBOIIIC, A0 TO3U MOMEHT
CTpOTO IOAYMHEHa Ha akajeMM3Ma.
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Historical Protagonists on
Tangible-Intangible Architectural
Ornament[ation] across Spaces
and Times

Hee Sook Lee-Niinioja*
Independent Scholar, Finland

Abstract: Ornament is how symbolic significance or aesthetic beauty imparts to the
utility. Symbolic ornaments are elements for significance; aesthetic ones for beauty.
Its meaning has changed with cultural development and conditions. Ornament in-
corporates an inherent utilitarian form and facilitates a visual system of configura-
tion to grasp and unite multiple meanings. “How did ornaments influence historical
spaces and times?” Four protagonists (Vitruvius: Rome, Alberti: Renaissance, Rus-
kin: 19C, Loos: 20C) posited arguments on the ornament, ranging from representa-
tions, architecture, God’s pleasure, economy. This paper investigates these theories
underlining ornament as a cultural heritage.

Key words: Ornament, Cultural Heritage, Vitruvius, Leon Battista Alberti, John Rus-
kin, Adolf Loos

Definitions of Ornament

As to the definition of art and decoration, if a man is interested in
nature and emulates its work to expose his pleasure, it is art. If his
interest and pleasure in nature propel him to work further by staying

1 Dr. Lee-Niinioja is a scholar/journalist/artist/designer. Her researches are Hindu-Buddhist/Islamic/
Christian cultural heritage and Semiotics in texts-images.
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over the necessary form and colour, enhancing the effect of strength
or tenderness, it is decoration. Man praises nature and is fond of his
work by embellishing it. “‘Decorative art is, then, the expression of a
workman'’s interest, or pleasure in Nature and in his work.”

The term “ornament”, derived from the Latin ornamentum, interprets
to confer grace on the ceremonial object. It refers to embellishment.
Today, as an addition to their surroundings, things of no particular
use that give pleasure are called “ornament”>. In the broadest sense
of the landscape, a city functions as an ornament*. Despite a general
definition of ornament as symbolic or aesthetic, it does not satisfy its
core qualities. It is complicated but essential to understand its origin
in later artistic forms. The origin of ornament also can be traced back
to the Greek term Kosmos (universe, order, ornament).

Classical motifs —realistic or stylized — did not come from architecture
but from nature. Nature produced acanthus; the Ionic volute copied
the helix of a snail. Symbolic motifs related to social life and mythology
invented an egg and a dart to represent life and death. The subjects of
mythological motifs reflect the social relationship which humans have
taken towards nature and their gods. Ritual passages, mythical features,
attributes, and images provide the iconographic heritage of ornaments®.

Ornament, like language, is originally bound up entirely with myth.
It is only much later that it achieves its purely representational,
purely “aesthetic’ role, only as the magic circle with which mythical
consciousness surrounds it is broken’.

Ornament, with its history, contains all the shapes and patterns in
which humans have engaged in buildings. It connects content and form
and elaborates on how the visual appeal of form predominates over
the emotional or intellectual content. Ornament is a sole visual art for
pleasure or beauty, imparting to the objects®. Regardless, ornament

Collingwood 1883: 17-18.
Bloomer 2002: 15.

Smeets 1975: 161.
Bloomer 2002: 15.
Porphyrios 1991: 64.
Porphyrios 1991: 67.
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Trilling 2001: 13-14.



serves architecture: (i) It links parts of an object to the natural finish of
the process-making, (ii) it brings life to the empty spaces, and (iii) it
signifies one part’s relationship to another in a building?.

A border between architecture and ornament suggests anything be-
yond the functional ones as an ornament. A monumental ornament

of columns in a Greek temple is an architectural property; ornamental

cornices indicate the additional function. Accordingly, ornament needs

examination in tandem with the whole building. Ornamentation needs

to be based on the close relation to all elements such as the function of
the construction, material, design elements and principles*. Ornament
is ‘the chosen home of metamorphoses” and resides in a habitat that
permits metamorphosis. Within the space of practical objects, facts and

expressions of utility should be initially transformed™'.

Ornament evolves, sometimes slowly and incrementally, more re-
ally by quantum leaps, but even the slow evolution leads, in time,
to something genuinely new™.

The Four Protagonists
Vitruvius (81—15 BC): The Imperial Rome

Ten Books on Architecture was written during the Augustan first century
BC. The Vitruvian term “ornament” is associated with the figurative
equipment, representational things, and proportions of the Greek
temples which adorned architectural orders. His concept brought
back the Greek thoughts of Pythagoras and Plato. The Pythagoreans
focused on how numbers play a role in manifesting natural energy
and order, while Plato abstracted the notion of ideal and immaterial
love. Vitruvius introduced an invented story of a young girl for the
luxurious Corinthian order; thus, the female beauty became involved
in the ornament* (Fig. 1).

9 Snodin & Howard 1996: 63.

10 Smeets 1975: 165.

11 Focillon 1942: 18-19; cited by Bloomer 2002:27.
12 Trilling 2001: 21.

13 Bloomer 2002: 18.
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Fig. 1. Vitruvius book on Corinthian acanthus; Interior of the Pantheon, Rome.
Photo H.-S. Lee-Niinioja

Despite his understanding of the technical advances of concrete vault-
ing and new building types in his time, he showed more interest in
recording how Hellenistic architects designed temples as a guide for
buildings. He codified the elements of columns, called “orders™.” A
critical theme in his books is that proper practice depends on mastering
an extensive range of theoretical and practical knowledge.

Architecture as a ‘liberal art” is the most characteristic of the Vitruvian
idea. The architect should possess personal talent, specializing in prac-
tical knowledge and broad education in liberal arts. This increasing
awareness can provide architecture with flexible, secure, and valued
creation. The architect demands six qualities: Order, Arrangement, Eu-
rhythmy, Symmetry, Fitness, and Economy™. Vitruvius” book reveals
his view on Hellenistic knowledge, a personal critique of Augustan ar-
chitecture, and creativity through his ambition, lacking informed vision.

Vitruvius, like much of the late Republican culture, exudes a confident
synthesizing eclecticism, respectful of inherited tradition, selectively

14 Alberti 1999: ix.
15 Harvey 1972: 21.



admiring of foreign accomplishments, and confident of personal ability
creatively to synthesize these influences16.

Leon Battista Alberti (1404-1472): The Renaissance

During the Renaissance, a traditional notion to separate function and
ornament was set down by Alberti (Fig. 2). In a theoretical guide in
architecture De re aedificatoria (1452), Alberti demarcated between
structure and ornament, leading to the customary discussion of ar-
chitecture principles for centuries. He followed Vitruvius’ book, the
only surviving ancient source in the Renaissance. Both dealt with
the practical aspects of architecture and instruction on applying or-

nament'’.

¢ FEEEEEEEEEEEEELE] -
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Fig. 2. Alberti (1804) Della pittura e della statua, Societa Tipografica de” Classici Italiani, Milano,
Santa Maria Novella. Photo H.-S. Lee-Niinioja

16 Vitruvius 1999: Introduction (the last page).
17 Snodin & Howard 1996: 67-68.

397 S -
C A5

Personalia



398
¥ ¥

However, Alberti began consciously anew while Vitruvius was the-
orizing about architecture in the city and the colonies of the Empire,
easily visited by him and his readers. Alberti appealed to buildings
depicted in ancient literary sources, access to the bravest travellers,
and apparent as ruins. He believed that a new architecture came from
the texts and ruins as solemn and impressive as the ancients. The
decisive criterion is neither the written nor the ruined examples, but
nature herself*.

De re aedificatoria was written when the urbane Italians started to chal-
lenge the provincial Gothic. For Alberti, the term “beauty” implies a
reflection of the remarkable works of nature. Beauty is innate to the
architect’s ordering of utility. Beneath the beauty, there is a utility
recognizable. Besides, Alberti claimed ornament as a form of divine
light and perfection to beauty. It possesses the character of something
attached or added to the practical and inherent beauty of architecture.
The Renaissance Italian architecture bears decorated wall construction,
in which the column was both an optional and often unnecessary means
of structural support. Alberti’s classical order of the column was an
added bearer of the beauty inherited from ancient architecture. It lift-
ed the building status by making the spirit of the lost golden city of
Rome more visible. The beautiful ornamental elements on the ordinary
Renaissance building took from a distant and sacred past* (Fig. 2).

John Ruskin (1819-1900): The Nineteenth Century

Of historical theories on the ornament, the term “ornament” represents

more often something applied to architecture in the nineteenth cen-
tury. The century was a revolt of ornament and was one of the most

creative periods. Theoretical understanding between architecture and

ornament was confused by significant developments. It was the epoch

of the Enlightenment and the triumph of the rational over the irrational.
As a particular property of human thought and expression, ornament

could be explained philosophically or psychologically=.

18 Alberti 1999: ix-X.
19 Bloomer 2002: 19-20.
20 ibid: 24-25.



Fig. 3. Ruskin’s Gothic Doge Palace capitals, Venice, The Seven Lamps of Architecture; present.
Photo Airin

Moreover, the idea that ornament has a purpose occupied the people’s
minds of the nineteenth and early twentieth century. It was a socie-
ty where unqualified, cheap, mass-produced objects had drastically
increased, consumed by a new urban middle and working-class for
their homes. The series of international exhibitions starting with the
Great Exhibition in London in 1851 endowed opportunities to grasp
handbooks of historical ornament*.

People regarded medieval buildings as antiquity, documenting and
measuring them. They discovered the wealth and creativity of the
ornament and restored them after centuries of neglect. A Victorian
critic and moralist, John Ruskin, spoke of the necessity for a break
between ornament and its structure. He sought to define ornament
by assuming principles of design. Since Alberti, clothing the building
gave falsehood on its meaning. In his view, ornament should not serve
the building construction and its function; instead, it could articulate
itself as a creative application of the rich detail in nature.

Connect the delight which you take in ornament with that which
you take in construction or in usefulness. They have no connection,
and every effort that you make to reason from one to the other will

21 Snodin & Howard 1996: 11.
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blunt your sense of beauty ... Remember that the most beautiful
things in the world are the most useless; peacocks and lilies for
instance®.

Ruskin found his ideal guidance in the medieval work on the styles
(Fig. 3). The moral condition of a society could be understood by the
character of its ornament and the way it is carried out. The Gothic or-
nament holds the true morality of integrity. Due to the expression of
Christianity, it was executed by craftsmen inspired by nature®. In The
Seven Lamps of Architecture (1849), Ruskin questions if the carver was
happy during his stonework. Thoughtful and happy artisans made
the Gothic carving true and noble.

Adolf Loos (1870-1933): The Twentieth Century

Ornament and Crime is the most crucial text to Loos’ philosophy on the
ornament in the twentieth century. It appeared in “Der Sturm” in Berlin
(1902), related to avant-garde expressionists against the extravagant
Art Nouveau. One criticism concerns an economic question, arguing
the absurdity of ornament through aim, costs, and production in the
modern industrial civilization.

Since ornament is no longer a natural output of our culture, and
so that it is a phenomenon either of backwardness or degeneration,
the work of the ornamentor is no longer adequately remunerated.

Ornamentation is a waste of effort and health. The quality of an object
cannot be judged in abstract terms but should be evaluated according
to the time, costs, and techniques in its manufacture. The elimination
of ornament simplifies the mass-production of utilitarian objects, as-
sisting the social economy?*. As no organic connection exists between
ornament and culture, it wastes material and capital®.

22 Ruskin 1853, 2001: 38.

23 Snodin & Howard 1996: 12.

24 Ruskin 1853, 2001: 36-37.

25 Loos 1908: 22, cited by Gravagnuvolo 1995: 66.
26 Gravagnvolo 1995: 66.

27 Loos 1908: 22.



Fig. 4. Loos House in Michaelerplatz, Vienna. Photo T. Ledl

Loos removed neo-classical mouldings from the facade at the Gold-
mann and Salatsch shop in Vienna and regarded any excessive orna-
ment as vulgarity (Fig. 4). For him, Ruskin and the design reformers
in Victorian England had placed on the superiority of primitive and
exotic craft traditions, but the inferiority of ornament in the industrial
period is a higher civilization phenomenon. Loos” article of 1898 tes-
tifies: “The less civilized a people is; the more prodigal it will be with
ornament and decoration’?.

Another argument was accorded to the latest thinking of understand-
ing ornament in psychological terms. Ornament betrays a regressive
nostalgia sublimated in the desire to mask human beings” deepest
needs for erotic expression. Loos was controversial against all deco-

28 cited by Gombrich 1979: 60.
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ration styles, as the ornament deceives and denies the quality of the
materials it decorates?.

Three distinctions can be argued in this epoch. (i) Modernization
facilitates artisans out of work, replacing low-cost, machine-made
imitations. It distressed the quality of life. (ii) The ornament was for
everything that made the pleasure possible. People underlined the role
of the right ornament to help Western civilization survive. (iii) The West
had the revival of the Classical and Gothic satisfied the needs of this
century. Loos realized that alternation of traditional ornament would
not reply to the new demands of the time, but others maintained that
ornament protects against modernization. The importance of applied
art for a better life in a modernizing world came from the nineteenth
century’s social aesthetics™.

Conclusion

Tangible heritage includes built heritage and other creative products
bearing cultural significance in societies. Intangible heritage designates
the practices, representations, expressions, knowledge, objects, and
cultural spaces. Transferred-recreated by generations, cultural heritage
puts forward a sense of identity and continuity, strengthening respect
for cultural diversity and human creativity.

This paper explains different theories of ornament through time and
space. However, its notion related to cultural heritage seems missing
because history fills physical and non-physical manifestations together
with time and space. Therefore, in the author’s view, the ornament
inherited to societies for its use through generations is a tangible-in-
tangible cultural heritage. Its challenges to categorize it as heritage are
waiting for contemporary scholars.

29 Snodin & Howard 1996: 9o.
30 Trilling 2001: 191-193.
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Vicropudecky IpOTaroHNCT Ha MaTepraaHoO
HeMaTepMaAHNs apXUTeKTypeH OpHaMeHT
B IIPOCTPaHCTBOTO U1 BpeMeTO

Xuu Cyx Auii-Huurnuos

B ernD

e S

Crarusara ce onmTsa 4a AepuHMpPa CMBOAMKATa J eCTeTKaTa Ha OpHaMeH-
Ta IIpes3 1orae/a Ha YeTupuMa TeOpeTULlM Ha apXuTekTypaTa. 3a Burpysuii
(PrM) opHaMEHTBT e CBbp3aH ¢ PUIYPATUBHOCTTA, C pelpe3eHTaI[IOHHN-
Te PYHKIIMU ¥ C IPOIOPLNNTE Ha OpAepuTe B APEBHOTPLIIKITE XpaMOBe.
3a ga KOAMpa apXUTEKTYPHITE OpAepH, apXUTEKTHT TpsIOBa 4a IIpHUTeXKaBa
TaJaHT, IpaKTUYEeCK) 3HaHI: U IIMPOKO oOpa3oBaHie B 004acTTa Ha XyMa-
HUTapHNUTE HayKu U u3KycraTta. Aabeptu (PenecaHc) TBbpau, 4e OpHaMeH-
TBT e popMa Ha HO>KecTBeHa CBETAMHA U ChbBbpIIIeHa KpacoTa. OpHaAMEHTHT
CBIIIO TaKa IIpUTeXKapa CeluPUKIUTe Ha CBhP3aHOTO UAM 400aBeHOTO KbM
Ile1echoOpasHaTa U BpoJeHa KpacoTa Ha apxmurekrtypara. Pockun (XIX B.)
TOBOPM 3a pa3pMBa MeXJAy OpHaMeHTa I Herosarta CTpykrypa. OpHamen-
TBT MOXe a ObJe apTUKyAMpaH KaTo TBOPYECKO IIPIAO0KEeHIe Ha IIUIITHILT
Aetaiia B mpupogara. Kpurtukara Ha Jlooc (XX B.) agpecupa eAVH MKOHO-
MIYecKM BBIIPOC, M3THKBAMKM aOCypAHOCTTa Ha OpHaMeHTallusTa Jpe3
pob.eMnTe Ha ITpeAHa3HaYEHNETO, Pa3XOANUTe U IIPONU3BOACTBOTO B ChBpe-
MeHHaTa MHAYCTpMaAu3UpaHa IIMBIUAN3aI VL.






List of Contributors

Alexander Kuyumdzhiev
Institute of Art Studies, BAS (Bulgaria)
kuyumdzhiev.al@gmail.com

Alper Metin
Sapienza University of Rome (Italy)
alper.metin@uniromal.it

Anna Adashinskaya

New Europe College (Romania)
Institute of Oriental Studies (Russia)
adashik@gmail.com

Baiba Jaunslaviete
Jazeps Vitols Latvian Academy of Music (Latvia)
baiba.jaunslaviete@jvima.lv

Darina Boykina
Institute of Art Studies, BAS (Bulgaria)
darinaboikina@yahoo.com

Elina Anastasova
Institute of Art Studies, BAS (Bulgaria)
elina_91@abv.bg

Elisaveta Moussakova
National Academy of Art (Bulgaria)
emoussakova@gmail.com

Emmanuel Moutafov
Institute of Art Studies, BAS (Bulgaria)
moutafovl@gmail.com

Hee Sook Lee-Niinioja
Independent scholar (Finland)
leeheesook@hotmail.com

Ioannis Perrakis
Independent scholar (Greece)
iperrakis@theol.uoa.gr

Ioannis Vitaliotis

Research Centre for Byzantine and Post-Byzantine Art
of the Academy of Athens (Greece)

isvital@yahoo.com

406
iy



Journeys

Ivan Vanev
Institute of Art Studies, BAS (Bulgaria)
ivangel@abv.bg

Kristina Yapova
Institute of Art Studies, BAS (Bulgaria)
yapovak@abv.bg

Marianna Oikonomou
Independent scholar (Greece)
oikonomoumarianna@gmail.com

Marina Koleva
Institute of Art Studies, BAS (Bulgaria)
koleva_marina@yahoo.com

Sophia Menenakou
Independent scholar (Greece)
sofiamenenakou@gmail.com

Tereza Bacheva
Institute of Art Studies, BAS (Bulgaria)
tereza.bacheva@gmail.com

Vesselina Yontcheva
Institute of Art Studies, BAS (Bulgaria)
vesselina.yontcheva@gmail.com

407



MskycrBoseackn yetenms 2021

ITEPCOHA /M1

MHCTI/ITyT 3a U3cAeABaHe Ha U3KyCTBATa, BFAH

ChCTaBUTEAN
Emanyea MyTtados
Maprapura Kyiomaxuesa

oG

g i

peaaxrop
Mapmnsa Jeadesa

IIpeBoJ,
Mmumna IlapackesoBa
Mapmnsa Jeadesa

KopHuIia
Aanuea Heues

Ipejriegar
Aanunea Heues

revaT
JlafipeKT ChpBUCH3

ISBN 978-619-7619-06-5
ISSN 1313-2342

Art Readings 2021

PERSONALIA

Institute of Art Studies, BAS

Edited by
Emmanuel Moutafov
Margarita Kuyumdzhieva

i3

Copy-editor
Maria Delcheva

Translation
Mina Paraskevova
Maria Delcheva

Cover
Daniel Netchev

Content Management
Daniel Netchev

Press
Direct Services

ISBN 978-619-7619-06-5
ISSN 1313-2342



	Worshipers and Gods: Scenes on the Roman Votive Reliefs from the Territory of Bulgaria
	
Marina Koleva

	За два римски портрета 
от територията на Никополис 
ад Иструм
	
Елина Анастасова

	The Testimony of the Inscriptions 
in Their Iconographical and 
Historical Context in the Church 
of the Transfiguration at Sotera 
	(Famagusta District, Cyprus)
	Emmanuel S. Moutafov,

	Един сред многото 
	Елисавета Мусакова

	Понятието musicus в контекста на идеята за личност (върху примера на Summa musice от ХIII век)
	Кристина Япова

	Tsaritsa Jelena of Serbia as an Independent Patron of Arts between 1355 and 1366
	Anna Adashinskaya 

	There are more Questions than Answers: The Post-Byzantine Painter’s Signature in the Ottoman Balkans
	
Ioannis Vitaliotis

	Pope Sylvester from the St. Stephen Church in Nessebar
	
Tereza Bacheva

	Icon Painters from Nezera, Achaia: 
A workshop of Post-Byzantine Artists in 18th Century Peloponnese
	Marianna Oikonomou

	Ηieromonk Damascene from Ioannina: The Founder of the Most Prominent Religious Painting Workshop on Mount Athos at the Turn of the 
	18th Century
	
Ioannis M. Perrakis

	A Family Of Painters In 18th Century Mani: The Workshop Of The Painter Panagiotis Klerodetis 
	Sophia Menenakou

	Липсваща персоналия – зограф Йоан от Ахтопол
	Александър Куюмджиев

	A Case of Self-Expression in Various Arts: Poet, Pianist-Composer and Music Critic Hans Schmidt (1854–1923)
	Baiba Jaunslaviete

	Някои наблюдения върху мощехранителницата от Етрополския манастир „Варовитец“
	
Дарина Бойкина

	A New Perspective On Bulgarian-Turkish Architectural Interactions: Understanding Fichev’s Work Within The Context Of Late Ottoman Baroque
	Alper Metin

	Paintings by Haralampy Tachev 
in Sofia`s Churches
	Vesselina Yontcheva

	Historical Protagonists on Tangible-Intangible Architectural Ornament[ation] across Spaces 
and Times
	Hee Sook Lee-Niinioja 
Independent Scholar, Helsinki

	_Hlk63165817
	_Hlk66287063
	_Hlk66552353
	_Hlk69223943
	_Hlk69455999
	_Hlk68001721
	_Hlk69324925
	_Hlk67940289
	_Hlk67940305
	_Hlk67940376
	_Hlk67940390
	_Hlk67940460
	_Hlk67940496
	_Hlk67940514
	_Hlk67940538
	_Hlk67990529
	_Hlk62481618
	_Hlk528484548
	_Hlk528424191
	_Hlk527905054
	_Hlk527907016
	_Hlk36627452
	_Hlk527908095
	_Hlk527903845
	_Hlk527908854
	_Hlk528430451
	_Hlk527908833
	_Hlk527908280
	_Hlk528424002
	_Hlk528490039
	_Hlk528490069
	_Hlk528489058
	_Hlk528505680
	_Hlk35856550
	_Hlk36629063
	_Hlk36562269
	_Hlk68544205
	_Hlk74579117
	_Hlk68605670
	_Hlk68801298
	_Hlk68610597
	_Hlk68692217
	_Hlk68612714
	_Hlk68621012
	_Hlk74745257
	_Hlk74572128
	_Hlk71203169
	_Hlk66101361
	_Hlk68426803
	_Hlk71203361
	_Hlk71203313
	_Hlk71203269
	_Hlk83134712
	_Hlk83134454
	_Hlk65505011
	_Hlk71218495
	_Hlk71203588
	_Hlk71203617
	_Hlk65505942
	_Hlk71203660
	_Hlk65503983
	_Hlk71204925
	_Hlk71204477
	_Hlk68428050
	_Hlk71204511
	_Hlk65505658
	_Hlk71204565
	_Hlk71204596
	_Hlk71204631
	_Hlk71204672
	_Hlk68606398
	_Hlk68875332
	_Hlk68874256
	_Hlk68617420
	_Hlk83134201
	_Hlk83134135
	_Hlk83720816
	_Hlk83720857
	_Hlk83720897
	_Hlk83720923
	_Hlk74745820
	_Hlk69645002
	_Hlk69313924
	_Hlk70163750
	_Hlk69313953
	_Hlk70103132
	_Hlk71656129
	_Hlk71664815
	_Hlk71403823
	_Hlk67506629
	_Hlk79358548
	_Hlk67586716
	_Hlk72573871
	_Hlk71826819
	_Hlk71654641
	_Hlk71654706
	_Hlk72182669
	_Hlk71655538
	_Hlk71398914
	_Hlk71669204
	_Hlk71179977
	_Hlk71665119
	_Hlk71667244
	_Hlk71179935
	_Hlk71256350
	_Hlk70162022
	_Hlk70161666
	_Hlk70162704
	_Hlk70336695
	_Hlk70163418
	_Hlk71830578
	_Hlk70163440
	_Hlk70253640
	_Hlk71256563
	_Hlk71178984
	_Hlk70098880
	_Hlk70161983
	_Hlk70098783
	_Hlk70163857
	_Hlk70317109
	_Hlk70098857
	_Hlk71399485
	_Hlk72441182
	_Hlk71830757
	_Hlk70184908
	_Hlk70253874
	_Hlk72614931
	_Hlk70199978
	_Hlk72615248
	_Hlk70187328
	_Hlk70102233
	_Hlk72441976
	_Hlk72442287
	_Hlk70103400
	_Hlk70102413
	_Hlk71190656
	_Hlk71191162
	_Hlk71191109
	_Hlk71191483
	_Hlk71190808
	_Hlk71391685
	_Hlk71195906
	_Hlk71238037
	_Hlk71199463
	_Hlk71208534
	_Hlk71200997
	_Hlk71222566
	_Hlk71189367
	_Hlk71202189
	_Hlk71202090
	_Hlk71207655
	_Hlk71207375
	_Hlk71208229
	_Hlk71208045
	_Hlk71396929
	_Hlk71394359
	_Hlk71222803
	_Hlk71396730
	_Hlk71394231
	_Hlk71220725
	_Hlk71220392
	_Hlk71668846
	_Hlk71191564
	_Hlk71222095
	_Hlk79354783
	_Hlk71223037
	_Hlk71401330
	_Hlk72703385
	_Hlk71238242
	_Hlk71351706
	_Hlk71199318
	_Hlk71195721
	_Hlk71200326
	_Hlk71400018
	_Hlk75908730
	_Hlk74044218
	_Hlk75458168
	_Hlk75116871
	_Hlk74045443
	_Hlk74045367
	_Hlk74411700
	_Hlk76462437
	_Hlk76462469
	_Hlk76462793
	_Hlk76469293
	_Hlk76469453
	_Hlk74327791
	_Hlk76480502
	_Hlk75908914
	_Hlk74418935
	_Hlk74819916
	_Hlk75155442
	_Hlk75434435
	_Hlk75206253
	_Hlk75207878
	_Hlk75218276
	_Hlk50058495
	_Hlk50150175
	_Hlk77783844
	_Hlk49882563
	_Hlk49414461
	_Hlk49361723
	_Hlk55737808
	_Hlk50492850
	_Hlk66627714
	_Hlk66472550
	_Hlk66555018
	_Hlk66555088
	_Hlk66615784
	_Hlk66483078
	_Hlk66473093
	_Hlk66372884
	_Hlk77846683
	_Hlk66573502
	_Hlk66573564
	_Hlk66482976
	_Hlk66482885
	_Hlk66482749
	_Hlk66626910
	_Hlk66607594
	_Hlk66606673
	_Hlk66473540
	_Hlk49677041
	_Hlk66458449
	_Hlk66516198
	_Hlk66523605
	_Hlk66474025
	_Hlk66483642
	_Hlk66472233
	_Hlk66605925
	_Hlk66607547
	_Hlk66608793
	_Hlk50484778
	_Hlk66471762
	_ftnref4
	_ftnref5

