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Diagramming the Direction of History:
Succession of Empires from the Trojan
Past to the Angevin Future

Elena N. Boeck’
DePaul University

Abstract: Can the vastness of world history be encoded in a single image? A tantaliz-
ing, highly original, 14"-century diagram of succession of world empires sought to
accomplish that. Its center is not Jerusalem, but the Mediterranean sea. Four labeled
cities enclose it and complete its history: Troy, Rome, Constantinople, and a myste-
rious Agalatea. Though its universalizing spirit is that of mappaemundi, its purpose
is very different from medieval Christian images. The ground-breaking image offers
a progression of history in exclusively imperial terms. This study argues that the
diagram encodes a distinctly opportunist, Angevin view of history.

Keywords: Troy; Rome; Constantinople; maps; Angevin; Historia Troiana; Galatea

... it is not possible to think without an image.
For the same effect occurs in thinking
as in drawing a diagram?.

Can the vastness of world history be encoded in a single image? A
tantalising, highly original diagram of world empires in a luxurious
and very important 14"-century manuscript seeks to accomplish that.

1 Elena N. Boeck (Ph.D, Yale) is Professor of History of Art and Architecture at DePaul University. She
is the author of Imagining the Byzantine Past: The Perception of History in the Illustrated Manuscripts of
Skylitzes and Manasses (Cambridge 2015) and The Bronze Horseman of Justinian in Constantinople: The
Cross-Cultural Biography of a Mediterranean Monument (Cambridge 2021). Email: eboeck@depaul.edu

2 Aristotle De memoria et reminiscentia 449b31-450a1; Ackrill 1987: 207.



Its centre is not Jerusalem, but the Mediterranean sea, which thus be-
comes mare nostrum. Four labelled cities enclose the sea and complete
its history: Troy, Rome, Constantinople, and a mysterious Agalatea.
Though its universalising spirit is that of mappaemundi, this version
is very different from medieval Christian images®. Placed as the first
full-page illustration, it embodies a parallel narrative of the unfolding
of history. The ground-breaking image offers a most original pro-
gression of history in exclusively imperial terms, as translatio imperii.
This study argues that the diagram encodes a distinctly opportunist,
Angevin view of history.

An Exceptional Manuscript

The luxurious Historia Troiana (British Library, Royal 20 D I) has been
hailed as the most authoritative collection of medieval French narratives
of the Trojan war, “a kind of “ultimate” history of Troy in the mediae-
val French tradition’+. This manuscript has attracted the attention of
literary historians and linguists, particularly in the last two decades>.
Its text represents an exceptionally important intellectual stage in the
vast and complex manuscript tradition of the wildly popular Trojan
legend, because it interweaves two discreet traditions of the Trojan
narrative: those of the Roman de Troie and those of the Histoire ancienne
jusqu’a César®.

Both the Roman de Troie and the Histoire ancienne jusqu’a César were
created in dialogue with the Crusades, as was the London manuscript.
The earliest version of the Roman de Troie was a versified romance, com-
posed by Benoit de Sainte-Maure at the court of Henry II Plantagenet,

3 For an overview of medieval maps, see Edson 1997; Woodward 1987: 286-370.

4 Williams 1984: 68, 60. The manuscript entered the collection of Charles VI of France by 1394. It
was so admired at the French court in the late 14™ century that it was copied twice: first for the
king’s brother and bibliophile of exquisite taste, Jean duke de Berry (Paris, BN Ms. Fr. 301), and
then for a member of the circle of Béraud III Count of Clermont (BL, Stowe Ms. 54). Rouse, Rouse
2000: 293-96; Avril 1969: 300-314.

5 Barbieri 2019: 1-26; Desmond 2018: 411-431; Gaunt 2016: 27-47; Barbieri 2014: 825-827; Desmond
2013: 189-195.

6 In relation to the versions of the Roman de Troie the text of the London manuscript is known as
Prose 5 (the fifth prose redaction). Jung 1996: 505-526 (for Prose 5), 532-536 (for this manuscript).
In reference to the Histoire ancienne jusqu’a César it is the second redaction. Desmond 2017: 181.



ca. 1165 in old French’. Intended by Benoit for oral performance, the
Roman became an international sensation, was translated into numer-
ous European languages, and underwent over a dozen adaptations in
the course of the following two hundred years®. Just in French alone,
there are some 350 surviving manuscripts®. Histoire ancienne was created
in Flanders, in the early 13™ century for Roger IV, castellan of Lille™.
The text circulated widely and was actively copied in the thirteenth
through 16™ centuries™, surviving in over a hundred manuscripts’.
There are dozens of extant illustrated manuscripts, most of them were
produced in the 14— 15™ centuries®.

The London manuscript discussed here was produced in Naples, in
the 1330s, in the circles of the Angevin court, and possibly for Rob-
ert of Anjou', the king of Naples (1309-1343), and the titular king of
Jerusalem and Sicily®. The full-page illustrations of the manuscript
(including the representation of the world) have been attributed to the
hand of Cristophoro Orimina, an important and prolific painter at the
Angevin court™. The extremely luxurious manuscript contains over
300 miniatures (more than 120 dedicated to the Trojan narrative)™, as
well as historiated and ornamental initials. This book was meant to
make an impression, and it did. And yet, the visual narrative of the
manuscript has not received sustained attention from art historians®.

7 In the prologue Benoit informs his audience that his narrative is not based on Homer (whose
account was not known to Benoit, even though Benoit confidently declared that Homer had lied),
but on an account of a purported eye-witness, Dares of Troy (lines 45-144). For an introduction to
the 12"-century Angevin context of the romans antiques, see Battles 2001: 163-76.

8 Jung 1996: 10.
9 Jung 1996: 10.
10 Montorsi 2016: 151-168.

11 Initially they circulated particularly in Flanders, Northern France, and the Crusader territo-
ries, and to some extent in Italy. Morcos 2021: 278; Jung 1996: 353-355; Oltrogge 1987: 13-20, 35-36.

12 Rochebouet 2016: 169-203; Jung 1996: 340-358.

13 Oltrogge 1987; Derbes, Sandona 2004: 187.

14 Gaunt 2016: 28.

15 Kelly 2003.

16 These are fols. 26v, fol. 67r, 154r, 172r. Perriccioli Saggese 2010: 113.

17 Buchthal 1971: 177. For the catalogue record, see https://www .bl.uk/catalogues/illuminated-
manuscripts/record.asp?MSID=8327 [accessed 5.05.2023].

18 Perriccioli Saggese 2010: 113-115; Buchthal 1971: 16-19; Cipollaro 2013; Avril 1969: 291-328.
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The London manuscript stands out for its vast intellectual horizons™,
for its secular structure of history, as well as for its presentation of the
Trojan narrative which was grounded in the eastern Mediterranean
context. Unlike the majority of versions of Histoire ancienne, which begin
with the Biblical creation of the world and end with the conquest of
Gaul by Julius Caesar®, the London manuscript omits the Biblical and
Near Eastern moments of history, choosing to start in Thebes'. In the
medieval imagination Thebes functioned as the forerunner conflict to
Troy*?, and ends with the consular period in Rome?*. A vast majority
of the manuscript, folios 27-193v, contains a grand, expanded elabo-
ration of the Roman de Troie, for which our diagram of world empires
serves as the opening image.

The imperial diagram of the spatio-historical process is a visualisation
of a martial enterprise, which builds upon the ethos of the text and of
the other illustrations. The version of the text chosen for this manuscript
had been created in the 13"-century colonial context of the Crusades,
in the principality of Morea (modern Greek Peloponnessos), which in
the 14" century was an Angevin possession®. Since the Trojan narrative
regales in collisions of civilizations, violence of conquest, and dispersal
of peoples, here it serves as an anthem of Angevin imperial ambitions*.

In the London manuscript the distant Trojan past is transformed into the
contemporary context by deploying coats of arms of the Angevin rulers,
of their family members and allies, which grace the shields of heroes,
caparisons of their horses, and pennants of their troops?. The Angevin
coats of arms — dominated by the fleur-de-lis on blue background —ap-
pear in a successful conquest and daring long-distance operation prior

19 It includes the earliest extant Ovid’s Heroides in French. Desmond 2013: 189. This means that
literary love letters become historical documents. Desmond 2013: 191.

20 Jung 1996: 337-340.

21 Barbieri 2002: 111-112; Jung 1996: 534.

22 Battles 2001: 164-165.

23 Barbieri 2014: 825-826; Jung 1996: 534-535.
24 Jung 1996: 505.

25 Shawcross 2009; Shawcross 2003: 120-153.

26 B. Degenhart and A. Schmitt noted: ‘Der Trojaroman bedeutet fiir die angiovinische Ge-
sellschaft Neapels einen heroischen Héhepunkt der geschichtlichen Mythen.” Degenhart, Schmitt
1977: 74. No less than six manuscripts containing Trojan narratives are to be associated with the
Angevin court between 1290 and 1320 (ibid.).

27 For superbly meticulous analysis of the coats of arms which feature in the manuscript, see
Cipollaro 2013: 1-34.



Fig. 1. Theseus, bearing the coat of arms of Anjou, at the head of the Cretan army battles
Athenians (British Library, Royal 20 DI, fol. 21v). Image in public domain

to Troy, that of the expedition of Cretans against Athens (fol. 21v)*.
In the first destruction of Troy (fol. 36r), Hercules bears the insignia
of Robert of Anjou®. The Angevins do not take the side of the Greeks,
rather they identify with the victors of audacious ventures, with con-
quests propelling history and its human actors forward.

It is in this context of cultural immediacy and geopolitical complexity
that we should consider our unprecedented diagram of world empires.
Though previous discussions of this image have categorised it as a
map?, I argue that we should also classify the image as a diagram of
world history, as conceived at the Angevin court.

Diagrams are more than graphic representations which explain or
demonstrate the relationship between parts of a whole3'. They actively
shape beholders’ intellectual and cognitive processes. Jeffrey Hamburg-
er noted: ‘... rather than reflect the world as it is, they [diagrams] first
identify, then rearrange its parts into coherent configurations that both

28 Cipollaro 2013: 16-17. Prominent representation of fleur-des-lis was important for Robert’s
marquee royal commissions; see Gardner 1976: 12-33.

29 Cipollaro 2013: 13.

30 The image was briefly discussed in Barbieri 2019: 9; Desmond 2017: 187; Desmond 2018: 426-427;
See also, Avril 1969: 306.

31 The American Heritage Dictionary of the English Language, fifth ed., https://www.ahdictionary.
com/word/search.html?q=diagram [last consulted May 7, 2023].
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Fig. 2. Historia Troiana, Diagram of
Troy, Rome, Constantinople and
Agalatea (British Library, Royal 20
D], fol. 26v).

Image in public domain

reflect and enable, shape and structure our patterns of thought’32. Maps,
on the other hand, constitute historical and geographical representa-
tions of space, even when they have a strong rhetorical component?.
Physical distance or ‘geographical imagery’>, however symbolic and
approximate, is a key element of maps, because they were intended
to engage the physical reality of the world at a particular moment in
time, to strive to resemble it, if not mirror it3.

In our image, world history originates in Troy, and the progression
of time does not culminate in salvation, but in imperial succession.
Historical causation is constructed within a narrative of migration

32 Hamburger 2020: 28.

33 This definition is based on Woodward 1985: 510-511.
34 Harley 2001: 52.

35 Andrews 2001: 5-9.



and reclamation of heritage. The image is remarkable for its struc-
ture, its appearance, its geo-historical progression, and its centre. Its
placement at the beginning of the narrative frames what is to come:
it is simultaneously a retrospective gaze and an affirmation of Gal-
lo-directional future.

A World in Hand: Christian Mappaemundi

Before proceeding with analysis of our diagram, let us consider the
general parameters of the mappaemundi tradition with which it is in
dialogue®, and from which it strongly differs. Representing the world
is a highly selective exercise which reveals the preoccupations of its
creator. Medieval mappaemundi following the First Crusade became
consistently Jerusalem-centred?”. As mappaemundi visualise and display
the world, they also organise and order it within the salvific framework,
at times even overlaying the world over the body of Christ (such as
the Ebstorf map)*®. They create a hierarchy of space between the holy
centre of Jerusalem and the margins of the world, which are reserved
for the monstrous and the grotesque.

The impetus to diagram the world was strong within the Christian
salvific framework. Following ancient practice, the circle became
the widely established, conventional formulation of the world in the
medieval west. These are tripartite or T-O maps: the circular world is
divided into three continents of Europe, Asia and Africa by a schemat-
ically tri-partite body of water which is represented in the form of T%.
The tripartite conceptualization of the world had been articulated by
the likes of Herodotus and Sallust, and embraced by Christian imag-
ination of Isidore of Seville+.

In the 12" century the formulation of the new world order was ad-
vanced by Lambert de Saint-Omer in the Liber Floridus, a medieval

36 Woodward 1987: 286-370.
37 Von den Brincken 1990: 11; Fox-Friedman 1996: 44.
38 Woodward 1987: 290.

39 Asia and Europe are separated by the river Don (Tanais), Europe and Africa by the Mediter-
ranean sea, and African and Asia by the river Nile. For an introduction, see Woodward 1987: 296.

40 Woodward 1987: 301-302; for a concise introduction, Wiseman 1987: 55.
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Fig. 3. Lambert of St. Omer, Liber Floridus, Augustus holding the World
(Ghent, Univ. Libr. Ms. 92, fol. 138v). Image in public domain

encyclopaedia written shortly after the First Crusade (ca. 1120)*, and
which influenced the original text of Histoire ancienne*. Lambert un-
derstood that a new world order came into being with the Crusader
conquest of Jerusalem. For that he created a sacro-imperial framework.
He united the Biblical and imperial strands of contemporary thinking.
This is exemplified by the image of the emperor Augustus, who holds
in his hand the world, which contains within it a T-O map.

41 Rubenstein 2012; Derolez 1973; Swarzenski 1973: 21; Lecoq 1987: 11.
42 Morcos 2021: 277-311.



In Lambert’s conceptualization of time, the world’s history was divided
into six ages (like the ages of man). The sixth age began with the birth
of Christ during the reign of Augustus®. That age brought together
the terrestrial and universal dominions into alignment. While Christ
completed the divine plan by redeeming human kind, Augustus com-
pleted the imperial mission. In Lambert’s view Augustus brought to
conclusion what Alexander the Great was not able to do before his
death — the creation of a world empire#.

Diagramming the Succession of Empires

Our diagram radically departs from these typological conventions,
though it also serves a didactic purpose. Though the ocean is the cen-
tral element that divides the landmass, the division is not based on
the continents. The focus is not on land mass as such, but rather on
architectural ensembles (signified by cities) that dominate the space.
The represented succession of empires is a multi-level intellectual
construct, which imbeds and unifies time, place, space, and ideology.
It beautifully exemplifies ‘the correlation between geography and
history’+. The importance of this understudied image also rests on
the unique capabilities of diagrams to encapsulate complex abstract
intellectual constructs in physical form.

Like the more typical mappaemundi, it creates simultaneity among the
represented places, constructs their likeness, emphasises their rela-
tionship, and embodies the narrative thrust of the text to come*. It is
exceptional for another reason as well — maps are exceptionally rare
in luxurious secular medieval French manuscripts.

This representation provides a differentiated diagram representing

43 Lecoq 1987: 26.

44 Lecoq 1987: 27.

45 Serchuk 2008: 261.

46 In the discussion of mappaemundi, Serchuk observed: ‘In them [mappaemundi], time and space
are conflated so that all of the settings for the subsequent events are shown simultaneously.
These mappaemundi unify and link the events, but also minimize the time that elapsed between
them’. Serchuk 2008: 261.

47 Serchuk 2008: 261. She cites a single mappamundi in a manuscript of Grandes Chroniges de France
(Bibliotheque Ste. Genevieve Ms 782, f. 374). See also, Edson 1997: 101. Authors of medieval French
romances were interested in the shape and geographies of the world; see Tattersall 1981: 31-46.
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the four cities according to a hieratical value, and organises the cities
around a T-shaped prominent sea®®. How is the viewer to understand
connections among the cities, and evaluate their placement within the
visual space? As an ideological diagram of the past, the image carefully
orders the progression of empires into the present [medieval] histor-
ical moment. It distills ideology, memory, invented tradition, as well
as contemporary priorities of a French-speaking world that had been
transformed by the crusades.

The Mediterranean of our diagram unifies the civilizations on its
shores, unlike the waterways of T-O maps which serve to divide the
continents. This body of water is not the ‘corrupting sea” of Peregrine
Horden#, but a unified space and precursor of Fernand Braudel’s
framework®. Four boats criss-cross the waves. This is likely an allu-
sion to Jason (of the Argonauts fame), who was reported by Benoit to
have been a pioneering seafarer, who embarked on the first, famous
overseas adventure’. His actions set in motion world history as a story
of conquest, and the eventual demise of Troy.

It seems we are meant to read the image counter-clockwise, for this
is the only direction in which the land mass continues without inter-
ruption. On the right side of the composition the landmass is broken
by the sea, and Troy is separated from Agalatea. Thus, following the
visual path laid out by the designer of the image the viewer beholds
in counter-clockwise sequence a progression from Troy to Rome, Con-
stantinople, and Agalatea. Each city is named with laconic red iden-
tifications, which constitute the only text on the page.

Troy is unambiguously assigned the pride of place: the elaborate city-
scape dominates the top half of the page. The distinct, crenelated city
is protected by a massive V-shaped wall in the foreground>?, which
creates the effect of an untraversable visual boundary between the

48 The fact that Troy is represented on the coast is in accordance with Benoit’s narration of its
geography. Croizy-Naquet 1996: 316.

49 Horden 2000.

50 Braudel 1949.

51 Benoit de Sainte-Maure, lines 893-952.

52 We could interpret the V-shape as a variant of a triangle, for Troy in Prose 5 is described
as having a triangular shape: ‘La grandeur de la cite, nous dit la droite ystoire, que elle estoit
triangle ausi comme .i. escu’. Quoted in Barbieri 2019: 7. Roman de Troie celebrates the tall and for-
midable walls of Troy. The other features highlighted by the text include multi-coloured marble
and elaborate masonry. Croizy-Naquet 1996: 306-307.



viewer and Troy, as well as between Troy and the three cities that lie
below it, in the lower part of the image. Though from the perspective
of a medieval beholder most of these cities had succumbed to destruc-
tion, decline or decay, they are here imagined as vital, vibrant, and
well-appointed urban spaces, with Troy looming over its successors.
The latter is a particularly interesting paradox, considering that many
medieval retellings of the Trojan narrative emphasized the destruction
of Troy as the beginning of a new era of the world’s history or the
beginning of a significant narrative progression®.

Whereas Troy is ultimately the most distant city, it is represented as the
largest and the greatest place in the space that in a T-O map would be
apportioned to Asia (that is the top part of the image in each instance).
Such spatial positioning is appropriate, for this was a standard pos-
ited location of Troy in that period. At the same time, both Rome and
Constantinople occupy the same spatial quadrant on the lower left that
would normally be assigned to Europe (and to these cities as part of
Europe) on the T-O mappaemundi>*. The close spatial coexistence of the
two cities conceals the tense debate about the concept of the Empire, its
divisions, and its centre, which occupied the bright minds of the time>.

A close relationship between Troy and its successors is insistently cre-
ated on multiple levels, including a shared architectural vocabulary.
Troy is represented in the accessible visual idiom of contemporary,
14"-century Italian architecture. This is not surprising for a manuscript
which was produced in Naples in the first part of the 14™ century. This
Italianate version of Troy includes trefoil arches, crenelated square
towers decorated with leonine ‘carved’ faces, and projecting wooden
balconies. Agalatea, Constantinople and Rome all share some of the
architectural elements that feature in the Trojan ur-city-scape.

53 The Trojan narrative provided for multiple discursive possibilities in conceptualizing history
and explaining causality. For instance, Troy could be productively aligned with Jerusalem in the
formulation of translatio imperii. Conklin Akbari 2009: 287; Conklin Akbari 2012: 146-173. P. Rock-
well noted: ‘It is perhaps not so paradoxical that the literary and historical persistence of the city
known as Troy is linked to its destruction. Troy’s destruction lays the foundation for a certain
nostalgia. It makes Trojan civilization remote, something to be desired, recuperated, or mourned.
It creates an absence that might be remedied by restoration or by narratives of remembrance’.
Rockwell 1997: 20.

54 Compare for instance a 12"-century world map from the Abbey of Thorney, England (pub-
lished in Edson 1997, fig. 5.4, p. 88), or the 12"-century German map from the Arnstein Bible (BL
Ms Harley 2799, fol. 241v,), https://www .bl.uk/catalogues/illuminatedmanuscripts/ILLUMIN-
Big.ASP?size=big&lIllID=20317 [accessed 5.05.2023].

55 For a good introduction, see Caferro 2017: 136-155.
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The relative visual value, spatial importance, and accessibility of the
three cities is notably differentiated. Constantinople and Agalatea lie
directly across the sea from Troy, with Agalatea being the second in size
after Troy. Even though Constantinople and Agalatea are protected by
tall walls, their gates are reachable by painted paths. Rome is notably
marginalized in size (roughly one-tenth of Troy, or reduced to the size
of one of Troy’s smaller city-gates), placement, and iconographic detail.
Schematically summarised as three crenellated towers connected by a
wall, the diminutive city is functionally reduced to a transitional space
between Troy and Constantinople in the left margin of the composi-
tion. It is not immediately manifest whether any roads lead to Rome.

At the same time Agalatea is most directly associated with Troy by its
placement as the closest and most accessible place for viewers to enter
into the visual space of the composition. Furthermore, only Troy and
Agalatea include sculptural details as part of their built environment.
While in Troy the viewer encounters prominent leonine faces on the
central and right-hand city gates, in Agalatae the right-hand tower
supports a nude male statue holding a long horn (perhaps an oliphant)
to his mouth with his left hand.

While it is easy to comprehend the relationship between the old im-
perial rivals, Rome and Constantinople, why do Troy and Agalatea
engage in such a close dialogue and constitute a nexus of importance
in this imperial constellation? The subsequent analysis proposes some
answers regarding the ideological peculiarities of the imperial dia-
gram, and posits Agalatea as an intellectual concept®, rather than as
a physical place.

Of Romes and Realms

Our diagram is encoded with ideological implications of comparative
valuation. It reverses the traditional western European historical valu-
ation of Rome and Constantinople. While Rome is habitually assigned
the pride of ideological place, our image assigns greater prominence
to Constantinople. While previous studies have interpreted this im-

56 Lecoq noted: ‘... la “translatio regni” s'accompagnant toujours d"une “translatio loci”...” Le-
coq 1987: 36.



age as a construction of physical space and dismissed the margin-
alisation of Rome?, I argue that the comparative scale of Rome and
Constantinople exposes the patron’s political ideology and historical
understanding. The relative size and shape of each city signifies their
distinctly Angevin cultural valuation, for they had set sights on the
acquisition of Constantinople.

Let us first begin with the visual legibility of Rome and Constantinople,
since conceptualisation of space and articulation of place are particular

concern of this paper. One possibility for signifying and identifying a

specific city is to represent its “urban icon’. Diane Favro argued: “No-
table monuments, especially those made memorable by distinct form

and large size, make powerful urban icons’s®. These famous or unique

monuments unambiguously convey the signified of the signifier, such

as the Statue of Liberty signifying New York City, the Eiffel Tower as

shorthand for Paris, the Brandenburg Gate for Berlin, etc.

Both Constantinople and Rome are here represented as architecturally
generic spaces. Each is enclosed by defensive walls, each has crenel-
lated towers. While Rome is summarised as two towers and connect-
ing walls, Constantinople is provided with some palatial residential
spaces, indicated by Italian-style loggias and balconies. Neither is
architecturally distinct or significantly different from the other, and
neither remotely approaches the splendour of Troy.

The visual diminution of Rome, especially in relation to Constantinople,
is a notable and highly ideological choice. Our diagram was produced
less than two decades after Paolino Veneto created a bird’s eye-view
map of Rome (1323) and after the city was represented as a summary
of its great ancient, imperial monuments on the gold seal of Ludwig
IV of Bavaria in 1328. The latter image clearly establishes that concep-
tualisation of Rome as an ‘urban icon” was well under way: we can
easily recognise the colosseum, a triumphal arch, a triumphal column,
as well as the Pantheon, among the grand architectural monuments.
Based on this evidence we can posit that the imperial civilisational
grandeur of Rome and its visual legibility was a non-priority for the
Angevin patron of this manuscript, and that the city was deliberately
reduced in stature and, thus visually marginalised. Considering the

57 Desmond 2018: 426-427; Barbieri 2019: 7.
58 Favro 2006: 22.
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Fig. 4. Golden seal of Louis (Ludwig) IV
the Bavarian (Holy Roman emperor 1328-
47). Verso, ca. 1340, State Coin Collection,
Munich. Credit: INTERFOTO

Angevin hostility to German emperors, the diminution of Rome’s
stature was a logical choice.

Let us now turn to the painted rendition of Constantinople. The rep-
resentation of this city further exposes deep ideological undercurrents
of this diagram. The physical city of Constantinople, due to its stra-
tegic position for trade and geography, could be approached by sea
from north and south, as well as by land from the west. Visitors to the
city traveling from or through the Mediterranean approached the city
from the south. From that point of view, from a ship traveling via the
Bosphoros, the walled city would have gradually come into view on
the horizon in the form of a triangle.

In western European texts already in the 12™ century it was a narrative
convention to describe the shape of Constantinople as a triangle. For
instance, a member of the disastrous Second Crusade, Odo of Deuil
introduced his readers to the city thusly: ‘Constantinople, the glory
of the Greeks, rich in renown and richer still in possessions, is laid
out in a triangle shaped like a ship’s sail’®. Verbal representations of
Constantinople as a triangular city became a typological consensus in
western European descriptions of the city®, and in the 15" century we

59 Odo of Deuil, beginning of book 4: ‘Constantinopolis, Graecorum gloria, fama dives et rebus
ditior, ad formam veli navalis in trigonum ducitur’. Odo of Deuil 1948: p. 62 (Latin), p. 63 (English).

60 These include the accounts of Ruy Gonzales de Clavijo (1403), Schlichtberger (1420s), Pero Ta-
fur (1437/8), and Bertrandon de la Broquiere (1432/3). See also discussion in Tanniou 2008: 223-224.



encounter their visual equivalents, as is evident in the Buondelmon-
ti versions of the city, and in the versions of the Notitia Dignitatum®.
Constantinople came to be summarized as a roughly triangular city,
with formidable walls and towers. Many views presented it as the
city of a spectacular domed church (Hagia Sophia) and the adjacent
remarkable triumphal column, which was crowned with an equestri-
an statue of Justinian. All these verbal and visual versions of the city
construct the view from the Mediterranean approach from south; the
view would eventually shift to representing the city from the east, but
only following the Ottoman conquest of Constantinople in 1453.

Our image is different in terms of Constantinople’s imagined shape
and relative size, as well as its vantage point. The city is represented
surrounded by water on two sides, per other frequent commentaries
about the city, as exemplified by Odo of Deuil: “Constantinople is
girt on two sides by the sea’®>. However, the same visual convention
is provided for the cities of Rome and Agalatea. We can thus say that
this is not a unique feature of the city that is being represented, but
a visual device that is used by an artist in order to complete the chal-
lenge of this diagram. The city is not represented from the established,
sea-faring southern view, but rather from a western, land approach.
We behold not a Constantinople of sea-faring travel itineraries, but
an idea of the imperial city within the framework of translatio imperii.

Constantinople is represented as at least twice the size of Rome. Why
might this be? The image advances an argument for ongoing translatio
imperii — the empire was not an ossified, stable concept. It was mal-
leable and movable. Our diagram breaks with historical conventions
and contemporary political discourse by awarding Constantinople
greater prominence and a wider spatio-historical footprint than Rome.
A comparison from a hundred years later underscores just how star-
tling this choice was.

Comparing Rome and Constantinople was a pastime that preoccupied
Latin apologists of Rome’s primacy and the Byzantine literary talents
for Constantinople’s superiority since the inauguration of Constan-
tinople in 330. In 1411 Manuel Chrysoloras wrote his famous Compar-
ison of Old and New Rome, a profoundly influential work of Byzantine

61 Boeck 2021: 274-286.
62 Odo of Deuil, ibid.
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rhetoric. It was a unique literary exercise that was simultaneously one
of the last of its kind in the Byzantine tradition and the first of its kind
in the Renaissance tradition. Shortly after the fall of Constantinople
to the Ottomans in 1453 Comparison was translated into Latin. The

Fig. 5. Comparative view of Rome and Constantinople (Paris, BnF, Ms. Italien 946, fol. 43v).
Image source: gallica.bnf.fr / Bibliotheque nationale de France

comparative valuation of the two cities transcended the subjects of
rhetoric and history. An Italian manuscript, otherwise dedicated to
matters of geometry, took up the comparison as a mathematical in-
quiry, which was accompanied by a schematic illustration of the two
cities (Paris, BNF, Ms. Ital. 946, fol. 43v). Constantinople is represented
as a compact triangle, two sides of which abut water. The larger city
of Rome, to its left, is less precisely geometric (though something of
a rectangle can be discerned), has many towers, is roughly twice the
size of Constantinople, and also opens to water. The accompanying
caption emphasises the measured equality between the 18-mile-long
walls for square Rome and the triangular Constantinople, as described
in the text®. And yet, the painted vastness of Rome contrasts with the
spatial inferiority of Constantinople.

63 BnF, Ms. Italien 946, fol. 43v: ‘Roma sie quadra et gira dintorno 18 miglia ne piu ne meno et
Ghostantinopoli e fatto a modo d’un triangholo... et gira dintorno cioe 18 miglia...” For a discus-
sion of this image, see Jacks 1993: 73.



Our diagram simultaneously privileges Constantinople over Rome,
and positions Constantinople as the penultimate link in the chain of
imperial succession. Why might that be? The answer simultaneously
lies within the intellectual world of the Roman de Troie, and the con-
temporary competition for genealogical and geopolitical superiority.
Aeneas was the undisputed founder of Rome, and the imagined ances-
tor for English and German rulers®. Aeneas was also a villain of the
Roman de Troie, as well as of other medieval accounts. He was accused
of deserting the Trojans (for how else could he have escaped?), of
treacherously conspiring with the Greeks to bring Troy down (as one
of two men responsible for getting the Trojan horse in), of not caring
for the women of his household (for bringing his father and son, but
not his wife) and of being homosexual (he is called a ‘sodomite” in the
Roman d’Eneas)®. Our diagram was produced for a French-speaking
Angevin ruler of Naples, whose ancestry was not compromised by Ae-
neas. Rather, the French claimed their descent from Francio, the son of
Hector, the grandson of Priam®. That was the ‘purer’ blood line, and
Rome was a manifestation of empire, not the empire. We thus see the
politics of genealogy directly impacting visual valuation of Rome, and
the superiority of lineage encoded into world history and geography.

The visually devalued and marginalized Rome represented a challenge
to powerful political forces of the Italian peninsula. In papal rhetoric
Rome had for centuries been caput mundi. The rhetorical strategies for
affirming papal centrality in world affairs and the status of popes as
papa imperialis ranged from the strategic deployment of the spurious
Donation of Constantine to the Liber Ystoriarum Romanorum, which traced
the history of the world from Troy to the donation of Constantine®.
The Holy Roman emperors (or German emperors) with whom the An-
gevins were in conflict, likewise beheld Rome as their domain, as the
aforementioned gold seal of Ludwig IV of Bavaria demonstrates. The
diagram provides an ingenious argument against the pedigreed and
powerful claimants to Rome — translatio imperii did not stop with Rome.

64 Ingledew 1994; Tanner 1993.
65 Hafner 2002: 63. See also Eley 1991: 27-40.

66 Gesta Philipi Augusti (12" c.), Grandes chroniques de France (13" c.). For introduction and bibli-
ography, see Morrison 2011: 78.

67 Monaci 1920; Brandis, Picht 1974.



The Angevin diagram appoints Constantinople as the penultimate
empire in the chain of imperial succession because for the Angevin
rulers Constantinople had more immediate significance and family
history of ambition. While Robert’s grandfather Charles of Anjou had
earnestly planned to conquer Constantinople in 1272/3%, Robert of
Anjou laid a symbolic claim upon Constantinople by incorporating the
coat of arms of Latin emperors of Constantinople in the illustrations
of the London manuscript. The coat of arms of the Latin emperors of
Constantinople - featuring encircled gold crosses on crimson ground
— appears in eight illustrations®. These include such pivotal moments
of colliding civilizations as Theseus taking Thebes (fol. 21r), the Greek
fleet sailing to Troy (66v), the sack of Troy (169r), as well as the battle
between the Romans and the Sabines (fol. 227r). Even though the An-
gevin rulers would never capture Constantinople, they laid claim to
the title of Latin emperor of Constantinople, following the marriage of
Filip of Taranto (Robert’s brother) to Catherine of Valois-Courtenay?.

The aspirational possession of Constantinople via the heraldry of the
Latin emperor of Constantinople was a manifestation of wider Angevin
views upon the concepts of empire, history, and geography. Scholars
have previously observed that the Angevin rulers extensively collect-
ed French crusader narratives”, and showed considerable attention
to the ancient geographical-cultural concept of Magna Graecia™. These
interests reflect the broader contemporary pan-European debates about
relationships between East and West”, cultural identities, and the rhe-
torical contestation of the concept of ‘empire” in the aftermath of the
Byzantine capture of Constantinople in 1261 from the Latin emperors
of Constantinople. The complexity of the concept of Roman empire

68 Shawcross 2008: 211-214; Caferro 2015: 228.

69 In heraldic terminology this is gules strewn with crosslets patée encircled [Or]. Cipollaro,
2013: 18, identified the images (fol. 20v, 211, 24v, 66v, 107, 168v, 169r, 2271), but did not discuss
the implications of their placement.

70 Heraldry of the Latin Empire of Constantinople was part of the decoration of the oratory of St.
Louis (the recently canonized brother of Robert of Anjou and Philip of Taranto). Norman 2010: 608.
71 Shawcross 2009: 100-101. For an introduction to the Angevin patronage of illuminated books
in Naples see Perriccioli Saggese 2001: 122-133.

72 This ancient Roman term denotes the ancient Greek settlements in Italy. Marilynn Desmond
noted: “The Angevins, particularly Robert of Anjou, king of Naples from 1309 until 1343, exploit-
ed the legacy of Magna Graecia in relation to the matter of Troy and the Trojan diaspora in order
to articulate imperial aspirations in the Eastern Mediterranean’. Desmond 2018: 414.

73 Tanniou 2008: 220.
74 Caferro 2015: 229 ff.



and of its cultural identity was immense, as exemplified by a statement
of a Venetian chronicler: ‘Roman empire was transferred from Greeks
to Germans’7>. The Angevins advanced an opportunist’s view of his-
tory at an opportune moment in the fractured political world of the
Mediterranean. But instead of fighting a losing battle for the ‘Roman
empire’?, in the 14" century they ingeniously advanced a different
solution — the Roman empire as encoded in Rome and Constantinople
had been superseded by a new Gallo-directional framework.

Spatio-Imperial Diagram: the Problem of the Fourth City

The final city in the chain of imperial capitals is the biggest puzzle of this
diagram. It is also the key to deciphering the image. On the one hand
this city is far more architecturally distinct than the famed imperial cit-
ies of Rome and Constantinople. On the other hand, its name, Agalatea,
does not correlate with any other known physical place. I argue that
this representation stands for the concept of a point of origin, rather
than a specific place of genesis, and simultaneously signals the com-
ing fourth and final world empire. French-speaking rulers constituted
a wide-spread network of kinship and heraldry. They were a ‘global’
elite of their time. A single, stable point of origins would have been
restrictive, especially for branches which were foreigners in conquered
lands. Nor does its placement on our diagram correspond to the T-O
arrangement of the other three cities on their respective continents: if
Troy could be plausibly located in Asia, Rome and Constantinople in
Europe, as we will see Agalatea clearly does not belong in Africa.

This city and its caption have created considerable confusion in scholar-
ship. Because scholars have categorized the illustration as a map, they
found the answer in selective recourse to geography and emendation of
the city’s name. The manuscript caption, ‘Agalatea’, is habitually trans-
formed into ‘Galata’ in modern scholarship, without discussion of the
original spelling. When the name is ‘corrected’, it becomes possible to
align this city topographically with Constantinople, by identifying it as

75 According to Marino Sanudo Torsello ‘I'Impero Romano fu transferito da Greci a Tedeschi’,
quoted in Caferro 2015: 244.

76 In the 13" century Saba Malaspina (d. 1297/8) in his Chronica had offered “an “idea of Rome”

centered on the figure of Charles of Anjou’. Caferro 2015: 232. This idea did not garner wide-
spread momentum.

29



the Genoese colony of Galata””, which was separated from Constantinople
by the narrow Golden Horn, and which was occasionally mentioned in
the later medieval period as a possible site of the ancient city of Troy?.

The problem of reconciling place, name, and space does not end there.
Unlike the much more famous and architecturally distinct physical cities

of Rome and Constantinople, the imagined Agalatea is endowed with

architectural distinction. Unlike the two imperial capitals, Agalatea is

summarised as a tri-partite arrangement of defensive walls and tow-
ers, with a sculpture of a nude figure with an oliphant in hand rising
above the city over the right tower, while a tall light-house is perched

at the edge of the water over the left tower”.

How do we solve the puzzle of Agalatea as the enigmatic city of this
spatio-imperial diagram? It disrupts the stable progression of empires
from Troy to Rome, and to Constantinople. The physical arrangement
of the cities implies a chain of succession, whereby the imperial torch
passes from Constantinople to Agalatea by the logic of the arrange-
ment of the first three cities. But who claims this torch? I propose that
Agalatea here serves as a multi-referential ideological marker, and
that this urban entity is meant to stand for Gallia®* or Galatia and the
transformation of the Francophone world into Imperium Romanorum
Francorumque™. This interpretation would mean that the painted city
foreshadows the definitive and final translatio imperii to the Franco-
phone rulers®.

77 See, for instance, Desmond 2017: 18y7; Perriccioli Saggese 2010: 113.
78 Beaune 1991: 235, note 40.

79 The light house was recently likened to the still-standing medieval defensive Galata tower,
even though that latter does not stand at the water’s edge, and does not look like the painted tow-
er. Desmond 2017: 187. An artists’ error was advanced as another possible explanation of Agala-
tea’s architectural distinction: the artists confused the images of Constantinople and ‘Galata’” and
transposed the statue which was meant to represent Constantinople into the urban landscape of
‘Galata’. Desmond: “The labels at the bottom for Constantinople and Galata appear to be inverted;
that is, the image that resembles Constantinople with the tower in the Bosphorus is labelled as
Galata, and the other city, which fits descriptions of Galata, is labelled Constantinople. This in-
version suggests that the artists were probably working from prose descriptions of the two cities;
no visual models for the city of Constantinople are attested in Italy at this time’. Desmond 2018:
426, note 57. This is contradictory, since the representation of ‘Galata’ becomes simultaneously
correct and incorrect — the tower is correct, while the towering statue is not.

8o Beaune observed: ‘Isidore of Seville linked the term Gallia or Galatia with the Greek word gala;
the word Gallogreci used in geography manuals inspired similar connections; the names of some
French towns — Paris for one — were claimed to be Greek in origin’. Beaune 1991: 243.

81 Lecoq 1987: 36.
82 On the French usages of the Trojan myth, see Beaune 1991: chapter 8.



The key narrative and ideological relationship between Troy and Gallia
had been articulated by Lambert de Saint-Omer in the Liber Floridus.
In the section on Genealogia Francorum Regum Lambert posited a direct
historical and biological relationship between Biblical and Trojan fig-
ures, who through their union engendered the lineage of the Franks:
Japhet, the son of Noah and his wife Fulvia had a son Gomer, from
whom sprung forth the Galathe (identified as Galli), quickly catego-
rized as the Greeks (Greci)®. They in turn established Galacia in Asia.
Their descendants eventually engendered king Tros (rex Grecorum),
who 3130 years after the creation of the world built Troy*. We can
interpret the image as visualising narrative and spatial relationships
between Troy and the rise of the Francophone world®.

Fig. 6. Galacia (to the left of Frigia) on the world map in Polychronicon of Hinden, Huntington
Library, HM 132, fol. 4v (England, 1340s — 1360s). Image source: Huntington Library

Lambert’s idea was not revolutionary. The merging of Gallic, Greek,
and Christian identities had already begun with Isidore of Seville and
was continued in the popular 8" century account of Paul the Deacon:

83 Derolez 1968: fol. 2341, p. 467; Lecoq 1987: 36.

84 Derolez 1968: fol. 2341, p. 467; Lecoq 1987: 36.

85 S. Conklin Akbari noted: ‘Imperial cities of the distant past serve as prefigurations of medie-
val French aspirations toward empire, just as heroic figures of antiquity — those connected with
Troy, such as Hector and Aeneas, but also the Greek Achilles and, above all, the Macedonian
Alexander - serve as models for chivalric excellence’. Conklin Akbari 2015: 632.
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‘Another hundred thousand [of the Gauls], having entered Galatia, were
first called Gallogreci, but afterwards Galatians, and these are those to
whom Paul, the teacher of the heathen, wrote his epistle’®. In the 13" and
14" centuries the characterisations of the Gauls as Gallogreci was also
revived in Anglo-Norman historiography, including the Polychronicon
of Higden®, while De Proprietatibus Rerum of Bartholomaeus Anglicus
referenced the authority of Isidore of Seville for the identification®.
The wide distribution of these ideas, and the irregularity of spelling
of place-names in the medieval period, make it plausible that Gauls
could be transformed into Galatians and become residents of a place
such as Galatea or Agalatea.

Imagining Gauls as independent from pagan Roman power and as-
sociating their cultural genesis with another ideological narrative
provided rhetorical armour against the reach of contemporary Rome®.
By aligning Agalatea in direct dialogue with Troy, the creator of our
diagram consigned Rome to a position inferior to Constantinople, and
re-imagined the Mediterranean within a Gallo-directional framework,
foreshadowing the coming glory age of the Angevins®. Our image
thus encapsulates in physical form a complex intellectual construction
of history and directionality. As such, it is a diagram of world em-
pires and their temporal progression. It ties together geographies and
chronologies of empires as it links the shores of imagined and actual
cultural and geographical spaces. Thus, this ideological diagram vis-
ualises the intellectual interrelationship between Trojan foundational
narratives and translatio imperii, as embodied in the progression from
Troy to Agalatea, and the transformation of the Francophone world
into Imperium Romanorum Francorumqued*.

86 Paul the Deacon 1974: chapter 23, p. 78. His Roman history was an authoritative text: ‘Paul’s
edition was the standard “History of Rome” in the Middle Ages’. Boje Mortensen 1992: 108. Paul
the Deacon relied on the narrative of Isidore of Sevilla. For the latter, see Beaune 1991: 235.

87 Seeger 1974: 40, 289.

88  Greetham 1974: 60. Bartholomaeus Anglicus was widely read. He commented on the rela-
tionship between geography, climate, skin color, and temperament. Conklin Akbari 2009: 161-163.
89 Beaune 1991: 241-243.

9o This was the time of ‘au moment de la plus grande présence des Frangais en Méditerranée’.
Alessandra Perriccioli Saggese, ‘L’enluminure a Naples’, p. 127. The French presence in the Med-
iterranean extended to the cultural sphere. Ca. 1305 Dante mused that French was ‘the most
appropriate language for the compilations of history” (book 1, chapter 10). Desmond 2011: 139. Ca.
1270 Martino de Canal chose to write the history of Venice in French. Melville-Jones 2007: 202. See
also Morreale 2010.

91 Lecoq 1987: 36.
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Diagramming the Direction of History:
Succession of Empires from the Trojan Past
to the Angevin Future

Elena N. Boeck

The luxurious Historia Troiana (British Library, Royal 20 D I) is the most au-
thoritative collection of medieval French narratives of the Trojan war. It was

produced in Naples in the 1330s at the Angevin court. This article analyzes

the opening, full-page illustration of the Trojan narrative, and argues that
it represents an original diagram of world history. Four labelled cities en-
close the Mediterranean Sea: Troy, Rome, Constantinople, and a mysterious

Agalatea. Comparative scales (a smaller Rome and a larger Constantinople)

expose the embedded ideology of the Angevin patron. Troy and Agalatea,
the largest two cities, constitute a particular nexus of importance. Agalatea

serves as an intellectual concept, and is meant to stand for Gallia or Galatia.
Thus this painted city foreshadows an imagined definitive and final transia-
tio imperii to the Francophone rulers.



O0pa3 n Tpanchpopmanys.
PumMcka ckyanrypa ot boarapms
Image and Transformation.

Roman Sculpture from Bulgaria

Mapuna Koresa’

Wnemumym 3a uscaedsare na uskKycmeama
boazapcka axademust Ha HAYKUMe

Abstract: The text discusses the transformation of the popular iconographic types
of Aphrodite based on monuments of Roman sculpture found on the territory of
present-day Bulgaria. Emphasis is placed on the famous and often copied type of
Aphrodite Anadyomene, although replicas of other originals are also discussed. The
modification of the iconography by creating variants and by combining features of
different types of the goddess is commented.

Keywords: Roman art, Roman Thrace, Aphrodite Anadyomene

AOlcTpakT: B Tekcra ce pasmcksa TpaHCOPMMpaHETO Ha IOIYASPHUTE MKOHO-
rpadcku Tunose Ha AppoauTa, Bb3 OCHOBA Ha ITAMETHULIM Ha PUMCKOTO I11aCTIIHO
U3KYCTBO, OTKPUTU Ha TEPUTOPUsATA Ha AHeIHA bbarapus. AKIEHTHT € IIOCTaBeH
BbPXY M3BECTHILI I 9eCTO KommpaH Tuil Ha Adpoaura AHaaOMeHe, Makap Aa ca
pasraejaHy U pelLAMKM Ha Apyru opurnHaan. KoMeHTHpaHO e BMAOM3MeHIHeTO Ha
ukoHorpaduATa, Ype3 ch3jaBaHe Ha BapMaHTH, a CBIIIO Taka U ChC ChueTaBaHeTO Ha

4epTHu Ha pa3AIHN TUIIOBE Ha OoruHsTa.

Karogosu aymi: pumMcko nskycrso, Pumcka Tpakns, A¢ppoanta Anaanomene

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. Email:
koleva_marina@yahoo.com



Tosm TeKkcT e ITOCBETEH Ha BBIIpOCa 3a TpaHCPOPMIPAHETO Ha YECTO
cpelaHy MKOHOTpadCKM TUITOBe Ha OOXKeCTBa Upes3 Ch34aBaHETO Ha
BapMaHTU UAN Ype3 KOMOMHMpPaHeTO Ha XapaKTepHU YepTH Ha ABa
AU TIOBeve TUIIa B eAVH ITaMeTHHUK. B caydast e komeHTIpaH eAUH OT
Hali-uecTo perpoAynypanute odpasu Ha AQppoanTta B puMcKaTa UMIIe-
paTopcka ertoxa — Adppoaurta AHaguomeHe (,M3AM3ala oT MOpeTo”),
HO CBIIIO TaKa € HaIIpaBeHO CpaBHEeHIIe C APYTY IOy ASPHIU TUIIOBe Ha
H6orunsaTa. Kato mpumepu ca n3oA3saHu aMeTHIUIIM Ha PUMCKOTO
I1AaCTMYHO U3KYCTBO, OTKPUTY Ha TePUTOPUsTa Ha AHeITHa bbarapust.

Bede nMax BB3MOKHOCT ITOAPOOHO ga 00ChAs OCOOEHOCTUTE B KO-
ypaHeTo Ha OAM3KY KaTO MKOHOTpadus U IPOU3X0J OPUIMHAAU
(Appoanta Kunacka, Benepa Kanuroaniicka u Benepa Meanun)
U Ha ChueTaBaHeTO Ha Pa3AMYHM YePTU OT TsX, KaTo ce CIPsAX BbPXY
pa3HO0Opa3neTo Ha KOIMATa 1 BapMaHTITe UM CpeJ ITaMeTHUIIITE OT
Bparapus. [Toa06HO cMecBaHe Ha TUIIOBE € XapaKTepHO 3a PUMCKOTO
M3KYCTBO I B HACTOsIIIIaTa CTaTy Ile ObaaT AOITbAHEHN HA0AI0AeHIATa
B Ta3M IIOCOKa, KaTo Ile ObAe KoMeHTUpaHa AppoanTa AHaguomeHe
u 11e ObAe OObPHATO BHUMMAaHINeE Ha ChueTaBaHeTO Ha ABa A ITOBeye
pa3AMIHM TUIIA Ha e4HO O0XKecTBo.

A¢@poduma Anaduometre

Adpoanra AHagmomMeHe e XKMBOIIMCHa TBopOa oT Kpas Ha IV B. ip. Xp.,
KOSATO Ce CBbP3a C M3BECTHIS IPBLIKIU JKUBOIINCel] ATieAec, U IIpeACTaBsl
MHTa 3a pa’kgaHeTo Ha OOTMHSATa U U3AM3aHeTO i oT MopeTo. [Ipn-
eMa ce, ge e O111a pas3IoA0XKeHa B cBeTuAMIeTo Ha Ackaermii B Koc,
I10-KbCHO, I10 3a110Be, Ha ABIYCT, e IlpeMecTeHa B PuM 1 mocseTeHa B
XpaMa Ha OoxectseHns Lleszap?.

3apaau KpaTKuTe OIMCaHNS B MU3BOPUTe Ha TBopOaTa Ha Areaec, Ma-
Kap ye e ClloMeHaT XapaKTePHMAT >KecT Ha OOTMH:ATa, KOSITO M3CTUCKBA
MOKpUTe CU KOCH, HsIMa Bb3MOKHOCT Ja ce pa3Kple TOYHO KakK e 13-
raexaaao uzoopaxennero. He e sicHO Kak e mpeacraBeHa OOIMH:ATa,
AaAM AO0AHaTa IIOAOBMHATa Ha TAAOTO I € BB BOgaTa, AU CTOM Ha

2 Koleva 2017: 185-205.

3 Havelock 1995: 86-87; Delivorrias, Berger-Doer, Kossatz-Deismann 1984: 54, 76; Corso 2007: 76, 9o.



Opera, moayo0.4edeHa 1AM HaTbAHO To4a%. ToBa BOAM 40 3aTpyAHeHUe
4a ce naeHTUPUIMpa CKyAIITypHaTa BepCHs, KOSITO IIPOU3X0XKAA OT
opuruHaaa. VI mpu agBeTe M3BeCTHI CKyAIITY PHY BePCUH, C IPeACTaBe-
Ha ro/a UAM 110AyroAa OOruHs, T e u3oOpaseHa IIpaBa, TeXecTTa Ha
TSLA0TO € BbPXY A€BlUs KpakK, pblLeTe ce BAUTHATU U Abp>KaT KUIypu
or kocaTa. /0 Kpakara Ha ro4ara DOrMHs MOXKe 4a MMa IIpeACTaBeH
AeapuH 1AM APyTO U300pakeHne. A Ipu oayroiara A0AHaTa JacT
Ha Ts40TO ce oracsa oT Apanepus®. K. Xaseaok orOeas13Ba, ye mpea-
CTaBUTeAUTe Ha BepCUsTa, IIPU KOATO OOIMHATA e M300pa3eHo roAa,
ca roseye Ha OpoIL°.

Y4eHMnTe He ca eAVHOAYIIIHY OTHOCHO BEPCUITE Ha TUIIA: KaTo Ce 3alI0YHe
C TOBa AOKO/KO IIOBTApsIT OpUIMHaJa Ha Arleaec’; Kora ca Cb3AajeHn’,
AaAu IPOU3XOXKAAT eAHa OT APYyTa, I KOs e II0-paHHaTa’%; KaKbB e CMU-
CbABT Ha JKecTa C ABeTe pblie — U3CTICKBaHe Ha KocaTa (KecT, KOITO
AaBa Bpb3Ka C MIUTa Ha pakJaHeTo Ha AQpoAnTa) AU IIpaBeHe Ha
IpuyJecka (4eicTBre, 3a KOeTO He ce ThPCU MUTOAOTMYHO OOsICHEHI1e)™.
OcseH TOBa, IIpe3 eANMHNUCTUYECKIS I1ep1od, ,MOTUBBT AHasuuoMeHe”
Ce pasIpoCTpaHsBa CpeJ, PasANMdHU CKyANITYPHM M300pakeHNs], Ipu
KONTO OOIMH:ATA € IpeACTaBeHa Ja U3BBPIIBa APyTU AevicTBus. Tosa
BOAM A0 Ollle II0-TOASIMO pazHOOOpa3yue Ha CXOAHM M300pakeHus, U
A0 TPYAHOCT BCUYKM Te Aa Ce TIOAPeAsT B e4Ha CTPOIIHa cxema™.

Bbrpexn ye octaBaT MHOTO BBIIPOCH, BCe ITaK CHIIECTBYBAT CKYAIITYPHI
THUIIOBe (AU BePCUM Ha TUIT), KOUTO CIIOAeAST OOIIM XapaKTepUCTUKA
Ha Ts10TO, r1aBaTa U pblieTe, KaTo eMOAeMaTUIHIAT MOTUB OCTaBa
TO3M C U3CTUCKBAHETO/OIIpaBsIHETO Ha Kocara.

Cpeg craryetkute Ha Appoauta oT bbarapus nma Takmusa, KOUTO
cAejBaT OTOAM30 XapaKTepUCTUKNUTe Ha AHaguoMeHe. borunsra e ns-
oOpaseHa roaa, pasa, BbB (pac, I1o3ara Ha TAA0TO € CXOAHa, BAUTHATU
ca 1 ABeTe pPblie U AbP>KaT KMUypu Ha Kocata. bpoHsosa craTyeTka

Havelock 1995: 87; Delivorrias, Berger-Doer, Kossatz-Deismann 1984: 54.
Havelock 1995: 87-90.

Havelock 1995: 88.

Delivorrias, Berger-Doer, Kossatz-Deismann 1984: 54.

Havelock 1995: 88.
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Delivorrias, Berger-Doer, Kossatz-Deismann 1984: 76; Havelock 1995: 88-9o.
10 Havelock 1995: 9o.

11 Delivorrias, Berger-Doer, Kossatz-Deismann 1984: 54.
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@ur. 1. Cratyerka ot Panmapus.
CummMka 110 Filov 1915: ill. 256
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¢ 1o400Ha MKOHOTrpadus € U3BeCTHa OT
Hose™, a Tepakorosa — or Puannonoa,
KaTo Ipu Hest AQpoauTa e IpuApy>KeHa
ot Aeadun®. ITogo0OHa e 1 craTyeTKaTa
ot Patmapusa* (Pwr. 1), HO TIpu Hesl ce
BYDKAAT V1 HSKOM IIPOMEHN, HallpyMep KO-
caTa e mpuOpaHa Ha KOK, 11 OOTMH:ATa HOCU
AuajeMa Ha raasata cu. Bepcusra, mpu
KOsITO OOTMHsATa e M300pa3eHa 1104yroaa,
CBIIO e ITpeACTaBeHa, KaTo IIpuMep Moxe
ce nutupa O6poHsoBa ¢purypka ot Pamu-
apysl, Hall-BepOsITHO YacT OT 3aTBapsIIl]
MeXaHI3bM Ha TOaleTHO caHAgbue. [Ipn
Hesl A0AHAaTa 4acT Ha TSA0TO e ITIOKpUTa
OT gpexarta, a ABeTe pblie ca BAUTHATHU U
AbpKaT KUIypu OT Kocata'™.

IloseueTo OT caeABalyTe UUTUPAHA T1a-
meTHUNM oT Jdoana Musus ca uageHTHU-
¢unupanu ¢ tuna Ha Appogura Ana-
AVIOMEHE B ITbPBUYHUTE ITyOAMKaLIm'S.
ObukHOBeHO MO400HM OPOH30BU CTaTy-
eTKI Ce AaTuparT B IIMPOKU I'PaHUIU B
pUMCKaTa erioxa, HO IIpU HAKOU ca IIpea-
AO>KeH! I10-TeCHU AaTUMPOBKU BbB BTO-
para noaosuHa Ha II B.” man B rppBara
noaosuHa Ha III B.*® Hait-yecto craBa Bb-
IIpOC 3a IIpeAcTaBsIHe Ha OOTMHsTa roaa,
IIpaBa, C I0400Ha I103a Ha TAAOTO, KaToO
OCHOBHUTE pa3AMKU Ca B IPeACTaBsIHETO

12 Ognenova-Marinova 1975: 150, No. 170.

13 Dyakovich 1924: 54, No. 3, ill. 42.

14 Filov 1915: 284-285, ill. 256; Ognenova-Marinova 1975:
140, No. 156.

15 Atanasova-Georgieva, Mitova-Dzhonova 1985: 64, 66.

16 Ognenova-Marinova 1975: 142-149, No. 158-169; Kovache-
va 1990: 48-49, No. 3-4, ill. 3-4; Dimitrova-Milceva 2006: 38-
39, No. 25, 27.

17 Dimitrova-Milceva 2006: 38, No. 25.

18 Kovacheva 1990: 49, No. 4.



Ha pbleTe ¥ TUIINYHUS 32 AHaguoMeHe
KeCT C Abp>KaHe/M3CTICKBaHe Ha Kocara.
B ciomenatara rpyma OornHsATa AbpKu
IANTKa (IO-PsAAKO KMUyp) OT KOcaTa CU C
eAHaTra pbKa, OOMKHOBEHO AsBaTa, a AsC-
HaTa e IpoTerHara Harpe. Yecro xocure
ce puOpaHN Ha KOK, a Ha I1aBaTa e IIpe-
CTaBeHa guajema.

Tesu npumepu umar Bpbh3ka ¢ AHaAMO-
MeHe, 40KOAKOTO ITOBTapsAT I103aTa Ha
rOA0TO TS40, M OCBeH TOBa € HaAu4YeH
XapaKTepHUAT XKecT Ha AHagllOMeHe C
npuabpKaHe Ha Kocara. Ho B moseueTo
cAydau TOBa € M3BBPIIEHO caMo C eJHa
pbKa, OCBeH TOBa IpuyeckaTa e mpudpaHa
Ha KOK, a KocaTa He e pasIlycHaTa, KaTo Ha
u3Au3ala oT MopeTo XKeHa. Yecro e mpu-
DaBeHa 1 guajgema Ha raapara. Taka Bb-
IIpeKU HaAYMeTo Ha ,,MOTuBa AHaauome-
He” BCBIITHOCT Te3y oOpasu Ha AdppoanTa
CaMO HaIIOMHAT, LAY ITUTUPAT eAeMeHTI
oT AHaguoMeHe, Oe3 4a KOIMpaT BCUIKI
XapaKTepUCTUKI Ha CKYAIITYPHUS TUIL
Toect gopu n Te3u mameTHUIIYM, KOUTO
Morar AecHO 4a ce CBbpKat ¢ AHaaMOMeHe,
Beue BCBITHOCT ITOKa3BaT TpaHcpopMars
Ha THUIIa 10 HAKaKbB IIOKa3aTeA.

TToa00HN HaOAIOA€HMS ca BaANAHM U 3a
penauknre Ha Agppoanta Kamnacka, ns-
BeCTHISI KbCHOKAAaCIeCK/ OpUTMHAA Ha
IIpaxcurea ot ceetnaniero i Ha Kaua®™.
M3zobpakeHnero Ha OOTMHsTa € MHOTO
XapakTepHO, KaTo I103aTa e KAacIJecko
contrapposto, ¢ AeceH OIOpPeH KpakK I AsB
— A€eKO CBUT B KOAAHOTO. JsicHaTa pbKa e
pasIoao>KeHa ITpe cAabMHUTe, a C AsBaTa

19 Corso 2007: 9-14, 23-39; Havelock 1995: 9; Delivorrias,
Berger-Doer, Kossatz-Deismann 1984: 50.
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c. Avpxkanuna, Buaguncko.
Cunmka no Atanasova-Georgieva,
Mitova-Dzhonova 1985: 69



ABPIKU Apaniepust, KOSTO I1aga BbpXy Basa. [loaoxennero Ha raasaTta
MOXe 4eKO aa Bapupa. Ho ocHoBHIUTe XapaKTepucTuKy, KOUTO ce 3a-
I1a3BaT IIPY BCUYKM KOIINS, Ca I103aTa Ha TAA0TO U ,,KeCThT IIyauKa”
Ha AsCHaTa pbKa (B HAKOU CAydal Ha AsBaTa pbKa)®.

Karo penankn Ha KHuaus Morat 4a ce IMTHpaT HAKOAKO IpUMepa
OT HaImuTe 3eMn — oT C. Abpxanutia, Buansacko (I-1I 8.)** (Pur. 2),
Eckyc*?, Bpana® n lymencko*. Te He ca TOYHU KON, a IIO-CKOPO
BapMaHTH, 3alIJOTO B OCHOBATa MM BcCe I1aK 3a4sra ClIOMEHATVAT THUII,
HO Ce OTKPHMBa pa3AMKa B II0A0KeHIEeTO Ha pblieTe, IpY KOUTO As-
BaTa e IIOCTaBeHa IIpeJ, cAabMHUTe, a AjCHaTa e IIpOTerHaTa Hallpea,
OCBEeH TOBa B I10/10KEeHNeTO Ha I1aBaTa U 400aBsIHeTO IIPY HAKOM Ha
AYHOBUAHA AMaZeMa™.

CoplecTByBaT U pUMepH Ha ChueTaBaHe Ha ABa ITOAO0OHN KaTo Xa-
pakTepucTuka tTuia Ha AgppoanTta — Te3u Ha Appoanta Kunacka n
Benepa Kanmmroaniicka. Benepa Kannroaniicka e MHOTo ronyaspex
TUII 3a U300pakeHe Ha OOTMH:ATA, Ch3AaleH B eAHICTIYecKaTa eroxa.
KaTo nkonorpadut Toii e BAbXHOBeH oT KHnaus — purypata e roaa,
ro3ara € KAacu4ecko contrapposto ¢ AsB ONOPeH KpakK, TUINYHVAT
3a Knmaus ,,oxect nyauka” e u3IrbAHeH C ABe pblie, AsCHaTa e IIpeJ,
IbpANTE, a AsIBaTa — IIpe caabunnTe®. [IpuMep 3a cMecBaHeTO Ha
ABata tumna ot Pumcka Tpakms ca cratyeTkute ot Bpana® u I'pannt®,
KOUTO MOTarT Ja ce BKAI0YaT KbM BapuaHTUTe Ha Benepa Kanuroanii-
cka, mau Ha Kumaust ¢ oraegaata 1mosa, MAM KbM CMeCEH TUII, KOWITO
HOCH YepTUTe Ha ABaTa CXOAHM KaToO MKOHOTpadus TUIIOBE>.

ITpu nametHnnmre ot Pumcka Tpakus, kouto perankupar Appoauta
Kunacka u cxoguure 1 Benepa Meanun u Benepa Kanmroaniicka, ce
OTKpUBAT IIOBeYe I I10-MaAKO TOYHM KON, HO Ollle II0BeYe ca TpaH-

20 Havelock 1995: 11-13.

21 Atanasova-Georgieva, Mitova-Dzhonova 1985: 67, 69.

22 Velkov 1933: 408-409, ill. 163.

23 Ognenova-Marinova 1975: 153, No. 175.

24 Georgiev, Atanasov 1992: 49-50, No. 11.

25 Koleva 2017: 193-194.

26 Havelock 1995: 74-75; Delivorrias, Berger-Doer, Kossatz-Deismann 1984: 52.
27 Ognenova-Marinova 1975: 151, No. 172.

28 Tsonchev 1954: 294, ill. 22.

29 Koleva 2017: 202.



cpopmupannTe n300pakeHNs — BapUaHTUTe, IIUTaTUTe, IPOMEHUTe,
IIOCTUTHATH C A0DaBsHeTO Ha purypu u arpudyTu. Ilpu te3u Tumose
Ha Appogurta ce HabDAI0OAaBa I XapaKTePHOTO 32 PUMCKOTO U3KYCTBO
CMecBaHe, IIUTHpaHe Ha pa3AMYHI, HO CXOAHM B cAydasl, MKOHOTpad-
CKM TUIIOBE Ha e4AHO 00>KecTBO®.

Cmecsatie Ha pasaudHu ukoHozpadpeku munose Ha Agpoouma

Tyx m1e 6b4e pasraegaHo cbueTaBaHeTO Ha TUIIa Ha AHaAMOMeHe C
Te3n Ha Appoauta Kunacka n Benepa Kanmuroansicka. M. Mapsux
oTOeas3Ba, ye Adppogura Kunacka, saeano ¢ Benepa Meanan n Be-
Hepa Kannroaniicka, ca cpe Te3u TUIIOBe, KOUTO Ca pa3llO3HaBaeMI
U AeCHO IIpeAaBarT II0CAaHUATa CH, 3aTOBa Ce KOIIMpaT MHOTO 4ecTo.
Taka oOmiara nm TeMa — Benepa Ilyanka, crasa perpeseHTaTlBHa 3a
OormH:Ta 1 ce U3I1043Ba, KOTaToO Ce ThbpCH TPaAUIIMOHHO 300paKe-
HIue Ha Adppogura’.

Kaxbp pesyarar ce 1moaydasa, KOraTo ce CMeCAT 4epTu OT Te3) pas-
anany, AnaguomMene u Ilyamka, HO MHOTO Oy ASIPHM U 4eCTO pe-
MIAMKMPaHN UKOHOTpadum?

CrpueTraBaHeTO Ha ABaTa M3BecTHU Tura Ha Appoauta — Appoaura
Kunacka n Appoanra Anagmomene, ce CAydBa B IPBIIKIS CBAT B KbC-
HaTa eAMHICTIYecKaTa erioxa, KaTo ca IpaBsAT BapuaHTI OT MpaMop»,
a CpIIO U OT TepakoTa®. Ilocae Tosa BamsHmue goctura A0 Aanuym
n Kammanms 1 Tam 3amousaT 4a ce u3pabOTBaT M0400HU OT OpOH3
u Tepaxora. [Ipu Te3u maMeTHUITY, OOTMH:ATA € IIpeJcTaBeHa C pbKa
npeg caabunure, kato npu Kumaus, a gpyrata pbpka e BAUTrHaTa Ha-
rope 1 u3cTucksa Kocara*. Hsakon pernankn Ha Kamaus ca ¢ gpara
pasIrycHaTa Koca, KOeToO ChIIIO ce CYlTa 3a BAMsAHME OT AHaAMIOMeHe».
Tosn ekaexkTyeH NPUMHINII Ha HUTHpaHe Ha pa3ANMYHM U3TOYHUIIN

30 Koleva 2017: 185-205.

31 Marvin 1989: 36-37.

32 Corso 2007: 76.

33 Corso 2007: 84, 88-90.

34 Corso 2007: 88-90, 110.
35 Corso 2007: 90, 91, fig. 60.
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11 KOMOMHMpPaHeTO M B HOB CchueTaH 0Opa3 ce Bbh3IIpMeMa Ha UTa-
AUVICKa TI09Ba OIle OT KbCHOPeNyDANKAHCKO BpeMe3.

ITpearoaara ce, 9e 1oA00HN 1300pa’keHNs Ha OOTMHsATa ca ITOCTaBAHU
B AOMaIITHUTe CBeTMANINA B pUMCKITe KbIu. Ch3AaBaHETO Ha MKOHO-
rpadus Ha APpoANTa, YaCTMYHO BABXHOBEeHa OT KHMAMS 11 9acTUYHO
oT AHagnOMeHe, BCBIITHOCT BOAY 40 0Opa3 Ha OOTmHsATa, KOITO pe-
3l0MIpa JABa en3oja OT MUTOAOTIATa, CBhp3aHu ¢ Hest. Kakro orhe-
asa3Ba A. Kopco, Takasa ,,cuHTeTIHa” puUrypa BeposiTHO e MICAeHa
Aa M3pasy Mo Hall-400pusI Bb3MOKeH HaulH ABe YepTy Ha OOrMHATa
— KpacoTaTa I MOpeTO, U Taka Aa Ipejaje HelfHaTa C1la B JOMallleH
KOHTeKCTY. SIBHO B Te3au caydyau Chb3JaBaHETO Ha ChbBKYyIIeH 0Opa3 Ha
OOrmHsATa € I10-BaXkKHO OT MIPYABP>KaHETO TOYHO KbM OIlpeAeeH TUIr®.

IToa06HM MpyuMepu ca OTKPUTH B Pa3AMIHI YaCTU Ha UMIIepUsATa, KaTo
ca IIO3HATM PeILAMKM OT MpaMop, TepaKoTa, OpOH3 1 CTBKAO, AaTHpa-
Hu ca B nepuoga I-1II 8.2 CpimiecTByBaT 11 CKYAIITYPHI ITaMEeTHUIIY, B
KOUTO ce chbueTaBaT yepTy oT Kanmuroaniickus tun u AHagmomeHe®.

Pumcka Tpakusi cbIllo He ITpaBy M3KAIOUYeHIe OT OOIIUTe TeHASHIIHU
Ha PUMCKOTO U3KYCTBO OT UMIIepaTopckara eroxa. Caydait, mpu KO-
TO Ce BIDKJa SICHO cMecBaHe Ha AppoanTa [lyanka n AHaHAMOMEHE,
ce oTKpmBa Ipy nameTHNK ot [Inmzoct (Pur. 3). [Ipn Tasu 6poH3oBa
CcTaTyeTKa ce ycellla BAusHNe oT KHuanusa B mo3arta Ha TSA40TO, CbC
CBIINS KaTo IIpU Hesl OTIIOPeH Kpak, HO IIpe/ CAa0MHMITe e IIoCTaBeHa
AsBaTa PbKa, KOETO Ce Cpellja pu HAKOM BapuaHTu Ha Kumans, Ho
TO3M eAeMeHT HartoMH: 1 Ha Benepa Kanmroaniicka. B ceioro speme,
C AsicCHaTa pbKa OOTMHATa ABP>KU KMIyp OT KOcaTa CH.

Ore eAMH NMaMeTHUK MOXKe Ja ca ce IUTHUpa B Ta3y Kateropus. Tosa
e 6ponsosa cratyeTka Ha Adppoanura ot Pasrpascko®. Ts npuanda Ha
Benepa Kanuroaniicka o nosara Ha Ts10TO, IIOA0XKEHNETO Ha Kpa-
KaTa, pasIiolaraHeTo Ha AsBaTa p’bKa IIpe/ cAabMHUTe, a CBIIIO TaKa U

36 Corso 2007: 110.

37 Corso 2007: 110.

38 Corso 2007: 168.

39 Corso 2007: 110, 115, 118, 131, 159-160, 175-176.
40 Corso 2007: 144.

41 Ognenova-Marinova 1975: 154, No. 176.

42 Stefanov 1983: 7.
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I10 CXOAHAaTa IpuJecKa ¢ AbATY KMIypy Ha pameHere. /scHaTa I pbKa,
obave, AbP>KM KMIyp OT KOcaTa I1, KOeTO 51 CBbp3Ba ¢ AHaJMOMeHe.
IIpu Te3u npuMepm cTaBa gyMa 3a 3aIMCTBaHe Ha MOTHUBM, XapaKTep-
HI 3a ABeTe M3BeCTHU MKOHOTrpaduy, 3a CbueTaBaHeTO Ha XKeCTOBe OT
Ilyauka n AHaanomMeHe, 3aToBa e I10-y4a4qHO Te Aa He ce OlpeAeAsT
KaToO BapMaHTU Ha HAKOM OT TUIIOBeTe.

Haxkpas 1m1e oObpHa BHUMaHMe Ha eauH peaed c oOpasute Ha Adpo-
auta u Epoc® (@wur. 4), c nocsemienne Ha Appoaura*, KOUTO IPOU3-
XOXAa OT TpaKmiickoTo csetuanie nipu I'aasa Ilanera®. A¢gpoaura
e IIpeJcTaBeHa IIpaBa, BbB (pac, r1aBaTa e 1eK0 oObpHaTa HaAsBO, C
AYHOBUJHA AnajeMa. JecHuAT KpaK e OIIOpeH, AeBUAT A€KO CBUT B
K0A5HOTO. /loAHaTa JacT Ha TsAA0TO e IIOKpUTa OT Apalepus, KaTo
JacT OT Hes e 3aBUTa OKOAO AsBaTa I pbKa, a C AsCHaTa TS IPUAbPKa
MaHTUATa [Iped KopeMa. /lsiBaTa pbKa e IpecTaBeHa CBUTa IIpeA I'bp-
AuTe, C Hesl OOTUMHATA ABP>KU KMUYp OT KOcaTa CI.

K. Kapaanmurposa aatupa peaeda B Ha4a10TO
Ha III B., a ocBeH TOBa 0TOeAs13Ba, ye M300paxKe-
HIeTO ChyeTaBa XapaKTepUCTUKM Ha pasAnNdHU
ukoHorpadcku Tumose Ha AgpoguTa u UMa BAU-
same ot Kannroanickust TUII 1 oT AHagoMeHe*,
BepmHoCT Morat 4a ce OTKpMAT OOV YepTH U C
Apyru tunose Ha Adpogura. IlosaTa Ha Ts110TO
npuanda Ha a3y Ha KHuaus u Assata pbKa e rpeg
caabunute. Ho apyrara ppKa e nmpes repAnUTe, 1
TaKa TUIIMIHIAT 5KeCT, U3IbAHEH C ABe Pblie, Ha-
IoMH: Ha Tunia Ha Benepa Kanmnroaniicka®’. Ot
ApyTa cTpaHa, 40AHaTa 4acT Ha TsLA0TO e IIOKpUTa
OT gpexarTa C gpanepus, 1o400Ha Ha TIia Ha AQ-
poauta ot Apa*. Ho bk OOTMH:ATa € IIpuxBaHasla
ApariepusTa Ha KOpeMa, KOeTo ce cpellja B pa3And-
HI TUIIOBe Ha AppoauTa, KaTo Ipu T.Hap. Benepa
deaukc, KosTO ce Oasupa Ha APppoanta Kunacka

43 Dobruski 1907: 83-84, No. 124, ill. 62.

44 Dobruski 1907: 83; IGBulg. 11, 568.

45 Dobruski 1907: 3-87; Valchev 2015: 221-226.
46 Karadimitrova 2008: 180-184, ill. 1. ®ur. 3. CratyeTka OT
TTnsoc. CanmMka 1o

Ognenova-Marinova
48 Delivorrias, Berger-Doer, Kossatz-Deismann 1984: 63-64. 1975: No. 176

47 Delivorrias, Berger-Doer, Kossatz-Deismann 1984: 52-53.
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@ur. 4. Peaed

or 'aaBa ITanera.
Cunmka o Karadimitrova
2008: ill. 1

IO I103a Ha TAA0TO%. B aomrbAHeHUe, C pPpKaTa, KOSATO € IOoCTaBeHa
npea rbpaute, AQppoauta AbpKM KMIyp OT KocaTa cit. Tosa OT cBosI
CTpaHa HaBeXX/Ja MUCbATA 3a BAUSAHIE OT AHaAMIOMeHe, 3aIll0TO TO3U
€ XapaKTepHIAT >KecT 3a TuIia. Ho Toit He oTroBOpst Ha cTaHAapTHaTa
MKOHOTpadusl, ThiI KaTO pbKaTa He e M3HeCceHa BCTpaH! OT TSA0TO U
Harope KbM KOcaTa, a Abp>XKU Kudypa 1npeJ ropaute. B cayyas e oco-
DeHO MHTepecHO TOBa ChueTaBaHe Ha TUIIMYHIUTe XKecTtoBe Ha [lyauka
n AHagOMeHe, IpeJajeHo C I0A0KeHIeTO Ha AsCcHaTa pbKa. B To3n
nameTHUK OT I'1aBa Ilanera BusKg4aMe cmecBaHe Ha €4€MeHTH OT pas-
AVYHU TUIIOBE, KOETO e 40BeA0 A0 IosBaTa Ha €4HO HOBO M300paskeHIe.

Csernanero nipu I'aasa Ilanera n3o0macTBa ChC CKyANITYPHU pe-
Aedu U OTAABHa € M3Ka3aHO IIPeAII0AO0KeHNe, e Ha MsCTO € (PYHK-

49 Delivorrias, Berger-Doer, Kossatz-Deismann 1984: 78-79.



nyoHnpada padboruanuna®. 3a camus peaed, K. Kapagumurposa
peaiiosara CbIl0 MECTHO IIPOM3BOACTBO, KAaTO IO CpaBHsBA C APYyTHU
peaedu oT cBeTAUIIETO . MOXKeM Aa ITpueMeM, de ToBa ChueTaBaHe
Ha pa3ANYHU XapaKTePUCTUKHU Ce € CAYYNA0 Ha MSICTO.

ToBa exaeKTHYHO chUYeTaBaHe OT Pa3AMIHY TUIIOBE € XapaKTepPHO I10
IIPUHITAII 38 PUMCKOTO U3KYCTBO, KAKTO € BIAHO OT MHOKeCTBOTO I/~
THPaHM IIaMeTHULIN. BCBIITHOCT B KpaliHa CMeTKa TO BOAY A0 Ch3AaBa-
HeTO Ha e4HO ChOMpaTeAHO N300pakeHne Ha 00>KecTBOTO, ChueTaHe
OT pa3AMIHM YePTU U acIIeKTI.

Tosu ¢peHomeH, Ha cBOOOAHOTO KOMOVMHMpPaHe Ha TUIIOBe 1 eAeMeHTH,
HaMupa CBOsATa U35Ba X B MECTHOTO IIPOU3BOACTBO, HalIpuMep IIpu
peaeda OT U3BBHIPAACKOTO TpaKuiicko ceeTuauine npu I'aasa Ianera.
ITo-roastmaTa 9acT OT OpOH30BITE CTAaTyeTKM, OTKPUTH B HAIIITE 3eMU
U KOMEHTUPaHMU TYK, ca Hall-BepOsITHO MECTHO, MacOBO IIPOM3BOACTBO.
IIpu TsIX ce caeaBa MoJaTa B MMIIEpUATa, B pellepToapa Ha MEeCTHUTe
MalCTOpU pa3AMYHNUTE BapMaHTU Ca IIO3HATU U Ce pepoAyLpar, B
HSKOM CAydall HacThIIBa M IIPOMsIHA B oO0MJaliHaTa MKoHorpadus. Jdaan
1osiBaTa B POBMHIIMAAHA CpeJa Ha Te3! M300pakeHNs], ChueTaBaliu
B ceDe c1 pa3HOOOpa3HM YepTH, e CBbP3aHO C PelIpoAyliipaHeTo Ha
CBIIeCTBYBaIIM ONYASIPHU MOAEAN, UAU Ce AbAXKU Ha KeAaHUeTO
Aa ce MpeACTaBsT pa3ANMIHI MUTOBE, CBbp3aHM ¢ AdpoguTa, 1AU OC-
HOBHO € aKIIeHTMpaHeTO Ha acIleKTH Ha KyATa Ha O0XKeCcTBOTO, e4Ba
AV KaTeTOPUYHO MOXKe 4a Ce OIpeAeAn, KaTo BepOsITHA € U HAKaKBa
KOMOMHAIIM OT IIOCOYE€HUTE Bh3MOKHOCTI.

Bce mmak 1 Tyk, Ha MsCTO, Ce Ch34aBaT HOBU (1 B CBHIIIOTO BpeMe He-HO-
BI1) M300pakeHnsI, KOUTO MoraT Aa ObAaT BapMaHTH Ha IOMYASPHU
MKOHOTpad U MAY ChUeTaHNA OT Pa3ANIHM TUIIOBE, AOII'bAHEHI C aT-
puby T nan Gurypu, c oborateH CMIUChA. Bprpekn pasHooOpasueTo,
BCBIITHOCT aKIIeHTHT e BbpXy eMOAeMaTIyHN eAeMeHTH (5KecTopeTe Ha
Ilyauka n AHaguomeHe), KOUTO IIPeACTaBAT ageKBaTHO DOKeCTBOTO.
CpueTaBaHeTO Ha TOAO0TO TSIAO M TUIIMYHNTE 3KECTOBE AaBa Bh3MOX-
HOCT 00pa3bT Ha OOIMHATA Aa Ce MAeHTU]UIMpa AeCHO I Aa Ce I1043Ba
IIpU pa3ANYHU CAydall BbB BCMYKI YaCTU Ha TPaKMIICKOTO ITPOBUHIIN-
aAHO OOIIeCTBO, 40PN OT XOpa, KOUTO He MO3HaBaT 400pe IpbliKaTa
MUTOAOTH U M3BECTHNUTE KAaCMUeCcK! IIPOM3BeeHIs Ha U3KYCTBOTO.

50 Dobruski 1907: 13-14; Karadimitrova 2008: 183-184.
51 Karadimitrova 2008: 183-184.
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Image and Transformation.
Roman Sculpture from Bulgaria

Marina Koleva

The paper addresses the question of transformation of popular iconogra-
phic types of Aphrodite based on the Roman sculpture finds from the ter-
ritory of today’s Bulgaria. The focus is on Aphrodite Anadyomene type,
but several replicas of Aphrodite of Knidos and Capitoline Aphrodite are
also mentioned. Most of them are variants of the original types (Fig. 1-2)
or just cite certain features of them without copying all the characteristics
and, in such manner, transform the famous iconography. The further trans-
formation occurs by combining features of several types of Aphrodite into
one (Fig. 3-4). The transformation leads to the creation of diverse, but at
the same time recognizable images that can be easily identified by different
strata of society, especially in the provincial milieu.



Benemmanckm acriepcopmit ot Bapua
A Venetian Stoup from Varna

['eopeu I1lapnyaos’

He3a8UCUM U3CALO08aINEA

Abstract: A stone vessel for holy water, or stoup, that used to be on view at the Varna
Archaeological Museum is a notable work of late medieval sculpture. Its two parts, a
basin and a supporting colonnette, are carved with animal images in low relief. These
include the Lion of St. Mark, patron-saint of the Venetian Republic.

Keywords: holy water, Gothic style, late Byzantine sculpture

AGcTpakT: BapHeHCKMAT apXe0A0Tdeckn My3eii e a3l B MIHAA0TO eAHO 3a0beaexKn-
TeAHO IIPOM3BeJeHIe Ha KbCHOCPeAHOBEKOBHATa CKyAITypa: KAMEHEH Ch/, 3a CBeTeHa
BOJa OT pOJa Ha OHe3, KOUTO OOMKHOBEHO ce HaMMpaT 40 BXOAa Ha pUMOKaTOANYECKI-
Te ITbPKBU U HA AaTUMHCKU Ce HapuJar aspersoria. Tosu cbg 11 Herosara K0A0HOODpa3Ha
TIOCTaBKa Ca TIOKPUTH C peAedHN M300pakeHNs Ha KUBOTHIU. MeXAy TsAX € ABBBT Ha
eBaHTeAUCT MapKo, cBeTeIl-TIOKpoBMTeA Ha BeHenmanckara pemy0anka.

Kawouosu AYMM: CB€T€Ha BOAa, TOTUYECKN CTIA, KBbCHOBU3AHTUIICKA CKyAIITypa

ITocaeanure ,JI3KycTBOBeACKM YeTeHM:1” oTOeAsi3axa cedeMaeceT U
IeT TOAMHM OT Cb3AaBaHeTo Ha VIHCTUTYT 3a M300pa3uTeAHU MU3KY-
crBa npu BAH. boratuar ¢poToapxms Ha MHCTUTYTa I00MASp € cera

1 Georgi Parpulov is an independent researcher. He is interested in the history of Byzantine and Slavic
medieval art. Email: gparpulov@abv.bg
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CKaHMpaH 11 0OHapoABaH 4pe3 oOIIoeBpoIielickus caitT Europeana®.
Ha To3u caiit Mmu nioragHa mpej o4y HeIO3HAT IIO-PaHo 3a MeH XyA0-
JKeCTBeH ITaMeTHUK, 3acHeT HAKOIa B M3A0KOeHaTa 3ada Ha BapHen-
ckust Mmysenn (Pur. 1-6)°. AKO He rpela B IIpeLieHKara I, CTaBa Ayma
3a e/Ha OT Hall-3Ha4UTeAHNTe CPeJHOBEKOBHI CKYAIITYPH, 3aIla3eHn
y Hac. JHec T Kpacu BXOAHOTO ITOMellleHne Ha xorea ,IIpecaas” B
KypopTa 3aaTHu msicbim. Ilo-Bb3pacTeH koaera My CbOOIIM C IIC-
Mo OT BapHa, ue ,,3a cbXXaaeHue, TO3U IIpejMeT Beye He e B HalllaTa
cOMpKa 1 BCBITHOCT HMKOTa He e 0114 3aBeXAaH B Hesl. Toil e ToCcTh-
A ot Asopenia EBkcmHOrpas caeg 1945 r. 1 Oellle B eKCIIO3UIIMATA
Ha crapus Hu mysen Ha ya. ,Ilennoso”. CmsArame ce, ye e uraau-
ancka tsopba ot XVI-XVII B. B kpas na 8o-Te roanHm Ha MUHaANS
BeK TOTaBaIlIHMAT AMpPeKTop Ha OKPBXHMSA UCTOPUYECKU MYy3en
3aABAXKM 3aBeXAAIIN apXeoAOTMYecKus OTAea Aa Ipejaje HAKOA-
KO ITaMeTHMKAa Ha XOTeAl B 3AaTHU ILICBHIIN 3a ,My3eliHa pekaama”.
Mexay Tsx Oellle 1 TO3U KyTlea — gadeH Oe, IOHe>Ke He Oellle BIIVICaH
B MHBeHTapHaTa KHura.”

BapHeHCKMAT IpeAMeT e ChCTaBeH OT ABa OTAEAHO U3PsA3aHU KbCa
BapOBUK U HajaaAlu IpeAcCTaBAsiBa KyIleA: TBbpJe TeceH e J0pU 3a
HOBOPOAEHO, a oOIllaTa BMCOYMHA OT 122 CM BEJHO C ThbHKaTa My
II0CTaBKa I'o IpaBAT HeycTonus (Pur. 1-2). KameHHNTe KpBINleAHN
KyIleA ca KaTO IIPaBMUAO0 MOHOAUTHU U MHO-00eMucTu*. B caygas
SIBHO IMaMe padoTa C e4VH OT OHe3! ChA0Ba 3a CBeTeHa BOAa, KOUTO
CTOAT OTBBTPE A0 BXOAa Ha ITOYTH BCSIKa pUMOKaTOAMYeCKa IbpKBa:
Ha BAM3aHe OOTOMOAIINTE IIOTAILAT MPBCTUTE Ha AsICHATa CM pbKa
B TAX U Ce IIPeKPBCTBAT, IPUIIOMHSNKI cU IO To3u HaumH CseTo-
TO KpBbllleHne, koeTo ca npuean’. [logoOHM cbA0Be, HapUIaHU Ha
AATUHCKU aspersoria®, 4oBeK MOXe Ja BUAU U Y HAc, HallpUMep B
I10BAUBCKaTa Karegpaaa ,,Cs. Ayasur”. Te yecro OuBaT BrpaseHn
B CTEHaTa Ha YepKOBHATa Crpaja, HO IIOHJKOIA CTOAT OTAeAHO, Ha
KOA0OHOOOpa3Ha ITocTaBka Kato BapHeHcKus (Pwr. 7). Toit HechbM-
HEHO e CBbp3aH ¢ VTaams, Tl KaTo yKpacaTa My BKAIOYBa IPUABP-
>KaIll OTBOPeHa KHUTa KpuaaT AbB — II03HAT CUMBOA Ha €BaHTEeAVICT
Mapxko 1 Ha IOKpOBNTeACTBaHATa OT Hero BeHenmaHcka perny0an-

2 www.europeana.eu/bg [HOCQTQH Ha 1.07.2023].

3 Silyanovska-Novikova 1963: 77-79; Gerasimov 1965: 69; Vasiliev, Silyanovska-Novikova, Trufeshev,
Lyubenova 1973: 120, 1. 84.

4 Bx. gsata npumepa y Vasiliev, Silyanovska-Novikova, Trufeshev, Lyubenova 1973: 63-64, 453, fig.
109-111.

5 OOI10 3a MCTOPMATA ¥ TUTIOAOTHATA Ha actiepcopuumTe BXK. Bassan 1991; Bacci 2017: 7-25; Maufs

2018: 15-35.

6 HaxppBaTcky TakbB CbA ce Hapuda Skropionica, Ha MTaanaHcky — acquasantiera, Ha aHTAMIICKU
— stoup, Ha ¢ppeHcku — bénitier, Ha Hemcku — Weihwasserbecken.

7 Eiflengarthen 1975: 62 gaTupa BB3IPON3BEAEHILS TYK acliepcopuii KbM Haual0To Ha XV B.



®ur. 1. Kamenen acnepcopuii, n3A0xeH @ur. 2. YacT OT KaMeHHM:I acliepcopuit
I10-PaHO B ApXe010InJecKus My3eii Ha Ip. Ha ¢ur. 1. Canmka /. Kapagumaes, 1964 T.
Bapna. Cunmka /. Kapaaumues, 1964 T. (Apxus na M3k — BAH)
(Apxus Ha I3k - BAH)

@ur. 3. YacT oT KaMeHHMs acriepcopuit Ha Qur. 1.
Cumnmka A. Kapaanmues, 1964 1. (Apxus na I3k - BAH)
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®@ur. 4. YacT OT KaMeHHIA acriepcopuit Ha Qur. 1.
Cunmxa A. Kapaaumues, 1964 r. (Apxus na MlMMask - BAH)

Ka (Pur. 6)°. ToBa n300pakeHNe He e U3ITbAHEHO B PeHECAHCOB 1A
DapOKOB CTIA U cAej0BaTeAHO He MOXe Ja gatupa ot XVI-XVII B.9
ITaasHO 3a00aeHNTe POPMM Ha ABBCKaTa IpyBa, MyIIyHa U TsAA0 Ha-
IIOMHAT IO-CKOpO rotmdyecky nametHunu (Pur. 8)°. Ocranaaure
peaedu BPXy acriepcopus OT CBOsI CTpaHa HaMupaT YCIIOPeAUIIN B
OoraraTa CKyANTypHa yKpaca 1o natodHara ¢acaga Ha xpama ,,Cs.
VBan Heocseternn” (®Pwmr. 9-10)*'. Tazu 1rbpKBa OOMKHOBEHO Ce COUU
KaTo Hall-KbCHa OT 3artaszeHnTe B HeceObp cpegHOBEKOBHU CrpaAn’,
HO TOYHOTO BpeMe Ha CTpoe>ka JI He e U3BecTHO. B eauH oT xamb-
HITe Ha HellHaTa 3allaJHa CTeHa e U3ApackaH IUTooOpaseH repd
peaoMm c Oyksata A®. AKO TOil MpuHaAAeX!U Ha CaBOMCKuA rpad

8 Rizzi 1992.

9 Cp. mpumepure, cxdpanu y Bacci 2017 u Mauf§ 2018.

10 Wolters 1976: 181 (N2 57) gaTupa BB3IpON3BeAeHNS TYK capkodar KbM 1340—1350 T.

11 Vasiliev, Silyanovska-Novikova, Trufeshev, Lyubenova 1973: 67-70, 454-456, fig. 125-145; Tarandjie-
va 2006: 158-167; Milanova 2017: 172-175 (N 37-40).

12 Tarandjieva 2006: 137-142; Curtié 2010: 622-623. Vskatouene npasu Dimova 2008: 187-197,
criope KOATO ITbpPKBaTa e u3rpajeHa rpes nbpsute gecetuaerus Ha XIII s.

13 Villain-Gandossi 1981: 406-407. HeotaasHa TO311 11 Apyryr HeceObpCKM rpapuTy ca G1AM 3acHe-
TH CbC crenuaana Texuuka: Georgieva, Prahov, Raykovska, Jones, Lee-Seaton 2022. Harrpasenute B
paMKI/ITe Ha TO3n HpOeKT CHUMKI HE Ca MU AOCTBITHI.



@ur. 5. YacT oT KaMeHHM: acriepcopuii Ha Qur. 1.
Cuanmvka A. Kapaaumues, 1964 1. (Apxus na I3k — BAH)

@ur. 6. YacT OT KaMeHHIS acTIIepcopuit Ha Qur. 1.
Cuanmvka A. Kapaaumues, 1964 1. (Apxus na VIV3k - BAH)
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®ur. 7. Mpamopen acriepcopuii, uHB. Sculture 229 B mysest bapaxeao Ha rpag
daopenra. Canmka Catalogo generale dei Beni Culturali, Ne 090028685



®@ur. 8. Yact oT mpamopen capkodar, 4acTHa cOOCTBeHOCT B rpa Mouceanye.
Crmmxka Catalogo generale dei Beni Culturali, N¢ 0500432191

Amageit VI, mpebusaBaa B rpaja Iipes 1366/67 1., IrbpKBaTa Tps0Ba
Aa e O1Maa M3AUTHATaA IIpeAV Ta3! JaTa™. B mpoTuseH caydaii He e
U3KAIOUEHO Ti Aa AaTupa AOpU OT II'bpBaTa 0A0BKHa Ha XV B., 1IO-
He’Ke BbHIIIHATa I1 yKpaca HallOMH: JOHAKbAE IIpOu3BeJeHIsITa Ha
nporrsdrsBasara 1o oHosa speMe B ChpOust ,MOpaBcKa Ikoaa“™.
Tps6Ba aa ce nma npeasns, ye HeceObp mmaga mog ocMaHcka BAacT
eaBa I1pe3 1453 1.7

IIpnankara c HeceObpckute pesepu (Pur. 9-10) mMo3BoAsABa Bap-
HeHCKMAT acliepcopuii ga Obde AaTMpaH HNPpUOAMBUTEAHO KbM
1350-1450 I. Toit nma aABe peaxu ocodenoctu. [Ibppara e TexHmuec-

14 Ovcharov 1992: 15-16; cp. Gjuzelev 1981: 211-213.

15 Zhdrakov, Torrigiani 2015 Bp00IIe TpeArioAarart, dye rpadybT e 6114 KTUTOP Ha ITbpKBaTa 1 9e T
e CTpoeHa IIpe3 1367 T.

16 3a Hes BX. Stevovi¢ 2016 u Preradovié 2016.
17 Kuzev, Gjuzelev 1981: 352-353.
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®ur. 9. MpamopHa ykpaca BbpXy M3TOYHaTa CTeHa Ha ITbpksara ,CB. Vsan Heocsetern”
B HeceOnp. Canmxa J. Kapagumues, 1964 1. (Apxus Ha VIN3k — BAH)

®ur. 10. MpaMopHa yKpaca BLpXy M3TOYHaTa CTeHa Ha Iybpksara ,Cs. Vsan Heocserenn”
B HeceObp. Caumka J. Kapagumues, 1964 1. (Apxus Ha VI 3k - BAH)



Ka: U3ps3aH e OT BapOBMK BMeCTO OOMYaliHu:A 3a TaKbB POJ IIPO-
usseJeHnss mpamop™. Tbif KaTo BapOBMKBLT € OTHOCHTEAHO MeK
KaMBK"9, N34 bA0AHIISIT B HETO C AA€TO U CBpeaea peAe(1) e A0CTa I10A4-
poGeH. BropaTta ocobeHoCT e XyaoKecTBeHa. Mexxay m3o0pas3eHnTe
ChIIleCTBa caMO KpUAATHAT ABB (Pur. 6) nMa TOUYHO OIpeJeaeH pe-
AUTHO3€H CMUCHA*. UeTupy moytu eAHaKBUM MOTHUBA IIO U3ITbKHA-
aute gactu (Pwur. 4-5) u egna puda nog tax (Pur. 2) npenpamar
Half-00III0 KbM ChAbpiKalllaTa ce B cbda Boda. VIzoOpaskeHneTo Ha
ITUIIA, HagBMBaIlla XMUIITHMK, MOXe Ou uMa 3a Iied Ja OTOALCHe
cuante Ha 320710 (Pur. 1)*. Ilaockute peaedu BbpXy IocTaBKaTa
(Pmur. 2) ca, IO BCMYKO U3rAeXAa, He Iosede oT gekopaTusHu. [To-
paau pa3andyHaTa CU CMICAOBA HATOBAPEHOCT OTAEAHUTE JKUBOTHU
Ca mpeACTaBeHN C pa3Ha CTeIleH Ha TOYHOCT: AbBa Pa3lo3HaBaMe OT
IIpBLB II0TAeA, HO BUABT Ha OCTaHaAuTe Tpu OO3aifHMKa e HesCeH, a
ITULMTE Ca €AHOBPEMEHHO HaJapeH! U C IIayHOBU OIIAIlKH, U C Op-
A0BU Kpuaa*. Pa3HOPOAHOTO BIeYaTAeHMe Ce YCIUABA U OT CIIOMe-
HATOTO IIO-TOPe IpeIAUTaHe Ha BU3AHTUIICKNUS CTUA C TOTUYECKU.
ITopo0OHa cMec OT ABe XyAO0KeCTBeHM TpajuLMy ydeHUTe HaMupar
B HAKOM IPOM3BEAEHMS Ha CKYAITypaTa OT KbCHOCPEeJHOBEKOBHA
I'spryis — HalI-4eCTO B TaKMBa, Ch34aA€HNU 3a AUILIA, ITPOU3X0XK AN
ot 3anagna EBpona®. YKpaceHuAT ¢ 4bB BAPHEHCKM aCIIepCOPUIA 11e
Aa e O1A mopbyaH MPU CXOAHM ODCTOATEACTBA, 3a KOUTO, IIOpaiu
OTCBCTBMETO Ha HaINC BLPXY HEro, Moke obaye caMo Ja ce rajae.

I3xogHa TOuka 3a AOragku JAaBa A0Ope WU3BECTHIAT AOTOBOP
(“sagramento e patto”), koo nap VMsan AaekcaHAbp IHogmmcaa C
Benerst nipes 1347 1.2 C Hero ThpPHOBCKIAT BAadeTeA IOKpail Apy-

18 3a psakarta yrnoTpeba Ha BAPOBUK BHB BU3aHTHUIICKaTa CKyANTypa BX. Vanderheyde 2020: 122-
123. ChIIO OT BapoBMK, HO U3paboTeHa 10-rpy0O OT acrepcopus, € AaTupalriaTa HaBsIpPHO OT
XIV B. apxuTeKTypHa yKpaca Ha BapHeHcKaTa Iybpksa ,Cs. Teoprn” — Kuzev, Gjuzelev 1981: 300-
301. Crpajara Ha Tasu I/bpKBa He e OMaa IpoyJyeHa IipeAu ch0apsaHeTo 1 npes 1948 1. 3a Hest
BX. Dimova 2008: 265-266, 329, n. 35.

19 TaTana CuasHOBCKA A0pM CpaBHsABA acliepcopis (He ChbBCeM YMECTHO) C IIyKaTypHOTO 00-
paMaeHVe Ha eAVH CTEHOIMCeH o0pa3 OT 1164 T. B Xpama ,,Cs. IlanTazeitmon” kpart Cxonue:
Silyanovska-Novikova 1963: 78, 80. 3a mykarypHaTa ykpaca 8 Hepesu Bx. Vanni 2021: 250-253.

20 He e BApHO, ye B cCpeAHOBEKOBHOTO M3KYCTBO CUMBOAU3UPALINAT eBaHreAncT MapKo AbB BU-
Haru Hocyt HUMO, Kakto TBepan Gerasimov 1965: 69; cp. Hamp. Rizzi 1992: fig. 2.

21 3a arnoTponeitHys CMUChA Ha II0A00HM Komnosuuuu BX. Maguire, Maguire 2007: 67-73, 175-
176; Fokas 2011: 265-268; Vanderheyde 2020: 202-204.

22 3a cMMBOAMKAaTa Ha MayHa B PAHHOXPUCTUHCKOTO U3KYCTBO BX. Monreal, Witte 2016. 3a uzo-
OpakeHusATa Ha ITayHM BbB BU3AHTUIICKaTa CKyAnTypa BX. Vanderheyde 2020: 199-200.

23 Marinou 2007; Melvani 2007; Melvani 2013: 93-94, 116-122, 138, 192 (Ne 10), 200 (N2 39), 237,
264-265; Vanderheyde 2020: 88-go (“aspects hybrides”), 204-206. Hosara xuura Vakondiou, Graziou
2022 OIlle He MU € AOCTBIIHA.

24 TekcThT Ha TO3M 3aIla3eH CaMO Ha UTaAMaHCKM e3VK AOTOBOD € M34a/eH 3a IIPEB ITBT OT Ljubié
1872: 246-247 (Ne ccclxiv) u e rpenssasaH Ha HAKOAKO IIBTY — IIOCAEAHO, 3aeAHO C IIPeBOJ Ha
Oparapcku, ot Gjuzelev 2001: 78-79 (N 29). I[TogpobHu o6scHeHN: KbM Hero AaBa Gjuzelev 1981:
156-186. B>x. cbImio dakcuMimaeTara 1 CpaBHEHMETO Ha pa3andyHuTe npenucu y Gjuzelev 1988: 304,



rOTO MO3BOAsBa BeHelMaHIIUTe Aa IIOCTPOSAT CBOU IIbpPKBa M A0XKa™
KbJAeTO MnoxeaasT B semute my (“far far chiesia et loza ove li piace
dentro delle tere”). Cpeaniiata Ha BeHeI[aHCKa ThPTOBM Y Hac ca
CIIOMEeHaTU B APYT eAMH JOKYMEHT, U3JajeH IIpe3 1343 I. BbB Bpbh3Ka
C MOAaHMIIM Ha penyDAMKaTa, IIpeBO3Balliy cToKa , 0T Bapna, Hece-
Obp U KakBUTO U Ja e Apyru semu Ha bbarapckoro napcrso” (“de
Varne, Mesembre et aliis qui uscumque partibus imperii Bulgarie”)*.
K®Mm 1352 1. BB Bapna npeOusasaa BeHenmaHcku KoHcya”. Hero-
B CbHAPOAHMIIU IIPOADBAXKABAAM Aa M3HACAT 3bPHO OT TaM U B Ha-
yaaoro Ha XV B.%, xorato IrpadbT Beue Ou1a moa ocMaHCKa BAACT>.
Bb3MOXKHO e BeHeIMaHIUTe 4a ca MMaAM BbB BapHa cBOs ITbpKBa 1
acriepcopusT Aa e 01 n3paboTeH 3a Hesl.

B cBeTamHaTa Ha rOpPHOTO IpeAIlOAOKeHNe IO-KbCHaTa ChA0a Ha
IpeAMeTa M3raexJa KaTo ChIIMHCKa MeTaMop¢o3a: TOI ITOCAYKIA
3a yKpaca B IapKa Ha uaaurHaTus mpes 1888 r. apoper; CaHApOBO
(mpenMeHyBaH BIIOCAeACTBMe Ha EBKcMHOTpaj) 1 B ABHOTO My OMAM
IIpoOKUTM YeTUPU OTBOpa 3a M3THYaHe Ha AbXJ0BHaTa Boja*. Tosa
npeoOpa’keHNe e, Taka 4a ce Kaxke, 6uToso. Jpyro eAHO, IpeTbpIL-
HO I1aK OT ChIUs IpeaMeT, e MucaosHo: Togop I'epacumos ro ompe-
Aeas KaToO ,MOJepHa JeKOpaTuBHa Ba3a, Ha KOSITO ChbBPEeMEHHMST
KaMeHoJeel] e U3I043BaA peaulla MOTUBY, 3aeTU OT CpeAHOBEKOB-
HI peaed, KOUTO TO¥ e MpepaboTNA IO CBO¥ BKYC, Hepa30oupaiku
TexXHUs TbpBOHavaleH cMuchba”?'. HeorpasaaHo kbcHa Jarta e Omaa
IpUIIICBaHa U Ha APYTU 4y>KAeCTpaHHU TBOpOM, ToITagHaAM 110 pas-
HI ITbTHUIIA y Hac: n3o0passsall bor Oter; pparmMeHT oT BpeMeTo Ha
nraanaHckoto KyarpodeHTo e cmsTaH 3a 4e410 Ha ,[pPBIKM 30Tpad
ot XVIII B.?”??, oOpa3 Ha cTpagamus Xpucroc (imago pietatis), pu-
CyBaH B XapaKTepHMUs CTUA Ha CMeHCKus XyAoxxHuk Cano an Iln-
eTpo (1405-1481), 6usa otHeceH KbM , XVII-XVIII B.?“%, yHrapckn
noTup oT HayaaoTto Ha XVI B. ce OKa3Ba ,M3ITbAHEH B AyXa Ha CTUAa

306, 308-309, 322-323.
25 KaxBo 1MeHHO e mpeJcTaBAsBala KaTo IOCTPOIKa e4Ha BeHelaHCKa A03Ka obscHssa Fortini
Brown 2016; cp. Gjuzelev 2001: 315.

26 Gjuzelev 2001: 74-77 (N2 27).
27 Gjuzelev 2001: 78-79 (No 29).
28 Gjuzelev 2001: 174-177 (Ne 83-84).

29 Bapna 6maa 3aBaassHa OT TypLuTe IIpe3 1389 I. U ONOXKapeHa OT TaTapuTe Ipe3 1399 I.:
Kuzev, Gjuzelev 1981: 303-305.

30 Gerasimov 1965: 69. ABTOPBLT He yTOUHsBA OTKbJE € B3ea Te3U cBejeHus. 3a cTpouTelHaTa
ucropust Ha gsopeta BX. Tuleshkov 2015, a 3a pa3oaosKeHaTa 40 HETO CpeAHOBEKOBHA KPEITOCT:
Tuleshkov 2019.

31 Gerasimov 1965: 69.
32 Gergova, Gatev, Vanev 2011: 71-72, 144 (Ne 11.67); cp. De Marchi 2006: 117-119.
33 Gergova, Gatev, Vanev 2011: 69, 129 (N IL.34); cp. Skubiszewska, Skubiszewski 2005: 91-93, 96.



roTyKa“*, a n3paboTeHO OK. 1490 I. HIOpPHOEePICKO MeCHMHIOBO OAIO-
20 (Beckenschlagerschiissel) crasa obpasel; Ha ,,ITbpPKOBHUTE IIpU-
20xHN n3Kycrsa ot XV-XIX Bek B bbarapmsa“s. Takbss pog rpemxu
Ipou3TUdaT OT TOBa, Ye U3ydaBaMe MCTOpU:ATa Ha ObATapCKOTO U
BBOOIIIe Ha M3TOYHOXPUCTUIHCKOTO U3KYCTBO ChBCEM OTKBCHATO OT
Ta3!U Ha 3aIrlajHOeBPOIIeiicKOTO. V3npasenu npea pA4bK 3a HaIlIUTe
3eMI XyAO0KeCTBeH ITaMeTHUK, Hie I10 IPUBUYKA CMe CKAOHHM Ja
ro OTHeceM KbM OHa3M KbCHA eIloxa, KoraTo, 3Hae ce, 3allagHu XyA0-
KeCTBeHM BAVISTHI IMMPOKO MPOHMKBAT Ha baakanmre™.

34 Drumev 1976: 302, 354 (N 263); cp. Kolba 2004: 46-47, 148 (Ne 38); Wetter 2011: 26-29, 95-118,
242 (No 12), 246-249 (Ne 17-23), 251 (N2 26), 258-260 (N 31-34). VI3aasenata or Aumutsp Jdpymes
Jalia IIPOM3X0XKJa OT IA0BAMBCKaTa IybpkBsa ,CB. Xapasamrmit”. Ao pa3dupaMm IIPaBUAHO Ay-
MUTe Ha aBTOpa, TOI I CMSITa 32 HEOTOTHYecKa.

35 Genova 2004: 127; cp. Tiedemann 2015: 39-41, 90-92, 136. V3aazenusar or Eaena I'enosa ripea-
MeT Ipou3xoxaa ot yspksara ,Cs. Tpouna” 5 SImboa.

36 Hait-copaeuno Gaarogaps Ha Aabena Muaanosa, Ha Beceamn 34aTkoB, Ha AJeKCaHABP
Munyes, Ha Huxoaair Tyaemmkos 1 Ha Ha3HayeHMs OT pe4akTopuTe Ha COOpHUKa De3uMeHeH
PerieH3eHT 3a IIOMOIITa, KOATO MM OKa3axa.
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A Venetian Stoup from Varna

Georgi Parpulov

Z;l’ A~ ‘i,\ O

A stone stoup formerly exhibited at the Varna Archaeological Museum now grac-
es the lobby of Hotel Preslav in the Golden Sands resort. Its relief decoration,
datable on stylistic ground to the fourteenth or fifteenth century, includes among
other animals the Lion of St. Mark, emblem of the Venetian Republic. In 1347, the
Tsar of Bulgaria granted the republic’s merchants trade privileges and permis-
sion to build their own church ‘wherever they wish in [my] realm” (ove li piace
dentro delle terre). By 1352, a Venetian consul was resident in Varna. It is possible
that the stoup was made for a Roman Catholic church there. It presents a curious
mixture of Gothic and late Byzantine (Palaeologan) stylistic elements.
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Abstract: Sometimes a single work of art can tell a whole story. The Ludovisi group
presented here originally stood on a long sculptural plinth on the terrace of the Ath-
ena sanctuary in the ancient metropolis of Pergamon. Viewed from its back, one sees
a Gaul with raised sword and his defeated opponent to the left. This impression re-
mains until the moment when the front of the warrior can be seen. There, in fact, the
sword is being used to commit suicide in order to escape slavery; the dying woman is
apparently his wife. This way art becomes a repository of collective memory.
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The significance of movement in space

Movement in space is essential for the perception of the environment.
Although this applies to all senses, here it is to be limited to visual
perception, as here it concerns visual hypotheses from archaeolo-
gy, which are visualised accordingly, without not marginalising the
senses that are not represented. The importance of the movement
through space becomes obvious just by disclosing to the perception
the necessary information for the orientation and relative position of
all objects?. Optical illusions work particularly well in static circum-
stances, either as static representations or, for example, in the form of
perspective trompe 'oeils viewed from specified locations*. However,
when an observer moves through space, the imagination constitutes
a basic spatial model from the multitude of individual visual sensory
impressions, within which the individual’s own position and also
orientation are more or less reliably defined.

The visual sensory impressions are perceived through the eyes. It is
not irrelevant that there are two eyes, because this way perception is
stereoscopic. Since the perceptions of the two eyes are never identical
at the same time, their different positions in space cause objects to be
obscured in different ways. From these differences, the parallax, the
brain can deduce the different position in depth, which is confirmed
by the focusing of each eye, i.e. the conversion of the lens to the dis-
tance. No less important, however, is the apprehension of space from
movement alone, for this alone causes objects at different distances
to move differently in the field of vision®. The relative speed in visual
perception contributes not insignificantly to the spatial model that man-
ifests itself in the imagination. All components together, however, are
interactive, i.e. they always react in direct conjunction with the inten-
tional movement of the body, head and eyes, i.e. the direction of gaze.

Taking this into account is the purpose of the dramaturgy of images.
Obviously, a genuinely interactive experience can never be substituted
by an invariable dramaturgy. However, a dramaturgy can illustrate a
narrative that, depending on the intensity of its particular statement,
can at least compensate for the impulse to interact, just like any story,

3 Glaser et al. 2017.
4 Arnheim 1988.
5 Lengyel 2005.



whether it is read as a book or viewed as a film. Some movements,
however, are predetermined, at least as far as the positions in space
are concerned.

This also provides the opportunity to not only let one visual impres-
sion follow the other, but also to have the composition give rise to
surprises. Without further ado, this applies to most changes of space
through doors, but even supposedly fully grasped objects can change
unexpectedly through the change or alteration of perspective and re-
veal aspects whose meaning transforms surprisingly?®, if not contrary
to what was assumed until then.

Supposedly particularly suitable for such moments of surprise are pro-
cessional routes such as those imposed on visitors in sanctuaries. Just

because of the increased participation in the events, a participation in

areligious procession can be compared to a visit to an art exhibition or

amuseum’. While the aura of the museum?® gives the art object at least

part of its effectiveness, the essence of the procession is a contributing
factor to the perception of the sanctuary, made up of architecture and

sculpture. Even more so than in the museum, however, the prior de-
termination of the procession route also allows its visual impressions

as well as its sequence of images to be specified in advance.

The Ludovisi Group in the Sanctuary of Athena in Pergamon

One such sanctuary is the Sanctuary of Athena in the ancient metrop-
olis? of Pergamon (Fig. 1). The orientation of the central temple of Ath-
ena diagonally to the sanctuary is an indication that it was one of the
oldest sanctuaries in the city and thus of great importance. Situated
high up on the Acropolis, directly above the theatre and within the
castle walls (Fig. 2), it was the largest complex until the sanctuary was
built in honour of the Emperor Trajan, whose central temple has since
been the tallest building dominating the silhouette of the castle (Fig. 3).
In its total extent, the Athena sanctuary, including the surrounding

6 Pierce 2000.

7 Staatliche Museen zu Berlin 2012.
8 Lang et al. 2018.

9 Griifiinger et al. 2011.
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Fig. 1. The city mountain of the ancient metropolis of Pergamon in today's Turkey
around 300 CE. © Lengyel Toulouse BTU

Flg 2. Detall of the upper part of the ancient metropolis of Pergamon
© Lengyel Toulouse BTU

colonnades, was even larger than the Temple of Zeus, including its
terrace, whose frieze of giants gave the Pergamon Museum Berlin its
name. In the museum hall next to that of the giant frieze, the entrance
building is also on display, the Propylon, through which the visitor
from the main street could enter the Athena sanctuary immediately
after passing through the castle gate (Fig. 4). The sanctuary of Athena,



Fig. 3. Skyline of the ancient metropolis of Pergamon as seen from the opposite mountain.
© Lengyel Toulouse BTU

Fig. 4. Propylon of the sanctuary of Athena in Pergamon,
today in the Pergamon Museum, Berlin. © Lengyel Toulouse BTU

however, is probably of great importance for yet another reason. Here,
accessible from the corridor on the first floor (Fig. 5), was the library
in which the pergaments that gave the building its name were kept.

Within this complex charged with meaningfulness, the expectations of
participants in religious processions may have been particularly high,

75
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Fig. 5. Upper gallery of the sanctuary of Athena with the entrance
to the famous library at its end on the left. © Lengyel Toulouse BTU

and this circumstance also allows sculptures to be used effectively to
communicate a political message as well*. Therefore, it can perhaps
be understood that the victory over the Gauls was not only staged as
a mere memory, but also in the form of a visual surprising in a par-
ticularly impressive way.

The Ludovisi group, preserved today only as a marble copy of the orig-
inal bronze, exhibited in the Museum of the Capitol in Rome, and in
the form of several plaster casts, one of them in the Berlin Plaster Cast
Collection, which provided the model for the virtual copy, stood with
great archaeological certainty in the sanctuary of Athena. Its position
is less clear, yet is has not been able to maintain a prominent position
on the round pedestal. It is currently assumed that it stood at the end
of one of the long pedestals (Fig. 6). This assumption is supported,
among other things, by the resulting dramaturgy.

10 Petersen, Hoff: 2011.



Fig. 6. Gruppo Ludovisi and Dying Gaul framing the sanctuary of Athena.
© Lengyel Toulouse BTU

The visualisation of movement in space

To visualise the movement through space, which makes the change
in the meaning of the sculpture perceptible in the first place, in such
a way that the decisive uncertainty in the knowledge of archaeology
is preserved, is the challenge that the Visualisation of Uncertainty™,
which the authors have developed among other projects on the exam-
ples of Cologne Cathedral™, the Palatine Palaces® in Rome, and since
2008 on the ancient metropolis of Pergamon, has set itself. In this, it
is important not only to represent the content of the hypothesis itself,
and also not simply to remain with unambiguously superimposing the
degrees of uncertainty on the representation, for example in the form
of striking colour coding, but to create representations from which
the information is communicated simultaneously and subtly, so that
overall an impression of space is created that is most comparable to the
mental model* that manifests itself in the imagination after visiting a
site. The representation then corresponds to the verbally formulated,

11 Glaser et al. 2022.

12 Schock-Werner et al. 2011.
13 Mirtin 2011.

14 Kahneman et al. 2023.
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Fig. 7. Lower eastern slope of the city texture of Pergamon. © Lengyel Toulouse BTU

archaeological hypothesis. This too is about space and spatial rela-
tions and usually describes those aspects that can be described, but

only hints at those that are vague. The challenge of the Visualisation

of Uncertainty is precisely to make these hints visually perceptible as

hints. Thus, on the basis of the findings, it is quite possible to describe

how the city on the eastern slope of the hill might have been structured.
Sewage pipes suggest stairways, cornerstones suggest horizontal, car-
riageable paths, individual fragments suggest a few larger buildings,
but essentially experience from better preserved examples provides a

reasonably clear idea of the structure, but not of individual buildings.
This is exactly what is shown in the visualisations of the city of Perga-
mon in the areas other than the large complexes (Fig. 7).

In this point, archaeology and architecture resemble each other>. When
architects are commissioned by prospective clients to design a building,
they usually begin with a more or less vague formulation of visions,
models and ideas for improving them. These are all rather vague
verbal statements to which giving form is the core competence of the
discipline of architecture. The discipline of architecture begins with
relatively abstract models to define the cubature, and then concretises
this starting point step by step up to realisation. This is precisely what

15 Kelly, Hug 2022.
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Fig. 8. Spatial examination of the sculptural narrative of the Gruppo Ludovisi standing next to
the Dying Gaul. Alongside them, there were many other, as yet unidentified, sculptures on the
long plinth. © Lengyel Toulouse BTU

the Visualisation of Uncertainty offers to the field of archaeology. The
only difference is that in the case of archaeological hypotheses, it is the
knowledge in archaeology that sets limits to concretisation™.

It is therefore a matter of translating ideas, which are essentially hy-
potheses, from a verbal form into a three-dimensional form. Terms
such as the "house’, for example, are very familiar verbally, but much
less so as a form. And the more complex the hypothesis, the more in-
dividual sculptural forms have to be found, i.e. designed. This process
is genuine form-finding, the actual design of completely new forms.
They are new forms simply because they cannot be found in physical
reality. This is also the reason why abstract modelling is intellectually
much more demanding than recreating physical reality. Replicating
physical reality can be technically demanding, but the original shapes
are so clear and numerous that it is always feasible to find something

16 Hirschberg et al. 2020.
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appropriate. More problematic, of course, is both the degree of spec-
ulation that goes hand in hand with such replicas, and especially in
view of the great potential for misunderstanding that arises from them.

Compared to replicas of physical reality, however, abstract models
have the great disadvantage that many visual aids that make them
appear as architecture, i.e. make them recognisable as real spaces,
are missing. This is where projection has a decisive role to play. Pro-
jection is the transfer of a spatial model into a visually perceptible
representation. Since abstract architecture does not usually exist in
physical reality, except in museumes, it requires greater attention here.
The template for this, however, is provided by classical architectural
photography, whose aim is to represent architecture in such a way that
its character is reflected as faithfully as possible. This includes above
all the unambiguity of position and orientation, i.e. those aspects of
perception described above that are intended to compensate for the
lack of movement in space.

The photographic vision conditioned in this way allows much less
flexibility in the choice of viewpoints and projection parameters than
would be technically possible. The restriction to natural eye level
alone and to viewpoints that could have been taken in the ancient
physical reality, i.e. where a historical person could actually have
been standing, exclude fly-over perspectives, perspective cuts or sim-
ply random distances”. Subtle parameters such as the use of focal
lengths of common optical lenses of classical photo cameras facilitate
the comparison of the architectural images with existing photographs
of physical reality. As a compromise on the way to an overview im-
age, as usually achieved by bird’s-eye views, the authors use parallel
projections. Unlike perspectives, these do not have a projection centre.
Visually, the difference is that parallels in space also appear parallel
in the image. Spatially, however, this means at the same time that the
lack of a projection centre excludes a localisation of the viewer, i.e. of
a supposed photographer. The photograph is clearly not taken from a
specific point in space. As a result, the photograph cannot be mistaken
for a historical viewpoint either. However, in both cases, perspectives
and axonometry, a decisive factor for the interpretation of space is the
illumination. Light direction and light sharpness control not only the
plasticity but also the relative weight of the various sections of space.

17 Shulman et al. 1998.



In photographic filming, the restriction of the lack of image sequence
due to movement through space is at least partially eliminated. The
movement in predetermined sequences is no longer interactive, but
nevertheless allows deeper insights into the spatiality. In addition,
however, there is the narrative moment. The mediation of space and
hypotheses allows the film to address the progression in space itself.
In a way, such a film is even less interactive than a still image because
it limits the individual viewing time. An image can be viewed for any
desired length of time, and even zooming in on an image creates a
restlessness that makes it difficult to concentrate on the centre of the
image. Hence, film is by no means merely an enhancement of per-
ception. Quite similar to the absence of polychromy in favour of the
scientifically more defined contours of architecture, the edges that
define space, the exclusion of movement is a gain as well. But not for
the narrative of shapes that are designed for movement, such as those
of the Ludovisi group.

The Ludovisi Group in motion

The Ludovisi Group, finally, is a sculpture whose meaning changes
dramatically when walking around it. And for this, not even the com-
plete circumscription is necessary. It is sufficient to move along one
side of the elongated plinth to perceive the seemingly contradictory
meanings of the sculpture in equally dramatic succession and to be
shaken by the reinterpretation.

From a distance, one sees a man with a raised sword, at his side a
fallen second figure, suggesting the depiction of a victorious fighter
at the side of his victim. The sword as if raised to strike, the head as if
confident of victory after a successful blow in search of new opponents,
the victim just barely on his feet, the depiction thus almost still at the
moment of the decisive strike.

Even after a long procession towards the sculpture, there is little change
in this interpretation, the visual perceptions of the sculpture are too
similar. Only when the viewing angle changes significantly does the
view of the sword blade become apparent. It is actually stuck in the
warrior’s collarbone. The viewer is irritated, the gaze turns to the vic-
tim. And with another turn, the face and stature of the victim become
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Fig. 9. Details of the spatial study of the sculptural narration. © Dominik Lengyel BTU

clearer. It is obviously a woman. A woman as the victim of a warrior,
however, is hardly an act suitable for a heroic image of a victor. Rath-
er, it is a representation of the moment of an extended suicide. The
warrior first killed his wife and is then about to kill himself as well,
presumably to escape enslavement (Fig. 8).

The successively unfolding rededication of the meaning of the individ-
ual segments of the sculpture, from the two people to the sword, the
sequence of actions, even the man’s facial expression, which is at least
ambivalent in retrospect, create a sequence of surprising moments for
the viewer that are likely to be captivating (Fig. 9).



Fig. 10. Closeup of the Gruppo Ludovisi and Dying Gaul framing the sanctuary of Athena.
© Lengyel Toulouse BTU

Conclusion

The effect of the Ludovisi group’s surprise has been preserved to this

day. However, it only works in this surprising way when the sequence
is given as a dramaturgy. Viewing the sculpture from a random di-
rection, merely perceiving the suicide as a first impression makes

the moment of surprise evaporate, an essential characteristic of the

sculpture is lost. The sculpture retains its sculptural power, especial-
ly in direct, if equally hypothetical, proximity to other preserved or

inherited sculptures of the same narrative, such as the Dying Gaul, its

compositional counterpart (Fig. 10). Perception in motion, however,
whether in physical reality, virtual reality or even merely in cinematic

form, determines the actual impact of the complete story here and ac-
counts for much of the perception of the sculpture and the attribution

of meaning. The embedding of perception in the context of a proces-
sion combined with the heightened attention, almost mindfulness of

its participants create almost optimal foundations for the effect of a

sculpture in motion.
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A Political Narrative in the Relationship
between Artwork and Recipient

Dominik Lengyel, Catherine Toulouse

Sculptures such as the Ludovisi group develop a special narrative from their
form. Based on considerations of the importance of movement for spatial per-
ception, physiological visual perception as well as dramaturgy are thematised.
The circumstance of the religious procession is of particular importance for
the effect of the sculpture’s ambiguity. For this purpose, the architectural

context of the Athena sanctuary in ancient Pergamon will be briefly discussed,
as well as the significance of uncertainty in the knowledge of archaeology,
which necessitates a special form of visualisation, namely the visualisation of
uncertainty, a method that takes equal account of knowledge, its uncertainty
and the spatial vision from an architectural point of view. Abstract model-
ling, virtual photography and cinematic dramaturgy form the basis for the

concluding description of the sculpture’s narrative.
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Old Habits, New Faith: A Late Antique
Amulet from Egypt (BM 1938,1010.1)

Maria Lidova*
Institute of Slavic Studies
Russian Academy of Sciences

Abstract: This paper analyzes a faithful copy of a 6%/7"-century amulet which exem-
plifies the parallel use of multiple distinct varieties of religious imagery within a single
art work. The amulet combines a detailed Christological cycle, engraved on the one
side, with a representation of a winged creature, standing on two crocodiles, on the
other, derived from images of Horus, an ancient Egyptian god. Such an intriguing
combination of religious imagery taken from distinct cultural contexts testifies to the
survival and integration of earlier beliefs in early Byzantine Egypt and to the various
strategies employed by worshippers in the hope of reaching out to several divine forc-
es at once.

Keywords: late antique magic, Horus imagery in Christian Egypt, Christ’'s Miracles,
syncretism, Biblical imagery in late antique amulets, Adoration of the Magi

An artefact preserved at the British Museum offers an important testi-
mony to the way in which well-known imagery of a divinity may un-
dergo a complex metamorphosis when combined with representations

deriving from distant and distinct religious and cultural environments>.
The object in question is an oval-shaped bronze, or better, copper alloy

1 Dr. Maria Lidova is a Byzantinist and art historian working on the art of Late Antiquity, the cult of the
Mother of God and early icons. Email: mlidova@hotmail.com

2 Lidova 2017: esp. 46-47.
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medallion bearing decoration on both sides and measuring about 6
cm high and 4.5 cm wide at its highest and widest points>.

According to the museum’s inventories, the medallion was purchased
in 1938 from a Russian émigré, Madame Wolkoff-Mouromtzoff, for 7
pounds and 7 shillings as an artefact belonging to the 7* or 8" century.
However, for the greater part of the 20" century the amulet appeared
in the museum’s papers and online catalogues as an object belonging
to the 6™ century*. The surname of the vender is important, since it can
be associated with Nikolay Alexandrovich Wolkoff, the last Russian
Imperial naval attaché in London, who stayed with his family in the
city after the Revolution’. The provenance of the object is particularly
interesting as it helps to trace the history of the artefact back to the
late 19" century.

In a paper published in 1901 we learn that an object identical to ours
had been offered for the acquisition to the Hermitage Museum in St.
Petersburg a few years earlier and an electrotype copy of the object
had been preserved in the department of the Middle Ages®. Along-
side a general sense of likeness, the similarity of this artefact with the
amulet from the British Museum can be traced to such tiny details as
the losses and lacunas, which feature in exactly the same places and
leave no doubt as to the close ties connecting the two objects.

The deal is said to have been considered by Vladimir Georgievich Bok,
a renowned specialist in late antique art of Egypt and senior keeper
at the department of the Middle Ages and Renaissance from 1895 to
1899. The acquisition did not take place and by 1901 the whereabouts of
the artefact were already unknown and any information on the owner
of the object had disappeared. Nonetheless, the amulet attracted the
attention of several Russian scholars, foremost of which was Evgeniy
Martinovich Pridik (1865-1935) who in 1898 had become an assistant at
the Minz cabinet (the department of coins and seals) at the Hermitage

3 https://www britishmuseum.org/collection/object/H_1938-1010-1 [accessed 15.07.2023].

4 This was the case for the online catalogue until Spring 2023 before the entry was updated by
Elisabeth O’Connell.

5 N.A. Wolkoff-Mouromtzoff was half-British by birth, he died in 1954 and was buried in
Brompton cemetery in London. Here, I follow the transliteration of the family name as it is ren-
dered in the records, while in other instances I give preference to the transliteration of Russian
surnames with an ending on —ov, rather than —off, which is more common today.

6 Pridik 1901.



before becoming its main keeper in 18997. Pridik was the first to tran-
scribe and translate the text of the inscription featured on the amulet®.
Since he was less confident with art-historical matters, Pridik consult-
ed Dmitry Vlasievich Ainalov (1862-1936), who being on the verge
of submitting a book, managed to include a discussion of the object
in his famous monograph “The Hellenistic Origins of Byzantine Art”
published in 1900°. This meant that Ainalov’s publication anticipated
by several months the specialized study prepared by Pridik. Ainal-
ov explicitly thanks Pridik for letting him publish on the amulet and
intentionally avoids any discussion of the inscription™. Both scholars
relied in their analysis not on the original piece but on an electrotype
copy, as well as a cast copy mentioned and published by Ainalov™.
The whereabouts and destiny of the two copies (the electrotype and
the cast) at the Hermitage are currently unknown. Unfortunately, no
further information is provided on where and when the copies were
made, whether their appearance was connected to the deal, whether
the cast had been made from the original piece or an electrotype copy,
and whether the number of replicas was limited to just these two.

The situation with replicas becomes even more critical because an
analysis of the piece preserved today at the British Museum allows
the suggestion, with a high level of probability, that it also represents
not a 6"/7"-century original but an exact copy — an idea suggested in
a study by Alphons Barb as early as 1964'. Could the British Museum
piece be the same copy discussed by Pridik and Ainalov? If so, was
it abducted or simply borrowed at some point from the Hermitage?
Or were there several copies and only one of them ended up with the
Wolkoff family? Were the Wolkoff family the owners of the original
piece and the mysterious sellers who negotiated with the Hermitage at

7 Pridik 1901. On the first Byzantinists and interest in late antique art and archaeology in Late
Imperial Russia as well as cultural background for the small episode discussed here, see: Lidova
2019 (with further bibliography).

8 Following Pridik, a series of translations were made slightly differing from one another. The
most recent translitaration and translation was produced by Georgi Parpulov in 2014—2015 for
the online catalogue of the British Museum and I will use this translation here.

9 Ainalov 1900: 192-197. The English translation of the book came out in 1961: Ainalov 1961, for
the amulet see pp. 250-255.

10 For a detailed analysis of these events and overview of the earliest publications of the amulet,
see Lidova (forthcoming).

11 Ainalov 1900: 193, fig. 39.

12 Barb 1964: 10-17. A full technical analysis of the object using contemporary tools could prove
or, perhaps, disprove this point, thus helping to settle the issue for good.
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the end of the 19" century? And, finally, was there actually an original
late antique artefact? For now, all these questions remain without an
answer. Nonetheless, what is important is that the object currently at
the British Museum survives in a very good condition and whether a
copy or not, its shape, decoration and typology can safely be consid-
ered as testimony to 6"/7"-century art. I will omit here a full-length
discussion on why it is hard to imagine that this piece may represent
a forgery, since the level of knowledge about Byzantine and more
specifically late antique art which existed around 1900 as well as the
unusual imagery of the amulet which is in part uncanonical when it
comes to Christian beliefs would make the object difficult to market
interested in Christian antiquities at the time.

Accepting the fact that the surviving object may serve as a reliable
evidence for the lost original, let us turn to the analysis of its imagery
and inscriptions. The imagery and Greek texts featured on the original
piece would most likely have been made by chiseling or engraving
rather than the casting process that would normally be expected when
it comes to bronze objects, if bronze or copper alloy was indeed the
original material from which the amulet was made™. Notwithstand-
ing the coarse technique, the original piece must have been a very fine
example of late antique craftsmanship, apparently commissioned for
specific religious, or better, magical purposes, and most likely made as
an individual order rather than mass produced. On one side, we can
see a narrative cycle which unfolds in four registers with fragments of
text serving as demarcation lines (Fig. 1). The top is taken up by the
bust image of Christ. Jesus is represented with a beard and a cross be-
hind his head which is surrounded by a mandorla, or a sphere of light,
held aloft by four angels. From the point of view of iconography, this
solution resembles images of Christ in 6"/7"-century scenes of the As-
cension, such as the image preserved in the Rabbula Gospels (Laurent.
Plut. I. 56. fol. 13v)™ or the bust representation of Jesus accompanied by
figures of angels in the apse of San Venanzio chapel in Rome (640-642)".

13 In fact, the shape and dimensions of the artefact are unusual and find no parallels among a
wide range of late antique metal amulets. I would like to thank Dr. Juraj Franek for the consulta-
tion on this matter. For comparison, see the catalogue of objects collected and discussed in Juraj
Franek’s forthcoming monograph under the provisional title “Solomonica Magica: Solomon, Sisi-
nius, and the Holy Rider on Greek-Inscribed Amulets from Late Antiquity and Early Byzantium”
in which the British Museum piece is also included.

14 Bernabo 2008.
15 Marin 2009 (with previous bibliography).



Fig. 1. Amulet, late 19"-century electrotype copy (?) of a 6"/7"-century original.
Reverse side (?) with Christological cycle. Copper alloy (BM 1938,1010.1).
© The Trustees British Museum

Right below this composition is an extended Adoration of the Magi
scene which, alongside the magi, angel and seated Mary with Child
includes two shepherds looking upwards (Fig. 2). The next register is
entirely dedicated to the miracles of Christ. Jesus is placed right in the
center, his head surrounded by a halo. He is depicted flanked by sev-
eral figures, each corresponding to a particular Gospel event (seven in
total), among which it is possible to recognize the Blind man washing
his eyes in the waters of Siloam, Casting out of daemons, the Woman
with the issue of blood touching Christ’s robes, on the left, and the
kneeling female figure, either Marta or Canaanite woman, Zacchaeus
sitting in a tree, the Paralytic carrying the bed and The Healing of the

(o1 -
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Fig. 3. Adana medallion with Infancy cycle.
Gold. 600 ca.

Istanbul Archaeological Museum.

Photo M. Lidova

Fig. 4. Adana gold medallion with Miracles
of Christ. Gold. 600 ca.

Istanbul Archaeological Museum.

Photo M. Lidova




Leper, on the right. It is evident that all scenes focus on the moment
of healing and the revelation of Christ’s supernatural powers™. The
final lower band features a canopy in the center under which Christ
characterized by a cruciform nimbus reunites a couple in marriage.

The Greek text runs in between and around these compositions. The
inscription consists of two lines and can be read as follows:

Kvote, ur) dworg loxvv toig £x0oic pov, OtL okémel e
N de&k oov TAvToTE

Lord, do not give strength to my enemies, for your right
hand always protects me.

Kaka eig tag éketvawv otoéPov kepadds, Kopte 6 Oeog
NH@V, U1 dwne avTolg dvvauLy

Turn evils unto their heads, Lord our God; do not give
them power™.

The way in which the text interacts with the images is quite spectacular
and indicates that the words and their location were chosen purpose-
fully and always in agreement with the figurative representation™.

The nuanced decoration of this side of the amulet is fully in line with
6"/7"-century Byzantine visual tradition. The arrangement of the cycle
on a small surface, with rows of scenes forming a consecutive sequence,
is also attested in the famous golden medallions from Adana in Cilicia,
which can now be found in the Istanbul Archaeological Museum™ (Fig.
3-4). The Adana pendants feature a detailed cycle which includes on
the one side the Infancy scenes and on the other various miracles. It
is noteworthy that both the Adana miracle cycle and the one on the
amulet include an equivalent number of scenes, seven in total. The
subjects partially coincide and include The Healing of the Blind man

16 Regarding the tradition of papyri amulets concerned with healing powers of Christ: De Bruyn
2008.

17 Translations by Georgi Parpulov.
18 A full analysis of the text and its relationship to the imagery will be discussed in another paper.

19 Bilban Yalcin 1995; Olsen Lam 2019: esp. 46-51. This comparison with Adana medallions had
already been made by Ainalov, but was independently made by the author of this paper at the
time of the first investigation of the object.
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Fig. 5. Amulet,

late 19™-century
electrotype copy (?)

of a 6"/7"-century
original.

Obverse side (?) with
winged figure and mag-
ical signs. Copper alloy
(BM 1938,1010.1).

© The Trustees British
Museum

Fig. 6. Winged figure.
Detail of fig. 5



and The Leper, The Healing of the Woman with the issue of blood,
The Healing of the Paralytic and The Healing of the man possessed
by demons, however, the British Museum amulet omits The Raising
of Lazarus* and The Samaritan woman at the well which are present
on the medallions.

The presence of betrothal is also not unusual in Early Byzantine Con-
stantinopolitan art. Coins and jewelry, gold pendants and rings were
all produced on the occasion of high-rank and imperial marriages
accompanied by narrative scenes from the Gospels*'. Their magical
function and the presence of texts that could function as spells have
been highlighted on numerous occasions. The comparison with the
Adana medallions clearly demonstrates the typical nature of the reli-
gious imagery included on the amulet, the widespread presence of this
imagery in the mainland of the Byzantine empire and its intended usage
by prominent members of Christian and Greek-speaking community.

However, if we turn over the amulet to examine the other, most probably
frontal side of the object, we discover that it bears representations of a
rather different nature (Fig. 5). The upper part depicts a male creature
with wings holding the tails of scorpions with both hands and stand-
ing on two crocodiles (Fig. 6). Around the figure there are numerous
magical signs of various shapes and forms. In the lower part we can see
a hexagram between two lions, a representation which derives from
Jewish sources and was appropriated in the late Roman period by oth-
er faiths. The middle part of the amulet is occupied by a text which is
on this side arranged in a more chaotic manner and reads as follows:

[---—-- 1Pt Ziotvvog katamata o€ TV HUOEQAV" UNKETL
loXVer 1] 0@oay(s ToL LOAOHWVTOS 0€ KAt Qynoev: Mi-
xomA, TafomA, OvomA, PaganA deopevovory og, AAL-
peoPuay.

[...] Sisinnius tramples you down, filthy one [feminine].
You no longer have strength. Solomon’s seal has rendered
you impotent. Michael, Gabriel, Uriel, Raphael tie you
down, Alimerbimach.

20 Unless we consider, following Ainalov's interpretation, that the kneeling female figure on the
right of Jesus represents Martha and thus alludes to “The Raising of Lazarus”.

21 Vikan 1990; Walker 2002 (both with previous bibliography).
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Once again, the text complements the imagery of the amulet by ac-
centuating the actions of the winged creature trampling the crocodiles
and by alluding to the seal of Solomon which is depicted in the form
of a star placed at the bottom. The exact meaning of the last word is
unusual and remains unknown but it could stand for some kind of
magical formula strengthening the power of the curse.

The male figure at the top, which corresponds to the image of Christ in
a sphere of light on the other side, derives from the images of youthful
Horus®, an ancient Egyptian god, whose representation was particularly
popular in Egypt and was often depicted on cippi of various sizes, most
of which had a magical function, which is attested in the texts written
with hieroglyphs* (Fig. 7). Based on the content of the inscriptions, the
main purpose of these artefacts, besides granting general safety from
all evils, was to protect the owner or the donor from various poisons
and threats, coming from dangerous creatures (scorpions and snakes)
and reptiles. Besides reciting the magical texts written on the surface
of the stela, the seeker of protection was also expected to touch the
stela or pour water on its surface and to drink this water in order to
be saved or obtain immunity. The iconographic similarities with the
image on the amulet are striking, the 6"/7"-century representation has
lost some of the characteristic features of Horus, however the general
scheme, posture and gestures remained essentially the same, as do
the motifs of scorpions held by two hands and of the two crocodiles
under the feet. The most significant difference concerns the presence
of the wings which might have been adopted from representations
of other syncretic gods and the hair that fully covers the body of the
trampling figure*. The amulet also inherits the idea of combining
powerful figurative imagery with magical inscriptions from ancient
cippi, where written words possess both textual and visual importance,
even if shaped in a rather different format and made using different
material. As in the case of cippi, the image and text were destined to
act together in order to enhance and seal the protective curse. The

22 For Horus cippi, see Faraone 2019: 88-91, with detailed bibliography in n. 18. On Horus as
an effective figure embodying the taming of crocodiles in Roman and Late Roman Egypt, see
Frankfurter 2003: 374-375, n. 96.

23 On the practice of translating a renowned and recognizable imagery of gods made in statuary
into figurative representations featuring on gems and amulets: Faraone 2019. Even if, the author
notes that the image of Horus on the crocodiles was continuously issued in small-scale and large-
scale objects.

24 The appearance of hair may have been predetermined, among other things, by the desire to
hide the nakedness of the body characteristic of the representations of Horus.



Fig. 7. Cippus of Horus,
magical stela from Egypt,
332—280 B.C.

Chlorite schist.

© The Metropolitan
Museum of Art.

(Acc. No. 20.2.23).

Photo in public domain

fact that the amulet from the British Museum is not at all unique and
that similar representations of winged character must have been quite
popular among the Greek-speaking population of Egypt is confirmed
by another artefact that I discovered in a museum collection but which
due to the word limit of this paper will have to be discussed on an-
other occasion.

This kind of combination of religious imagery from distinct cultural
contexts testify to the survival and integration of earlier beliefs in early
Byzantium®. They are demonstrative of various religious strategies

25 A comparable practice of integrating representations of pagan deities and heroes, foremost Dio-
nysos and Bellerophon, in early Byzantine marriage poems and imagery is worth mentioning here:
Walker 2002: 66-68. For syncretism in Egypt: Frankfurter 2003 (with previous bibliography). For the
role of magic and material attestations of magical practices in Byzantium: Byzantine Magic: 1995.
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that at times allowed the worshippers to reach out to several divine
forces at once in search of protection and supernatural help*. These
kinds of phenomena are often defined as syncretic* or gnostic, the two
terms I intentionally try to avoid in this paper. By calling something
syncretic or gnostic we often tend to marginalize either the object in
focus or the text, it becomes an expression of a minor value reflective of
subcultural movements and insignificant minorities. However, when
studied objectively and as an art historical problem it becomes evident
that certain periods of time, geographical contexts and social environ-
ments were particularly favorable for the production and dissemination
of objects that were the result of complex metamorphoses of ancient
representations and juxtaposition of seemingly conflicting imagery.

In general, for late antiquity it is possible to single out three main strat-
egies which transform an object into an artefact with double, multiple
or alternative religious identities:

The first is through a visual amalgamation of different images, where
two or more representations are able to be combined into one. The
close interaction between religious communities often resulted in
the conflation of imagery deriving from different sources. The ‘face’
of the Greek god Zeus was at times in antiquity adopted for local
deities, for example Ammun and Serapis in Egypt, helping to enforce
their status as supreme gods and to establish closer ties with Hel-
lenistic culture. The famous 6"-century Greek text refers to an artist
active c. 458—471 Ap “who dared to paint the Saviour in the likeness
of Zeus’. The painter’s hands withered as a result of his actions, ex-
emplifying the divine punishment awaiting those who attempted to
disguise older beliefs within images of the new God. However, the
close ties of certain Christian images and renderings of the figure of
Jesus in certain contexts clearly indicate the adoption of visual and
physiognomic characteristics from Roman art.

A second strategy involves a more straightforward processes of trans-
formation and mutation, even systematic iconoclasm, realized in such a
way that the traces of the original image were still recognizable. Often

26 For a discussion of similar practices, see Sanzo 2015. See also De Bruyn 2017.

27 See the discussion and an attempt to justify the use of the term in Frankfurter 2003.
28 Mango 1972: 40-41.

29 Foletti 2017.



this complex transformation was predetermined by a mere need to
re-use existing artworks*®, but often it resulted in imagery that served
as a visual declaration of the victory of new faith over older beliefs.
It could also mark a particular transitional period in history, or offer
hidden reminders for those adhering to forbidden practices.

Finally, there are instances involving the intentional combination of
different gods within the same programme, to an extent which main-
tains the religious significance of all representations. This is the case
of the amulet discussed here and such images confirm the practices
found in written accounts and documents attesting to the simultane-
ous worship of multiple gods.

In the late Roman and early medieval periods, the multicultural
milieu of ancient cities and the migration of ethnic groups brought
worshippers of different gods into direct contact with one another.
It was a time in which different creeds were becoming increasingly
popular and the transition from one faith to another was rarely im-
mediate or straightforward. The same craftsmen and artisans were
producing artworks for various religious groups. The existing testi-
monies to this kind of transition and appropriation make a strong case
for a certain permeability when it comes to the boundaries between
different faiths and territories at the time. When objects demonstrate
the complex metamorphoses at play within multi-religious imagery,
as is the case of the late antique amulet discussed here, they often fall
outside of a specific field of study, however, this kind of evidence ne-
cessitates a systematic approach and has to be studied holistically as
a self-standing phenomenon.

30 Onrecycling of ancient artworks and imagery, see Settis et al. 2022 (with previous bibliography).
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Old Habits, New Faith: A Late Antique Amulet
from Egypt (BM 1938,1010.1)

Maria Lidova

E:l’ A~ u’:l‘ :2

This paper analyzes a faithful copy of a 6"/7"-century amulet which exem-
plifies the possibility of a parallel use of multiple distinct varieties of reli-
gious imagery within a single late-antique art work. On one side, the oval

metal surface is covered with a detailed figurative cycle dedicated to Christ,
fully in line with the best examples of Byzantine imagery. However, the

other side bears representations that are difficult to read in Christian terms
— a winged creature, flanked by magical signs, standing on two crocodiles.
This figure derives from the image of Horus, an ancient Egyptian god. Such

an intriguing combination of religious imagery taken from distinct cultural

contexts testifies to the survival and integration of earlier beliefs in early

Byzantine Egypt. It also reflects a range of strategies employed by worship-
pers in the hope of reaching out to several divine forces at once in search of

protection and supernatural help.
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The Phiale Fountain

of the Episcopal Basilica of
Philippopolis: On the Treatment
of Spolia in Late Antiquity.
Metamorphoses of the Sacred
Water Concept
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Abstract: The phiale fountain of the Episcopal basilica of Philippopolis was built of
elements, most of which had belonged to a Roman fountain/nymphaeum. Consid-
ering the dual cultural orientation of Philippopolis, both to the West and to the East,
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we propose to refer to the fountain’s marble vessel as a labrum for its original use
in the Roman period. Its decoration and structure are different from the examples
known to us, thus suggesting that it was made-to-order. During the period of its
reuse in a Christian environment, it is defined as a phiale — with regard to its sub-
sequent reuse in a Christian setting as a spolium with an altered size, appearance,
function and meaning.

Keywords: labrum, nymphaeum, stela, orthostates, spiral flutes

The focus of this article is the fountain phiale in the atrium of the Epis-
copal Basilica of Philippopolis. Built in the 4™ century A.D. over a large
architectural complex of the Roman period (2™ to 3™ centuries A.D.),
the Episcopal Basilica had three aisles, an apse, a narthex, an atrium,
and an open courtyard. Its floors were decorated with mosaics laid in
several stages. In the geometric centre of the atrium, researchers have
reconstructed a phiale fountain (Fig. 1) that most likely functioned until
the destruction of the Basilica following the end of the 6™ century+. It
was built of marble elements, most of which had belonged to an a
nearby Roman fountain/nymphaeum. It is currently displayed in the
atrium of the Episcopal Basilica, which was converted into an in situ
museum in 2021.

There were a number of terms for the devices used to transport, contain,
display and/or cascade water in Roman Antiquity>. Over the course
of time, their meaning changed alongside changes in the function
of water displays. Also, in some cases, different names were used in
different regions of the Roman Empire. The earliest terms referred
to natural springs and naturally springing water, but new ones were
later adopted for man-made water features related to cults. The most
important Roman terms are fons® and nymphaeum’. Fons (or Fontus)
was a deity, the personification of natural springs, celebrated on the

4 Stanev, Tankova (in print).

5 The so-called primary structures such as fons, hydreion, hydrekdocheion, lacus, Meta Sudans,
munus, nymphaeum, saliens, septizodium/septizonium, silanu: Rogers 2015: 31-66.

6 Rogers 2015: 31.
7 Rogers 2015: 45-60.



Fig. 1. The Episcopal basilica of Philippopolis, a tentative plan. Drawing S. Stanev

feast of Fontinalia on 13 October®. A nymphaeum was associated with
the cult of nymphs. However, most water features in the Roman Em-
pire had no religious connotations. Despite this, they continued to be
used in subsequent Christian settings®. As late as the 6" century A.D.
the Codex Iustinianus (XI, 42) mentions nymphaea in connection with
legislation on aqueducts™. Ancient terms for water containers that
allowed limited or no movement of the water were just as varied and
sometimes ambiguous™.

The dual cultural orientation of Philippopolis, both to the West and
to the East™, gives a reason to look for terms used in either of the two
centres to denote the objects in the city depending on their specific
features®. Aqueducts, for example, were among Roman contributions
to the city™. From the same era, there is evidence of a Roman fountain
with a figure sculpture’ as well as a drinking fountain built by adapt-

8 Rogers 2015: 31.
9 Rogers 2015: 55-56, 60.
10 Codex lustinianus 1932; see Rogers 2015: 50.

11 The so-called secondary structures such as alveus, cantharus, castellum [aquae/divisorium], cister-
na, concha, crater, euripus, labrum, phiala, puteus/puteal, solium: Rogers 2015: 66-77; Rogers 2018: 46-47.

12 Topalilov 2012: 148-154. It should be noted here that before the decrees of the Council of Chal-
cedon (451), according to which Thrace fell under the supremacy of the Patriarch of Constantino-
ple, Thrace and the other dioceses in present-day Bulgaria were under the spiritual authority of
the Exarch of Thessalonica who was directly subordinate to the See of Rome: Stanev 1999: 46-47.

13 See Topalilov 2012: 118-120.
14 Kesyakova 1983; Kesyakova 1985: 114-127; Topalilov 2012: 148-154.
15 Kesyakova 1999: 86; Koleva 2017: 80-81.
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ing an inscribed ara (sacrificial stone)/pedestal*®. Of importance here is

the fountain installed in the Late Antique Eirene (EIPHNH) building”

(presumed Episcopal residency) which neighboring the Episcopal Ba-
silica. With regard to its Roman-era usage, we, therefore, find it appro-
priate to refer to the vessel of the fountain of the Episcopal Basilica of

Philippopolis as a labrum™, a term used by both the Romans and in the

modern scholarly literature. The terms used to describe water features

in the Christian era were different. Fountains continued to be used in

religious contexts, but with changed purposes and symbolism. In his

descriptions of the church courtyards of Rome and Cimitile, Paulinus

of Nola (354—431) uses a variety of words to denote water sources and

water containers, calling the marble fountains in church atria mainly
canthari®, yet not labra. In Byzantine culture, Aovtrp* gradually be-
came the most common term used for an ablution vessel (notable use

by St. John Chrysostom?*). Paulus Silentiarius considered the fountain

in front of Hagia Sophia to be a phiale*>. The term phiale (pl. phialae) is

a synecdoche referring to both the fountain’s vessel, from which the

water pours down into the basin, as well as the entire fountain, and

is widely accepted in Byzantine studies.

* k%

The water vessel and main element of the Philippopolis fountain is
a round shallow bowl, which, judging from its two extant fragments
(Fig. 2), has a diameter of 120 cm and is 35 cm high, approximately one
third of a sphere. Two of what we assume to have been four spouts
have been partially preserved. The vessel’s exterior is decorated with
elongated, slightly S-shaped channels, known as spiral flutes (Figs. 3-4).
Its protruding rim is ornamented with short straight grooves. These
grooves and the spaces between them, both in the upper and lower
part, are not fully identical, apparently for lack of precision in the
execution. As for the shape and decorative scheme, the Philippopolis

16 Kesyakova 1999: 106-107, ill. 133-134.
17 Bospachieva, Kolarova 2014: 207-209.
18 Rogers 2015: 73.

19 Paulinus of Nola, Epistula (13.13), Epistula (32.15), and Carmen (28.28-52), see Hoek, Herrmann
2000: 11-16.

20 Hoek, Herrmann 2000: 19-20, 25; Broilo 2009: 7.
21 John Chrysostom, De paenitenia homiliae 1-9, see Hoek, Herrmann 2000: 24.

22 Paulus Silentiarius, Descriptio Sanctae Sophiae 1997, 85; Hoek, Herrmann 2000: 27; Bogdanovié
2017: 373, . 11: a0ANCeDpvTATN QPLaAn Ti¢, Taoaidoc éxTopog.



Fig. 2. The labrum.
Photo S. Stanev

Fig. 3. The labrum.
Photo S. Stanev

Fig. 4. The labrum.
Photo S. Stanev
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labrum corresponds to Type VIII, the so called Lussuoso (Luxurious)
type, in Ambrogi’s Roman labra typology.

The vessel’s interior surface is leveled. In the centre, a 10 cm wide
channel is carved through its entire (12 cm) depth to make room for the
water pipe or strobilion to pass*. A shallow rectangular bed (14x15x2
cm) is cut around the mouth of the channel (Fig. 2) to help attach the
strobilion. On the exterior, the vessel has a thin round base. Presumably,
the vessel sat on a support through which the strobilion passed®. To
the side of the strobilion channel, a separate small square hole served
the installation of the vessel to the support (Fig. 3).

What makes the water vessel of the Episcopal Basilica fountain distinc-
tive are the four bases with colonnettes sculpted on its interior. Two
of them with fragments of the colonnettes and the partial outline of a
third have been preserved (Fig. 2). The bases are not equidistant from
each other, thus outlining a rectangle. They are located very close to
the rim, roughly following the slope of the vessel walls, which means
the colonnettes did not rise vertically, but sloped slightly towards the
centre. The colonnettes contributed to relieving the thrust created by
the weight of a presumed second vessel supported by them, and of
the water spouted into it by the strobilion. Despite the lack of other
known examples of similar vessels, we presume the second vessel was
light, shallow, elliptical and made of metal (bronze) (Fig. 5).

Unlike labra of the other Ambrogi types, which are all characterised by
a degree of uniformity, members of the Luxurious Type VIII exhibit a
wealth of shapes and materials, which indicates that they were made-
to-order®. With its unparalleled four sculpted bases with colonnettes,
the labrum of Philippopolis gives reason to assume it is a unique work
of craftsmanship, too.

With regard to the vessel’s decoration, a number of the known Type
VIII labra are ornamented with straight, longitudinal flutes and/or
tongues (convex flutes). In fact, stone (marble) fluted vessels from
both the Roman and Early Byzantine periods are known to us. The

23 Ambrogi 2005: 80-93.

24 Bouras 1976: 86 etc.

25 Ambrogi 2005: 23, 95-112.
26 Ambrogi 2005: 80.



Fig. 5. The labrum, a graphical reconstruction. Drawing S. Stanev and I. Dosseva

Milas Lilac labrum?®” and the phiale outside the Rotunda of St. George
in Thessaloniki*® are among the most famous fluted marble vessels.
The labrum from a villa at the Mola di Monte Gelato near Rome?, the
two lotus-shaped labra at the St. Felix in Cimitile*, and another one of
unknown origin in possession of the Vatican Museums?, all of them
dating back to the mid-1* century A.D., are examples of fountain ves-
sels with spiral fluting but of more elaborate design.

27 Musei Vaticani, Inv. no. 1144: Ambroji 2005: 83 (L. 62).

28 According to some researchers, this is an early Christian phiale: Bakirtzis 2002: 175-192, 188,
note 92; Stankovi¢ 2021: 33. Yet its shape and decoration are similar to Roman water vessels:
Ambrogi 2005: ill. on p. 81. According to others, it dates to Roman times: Broilo 2009: 22-23. A
fact in favour of its Roman provenance is that the church was built next to a Roman bath; in its
northwestern corner, parts of the baths have been preserved and incorporated into it: Bakirtzis
2002: 188, ill. 1:3, 8.

29 Murer 2018: 118-119, ill. 4, s3.
30 Pensabene 2003: 167, ill. 51 (C 56); Hoek, Herrmann 2000: 54, ill. 20.
31 Musei Vaticani, inv. no. 2324: Pensabene 2003: 167; Hoek, Herrmann 2000: 54, ill. 22.
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Fig. 6. Source of Life, a mosaic
composition in the Episcopal
basilica of Philippopolis.

Photo E. Kantareva-Decheva
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Fig. 7. The basin’s railings and the foundation of the phiale’s support. Photo S. Stanev




Spiral fluting similar to the one observed in Philippopolis is displayed
in a well-known 1%-century A.D. urn with two bands of flutes from the
St. Felix in Cimitile3? and another one with snake handles, of unknown
origin, from the second half of the 2™ century A.D., in the Metropoli-
tan Museum?®. The decoration of these urns with elongated S-shaped
grooves is referred to as strigilated, by analogy with the homonymous
sarcophagi widely used in the late 2™ and early 3™ centuries A.D.>
Fluting continued to be used as decoration in the Early Byzantine
period. An example is a 4™-century porphyry kantharos, a fragment of
which was discovered in the area of the Topkapi Palace in Istanbul®.

If archaeological data is scarce, fountains can be attested with the help
of pictorial representations, of which the most commonly used are the
Fons vitae scheme as well as the mosaic scene of Theodora and Her Court
in San Vitale, Ravenna (547)%. Most of these representations, including
the Fons vitae mosaic (late 5™ to early 6™ centuries) (Fig. 6) and others
at the Episcopal Basilica of Philippopolis?, depict vessels decorated
with straight flutes. And though they may represent older, pagan-era
models, they also reflect the preferences in the fourth to sixth centuries
A.D. Most labra with decoration in relief have rims with egg-and-dart
friezes, sometimes bordered at the top by astragals. Ambrogi believes
this to be an expression of a Late Classical / Hellenistic taste prevalent
between the Late Republican and the Hadrian-Antonine periods?. She
makes no mention of vessels with short fluted rims like the one from
Philippopolis, but still, the simplification and hardening, the shift from
the exquisite original Hadrian-Antonine shape is usually attributed
to the subsequent Severan dynasty era®.

The remaining elements of the Episcopal Basilica of Philippopolis phi-
ale fountain are: (1) a marble base for the now-missing, probably pur-
pose-made labrum support (Fig. 7), and (2) four rectangular marble slabs
that formed the fountain’s basin (Fig. 7). Three of these slabs, known

32 Pensabene 2003: 167-168, ill. 53 (C 58).

33 Metropolitan 2007: 31.

34 Fischer 2011: 33, ill. 16.

35 Istanbul Archaeological Museum, Byzantine Department: Broilo 2009: 12.
36 See Broilo 2009: 12.

37 Kesyakova 2011: 180-182, ill. 6-8; Kantareva-Decheva, Stanev 2023: 504, ill. 9.
38 Ambrogi 2005: 84.

39 Ambrogi 2005: 93.
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as orthostates, seem to be similar to the parapets of Roman fountain
basins. They have wide bases and cornices, and are decorated with a
system of profiles in low relief on the outside. Two of the orthostates
are decorated with pilasters at one end, which slightly project from
the rest of the surface (Figs. 8-9). One among numerous other known
examples of basins with pilastered orthostates is in the Severan Nym-
phaeum in Stratonikeia (Caria, Turkey)+. It is impossible to date the
orthostates of the Episcopal Basilica of Philippopolis fountain on the
grounds of their decoration beyond roughly the 2™ to 3 centuries A.D.
The basin’s fourth parapet is a repurposed double-faced stela with a
barely legible Greek inscription on one side —a list of a 3™-century A.D.
Gerousia of Philippopolis (Fig. 10). The inscription has been read and
dated by Nikolay Sharankov+'.

All four parapets have traces of subsequent adaptation for reuse, and
also probably of intermediate repairs and alterations. These came in
the form of larger or smaller holes that made room for the main pipe-
line, and of spouts, if they had not been part of the original design. If
we are to judge by such analogs as the Antonine Nymphaeum on the
Upper Agora of Sagalassos®, the Severan Nymphaeum (F2) at Perge,
the Nymphaeum of the Tritons*, and others, such alterations were not
unusual. For example, the set of channels, holes and pipelines in the
parapets of the Antonine Nymphaeum that significantly modified the
way the water originally drained from the basin is believed to have
been made as improvements to the initial design. In all three of the
above examples, the water initially flowed down evenly in the form
of a curtain. As this proved impractical, it was subsequently replaced
by a better water drawing system with spouts for which the slabs had
to be pierced*. In the case of the fountain of the Episcopal Basilica
of Philippopolis, it is impossible to determine conclusively which of
the holes in the orthostates were made as part of the original designs,
which during repairs, and which for subsequent reuse.

40 Richard 2016: 30, ill. 1.6.

41 Sharankov 2018: 731-732, ill. 2.

42 Jacobs, Richard 2012: 49-50, ill. 27.
43 Jacobs, Richard 2012: 50.

44 Jacobs, Richard 2012: 49-50.



Fig. 8. The phiale of the Episcopal basilica of Philippopolis. Photogrammetric 3D
reconstruction E. Todorov

Fig. 9. The phiale of the Episcopal basilica of Philippopolis. Photogrammetric 3D
reconstruction E. Todorov
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The question arises as to whether the phiale fountain of the Episco-
pal Basilica of Philippopolis can be considered a true spolium. The
term spolium (pl. spolia) refers to pieces from demolished or looted
buildings that are reused in a new architectural context that differs in
functionality and aesthetics from the original one*. The term stems
from the primary meanings of the Latin word: ‘the removed hide of an
animal’, but also, in a more general sense, “a soldier’s booty” or ‘spoils
of war’#. Although the recycling and reuse of construction materials
is an age-old practice, spoliation was introduced by Constantine the
Great¥. Attitudes towards the use of spolia have varied, both among
Constantine’s contemporaries, including some legislators and the
early Church Fathers#, as well as among scholars since#. This variety
of opinion mirrors the great variety of motivations for spoliation: for
utilitarian reasons; as an expression of appreciation for the beauty of
antiques and respect for old craftsmanship; as political legitimisation,
or a statement of continuity or affiliation to an earlier imperial tradi-
tion; in pursuit of varietas (a central concept in Late Antiquity and the
Middle Ages), as triumph over the old pagan world and a symbol of
physical and spiritual transformation®. Regardless of which of these
motivations dominated in a particular case, spolia are a phenomenon
of Late Antiquity, among the most remarkable features of urban land-
scape’’. Although researchers have pointed out numerous common
features that persisted over time, scholarly discussion on the purposes
and practice of spoliation is far from over. It is worth noting that few
if any studies exist on the use of spolia in water features.

Regarding the Philippopolis case, in addition to not being a direct
location topographical successor of the earlier Roman fountain, the
phiale fountain of the Episcopal Basilica also underwent a significant
overhaul during its construction. It was singled out and set apart from
amuch larger reservoir-based ensemble and given an important novel
Christian meaning. In Late Antiquity, there was often continuity not
only in the maintenance of existing water displays but also in initi-

45 Alchermes 1994: 167.
46 Brenk 1987: 103; Kinney 1997: 119-120; Kinney 2006: 233-234; Huberts 2014: 8 et cit. lit., n. 5.
47 Brenk 1987: 103-106; Kinney 1997: 117; Huberts 2014: 8.

48 An overview of the various attitudes found in ancient texts towards the use of spolia, as well
as their developments throughout time is given by Huberts 2014: 26-38.

49 An overview of major studies: Huberts 2014: 12-16.
50 Brenk 1987; Kinney 1996: 12; Saradi 1997: 416; Huberts 2014: 16-19, 22-23; Meier 2001: 72-74.
51 Alchermes 1994: 167-168; Huberts 2014: 8.



Fig. 10. Stela of Gerousia’s
members, reused as a railing of
the phiale’s basin.

Photo S. Stanev

atives to build monumental new ones in prominent city locations>2.
For example, orthostates with Christian-themed reliefs were added
to earlier water features, such as the Nymphaeum #h at Side> and
the heroon at Ephesus*. Two nymphaea were built in Constantinople,
on the south side of the Forum of Constantine and to the north-west
of the Forum Tauri, most likely during the reigns of Constantine and
Valens, respectively. They constitute two of the best examples of con-

52 Richard 2016: 21-24.
53 Jacobs, Richard 2012: 35, ill. 18.
54 Jacobs, Richard 2012: 35-36, ill. 19.
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tinuity in building monumental fountains at the most conspicuous
locations of ancient cities®. The phiale fountain of the Episcopal Basil-
ica of Philippopolis, however, was meant to function in the Basilica’s
sacred space, and hence did not aim to be a secular city attraction, for
either pleasurable (amoenitas) or utilitarian (utilitas) purposes®®. The
Basilica itself abounded in spolia from the very beginning of its con-
struction, and a good number of these were used as per their original
purpose?. Given the complexity of an elaborate hydraulic device such
as a fountain, what better building elements than those taken from
another fountain, regardless of the ideology behind it? Throughout
the Mediterranean world, older details continued to be reused in
post-construction alterations of Christian phiale fountains. The phiale
fountains in front of the Church of St. Demetrius® and the Rotunda
of St. George in Thessaloniki, whose water containers are more likely
to be Roman than Early Byzantine®, are cases in point. Undoubtedly,
elements were added to both over time, including Roman elements
to the former®. Considering its 11" century strobilion and framing
reliefs, the 17" century phiale fountain of the Great Lavra Monastery
on Mount Athos is the successor of an earlier one®. The shape of its
vessel corresponds to Type Il in Ambrogi’s typology®. The core of the
19" century phiale fountain of the Monastery of Vatopedi dates to the
mid-14™ century®.

The new function of Christian-era fountains, as testified by Eusebius
of Caesarea®, St. John Chrysostom®, Paulinus of Nola%, etc., entailed
using the flowing water in church atria for washing before entering a

55 Richard 2016: 29.

56 Amrbogi 2005: 57-58; Rogers 2018: 75.

57 Dosseva 2020: 11; Stanev, Tankova (in print).

58 Bakirizis 2002: 175-192; Stankovi¢ 2021: 32-33, see Ambrogi 2005: ill. on p. 81.
59 Broilo 2009: 22-23.

60 Buakirtzis 2002: 188, ill. 7, see Stankovic 2021: 32-33.

61 Bouras 1976: 93-95, pin 44; Stankovi¢ 2021: 24-25.

62 Ambrogi 2005: 74-75, ill. on p. 79.

63 Stankovic 2021: 30.

64 Eusebius of Caesarea, Historia ecclesiastica 1997: 5.
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mann 2000: 11-16.



church. Washing rituals before entering a sacred space go back to An-
tiquity, which is attested not only by the basins outside some ancient
Greek and Roman temples, but also by written sources, including He-
siod’s Works and Days®” and Hippocrates” On the Sacred Disease®®. The
Old Testament also has evidence of ritual ablutions before entering a
sacred place (Exodus 30: 18-21, 40:31; 3 Kings 7: 23-25, 38-40; Psalm 26:6).

In the Apostolic Constitutions (VIII, 12), the physical use of water is
already transposed into the Christian realm as a form of purification:
O Lord... the creator of the waters... who has given water for drink and for
cleansing...®

There are a number of fourth-to-sixth-century documents related to
the blessing of the waters, mainly on the Feast of Epiphany, which
superimpose the miraculous and healing power of water onto the
cleansing one”. For example, in his homily On the Day of the Baptism
of Christ, St. John Chrysostom describes how on Epiphany, all, having
obtained the waters, do carry it home and keep it all year”™, because having
been sanctified through Christ’s baptism, the waters are empowered
to drive away all suffering. Later on, Paulus Silentiarius” Description of
Hagia Sophia explicitly connects the Epiphany blessing of the waters
with the phiale fountain of the Great Church”.

If initially (following Eusebius) water literally washes and cleanses,
according to Chrysostom and Silentiarius, it also heals. Due to its sanc-
tification, the baptismal water in the font transforms catechumens into
faithful, profoundly changing their lifestyle and worldview.

Built with reused but transformed elements of altered size, appearance,
function and meaning (though for their original purpose, except for
the stela), the phiale fountain of the Episcopal Basilica of Philippop-
olis has all the features of a spolium transferred to this magnificent
Christian setting. It can also be argued that, in a figurative sense, the
phiale fountain works as a palimpsest — a new text, with new content

67 Hesiod, Works and Days 1914, line 740; see Broilo 2009: 6.
68 Hippocrates, De morbo sacro 1868; see Broilo 2009: 6.

69 Apostolic Constitutions 1886: 487.

70 Bogdanovic¢ 2017: 375.

71 John Chrysostom, On the Day of the Baptism of Christ.

72 Paulus Silentiarius, Descriptio Sanctae Sophiae 1997: 85.
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and purposes, written with old materials. The practice of reusing older
elements in creation of water features for liturgical use was common
and persistent over the centuries. Two other stone vessels for water
used in liturgical rituals have also been found at the Episcopal Basili-
ca: a baptismal font”” and another vessel, presumably for holy water+.
Both are the subject of a current separate study, but are mentioned
here in relation to the larger theme of the metamorphoses of the sa-
cred water concept.

It was the consecration of water that transformed the pagan practices

of lustration, washing, and sprinkling into the seemingly similar but

substantially different Christian rituals. Specifically, over the course of
time, liturgical influences gradually changed the qualities and enriched

the meaning of the baptismal ritual. At the end of the Apostolic Age, it

was mainly running water as the Didache has it75, while a few centuries

later, following the Codex Barberini gr. 336 for Constantinople, it was:
a water of rest, water of redemption, water of sanctification, resulting in

cleansing of the pollution of the body and soul, a loosening of chains, forgive-
ness of sins, enlightenment of souls, washing of rebirth, grace of adoption,
raiment of immortality, renewal of spirit, fount of life”.

73 Unpublished.

74 Dosseva, Stanev (in print).

75 Didache 2003: 2.

76 Barberini Euchologion 2003: 121.
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The Phiale Fountain
of the Episcopal Basilica of Philippopolis:
On the Treatment of Spolia in Late Antiquity.
Metamorphoses of the Sacred Water Concept

Tva Dosseva, Elena Kantareva-Decheva, Stanislav Stanev

This paper deals with a phiale fountain that once stood in the atrium of
the Episcopal basilica of Philippopolis (Plovdiv, Bulgaria). Fountain's both
vessel and three of its parapets have been reused with respect to their orig-
inal purposes — as elements of a Roman fountain/nymphaeum which once
functioned nearby. The fourth parapet is a stela with a Greek inscription.

Given the dual cultural orientation of Philippopolis, both to the West and
to the East, we refer to the marble vessel as a labrum upon its original use.
The labrum is decorated with spiral flutes, while four colonnette bases are
sculpted on its interior, near the rim. Presumably the colonnettes served
to support a second vessel — lighter, shallower, and made of metal - that
formed a water cascade. The vessel, belonging to the ‘Luxurious’ type ac-
cording to the available classification, is distinguished by its decoration
and construction from any known to us specimens, and this suggests that
it was made to special order.

The support of the vessel is the only element produced during the con-
struction of the phiale fountain in the Early Byzantine period. When reused
in a Christian environment, the vessel is to be defined as a phiale.



From Early Christian to Modern:
The History of Marble Artifacts in
the Monastery of St. John Vladimir
(Elbasan, Albania)

Elio Hobdari"
Institute of Archaeology of Tirana

Abstract: The church of St. John Vladimir (near Elbasan, Albania) contains a large
number of carved stones from a wide lap of time. A survey of the structures and an
inventory of those carved elements is in process. First results of this work are pre-
sented here. Carved elements offer several indices for the chronology of the site and
for the church existed here even prior to the dedication to St. John Vladimir by Karl
Thopia in 1380. Evidence goes back to the roman period.

Keywords: sculpture, graffiti, carved stones, dedicatory inscriptions, church archi-
tecture, Karl Thopia

This paper aims to present the initial findings of an ongoing architec-
tural survey in the current church of St. John Vladimir (Fig. 1), com-
plemented by previous research on the carved stones removed from
the monastery walls in the early 1980s. These stones have been either
displayed or archived within various museums in Tirana.

Despite the historical significance of the St. John Vladimir monastery,
it remains one of the least studied Christian monuments in Albania.

1 Elio Hobdari, PhD, is an archaeologist and architect, member of the Department of Late Antiquity and
Medieval in the Institute of Archaeology of Tirana, working in the field of early Christian and medieval
archaeology and architecture with particular interest in the architectural and liturgical sculpture. E-mail:
elhobdari@gmail.com

(125
Q



Fig. 2. Detail of the southern wall of the church prior to the removal of the carved elements.
Archive of the Institute of Archaeology



The only elements that have received attention thus far are a series
of foundation inscriptions. Three inscriptions in Greek, Slavonic and
Latin have gained notable recognition, along with a relief depicting
the coat of arms of Karl Thopia, primarily due to his designation as
the “Lord of Albania”>.

The monastery of St. John Vladimir is located 4.5 km west of Elbasan
(formerly known as Scampis/Neokastro) and lies at the intersection
of two ancient routes: Via Egnatia and the northern road that led to-
wards the plain of Tirana.

The establishment of the monastery dates back to 1380-1382, as indi-
cated by dedicatory inscriptions, and is credited to Karl Thopia. Tho-
pia also facilitated the transfer of the Saint’s relics from Durrés to this
site after several decades, reinstating the monastery’s prominence as
a significant (Orthodox) religious site in Albania. One of the dedica-
tory inscriptions attests that this effort followed the aftermath of an
earthquake that had destroyed a previous church.

Previous authors who have documented information about the mon-
astery primarily focused on the carved stone pieces and certain Roman
architectural elements that are observable within the church walls3.

Withdrawal of Part of the Carved Elements

Functioning as a military base for over 20 years, the site remained largely
inaccessible. A notable exception arose in 1981 when a questionable
intervention took place during the collection of material for the new
National Historical Museum of Tirana. This intervention led to the
removal of several pieces from the southern wall (Fig. 2), a process
seemingly undertaken without a well-defined strategy. Alongside the
inscriptions, several pieces, predominantly components of a chancel
screen, were sent to Tirana. They may have been briefly displayed be-
fore being stored in various locations, remaining unpublished (until
recently), and were not comprehensively documented in accordance

2 Von Hahn 1854: 119-120; Ippen 1907: 67-70; Praschniker, Schober 1919: 57-59; Popa 1998: 49-52;
Llukani 2021: 41-45.

3 Praschniker, Schober 1919: 57-59.
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with standard procedures, including their provenance*.

The pursuit for the material’s origin led to an inquiry centered around
the monastery of St. John Vladimir, hereby enabling the initiation of
a comprehensive analysis into the array of items found within the
masonry. This endeavor unveiled intricacies previously unexamined
in detail.

New Survey of the Structures and Reused Materials: Dating the
Current Church

The collection of objects, mainly reused upon the walls alongside
(Fig. 3) others located within the courtyard, holds multifaceted sig-
nificance. Firstly, it serves as a chronological guide to the evolution
of the site. Furthermore, it provides valuable insights into the caliber
of the churches that stood there, spanning from the Early Christian
era to the late Ottoman period. Additionally, it has made possible the
unveiling of new epigraphic data.

It was also made clear by the last dedicatory inscription that the latest
intervention, (prior to some reconstruction work taken in 2005), took
place at the very beginning of the 20t (19o1) when the church, at that
time at least partially destroyed, was rebuilt by the local communi-
ty of Elbasan’. Among all notices about building activity during the
19th c. (more specifically the second half of it), regarding the auxiliary
buildings, there is no indication any interventions took place in the
church itself. However, a plausible date for the existing building falls
within the first half of the 19" century (see infra).

The inscription also suggests that a portion of the material was provided
from an undefined church in the castrum quarter of Elbasan. Identi-
fying the exact provenance in certain instances may be unattainable,
yet this is not the case for a series of substantial tombstones employed
in the lower section of the southern wall. These tombstones bear in-

4 Hobdari 2019: 293-295.

5 “Constructed during the tenure of the Venerable Metropolite of Durrés, Procopius, with the
remains of the church from the Kastro neighborhood of the city of Elbasan, under the care and
supervision of the Epitropus Spiridhon Xhufka in Elbasan, March 1901.”



Fig. 3. Actual view of the southern wall of the church with the mayor concentration
of the sculptural elements

scriptions of family names that persist in present-day Elbasan (Janku,
Karmiso=Kermezo, Pema, Zonja®), dating between 1773 and 1796.

We are unaware of any additional material originating from the castrum
of Elbasan, though it is likely that very small or fragmented objects
may be present in loco. This holds true particularly for certain early
Christian materials.

There is no definitive evidence supporting the reuse of older (early
Christian) stones within more recent (Ottoman period) churches in
Elbasan, with the exception of an early Christian column reused for
a public fountain. Archaeological excavations within the early Chris-
tian monuments of Elbasan/Scampis, seem to confirm that materials
generally remained in loco. Returning to the context of the St. John
Vladimir monastery, it is clear that all the late Byzantine artifacts re-
mained on-site.

It is now possible to present a preliminary chronology of the site’s
material, encompassing those integrated within the masonry, those
exhibited on-site, and those showcased or archived in Tirana’s muse-
ums. This material belongs to a wide span of time:

* Roman period (2nd - 3™ century) probably with some Hellenistic?

¢ Funerary stelae and possible column shafts. Possible fragments of
frieze.

¢ Early Christian (end 5% c. - 6% c.)

6 Hobdari 2019: 311-312.

Metamorphoses \



Elements from the chancel screen and column shafts of a basilica. Dif-
ferent materials were used (diferent types of marble, grey granite and
local limestone). Probable fragment from the base of a mensa, reused in
1380-1382 (coat of arms of Thopia, v. infra). Other unidentified materials.
* Middle byzantine
* Not represented (currently).
* Late byzantine
Several elements from the church doors built in 1380/1 (lintels and
posts in reused marble and grey granite). Slab with the coat of arms of
Karl Thopia. Numerous fragments originating from a chancel screen
(reused marble). Blocks with grafitti bearing the name of Thopia in
different variants. Other unidentified materials.
¢ Early ottoman period
At least one funerary epigraph (grafitto on the same block of stone
with Thopia’s name, v. supra) of a priest (1535/36).
* Late ottoman period
The capitals and column drums of the post byzantine/late ottoman
church, partly still in situ. Tombstones dating back to the last two
decades of the 18t century, originating from Elbasan, brought there
in 1901. Many other modest tombstones without epigraphs.
® 1901
Dedicatory inscription. Repurposing of older materials in the masonry.

Description of the Materials

Roman period (probably with some Hellenistic?) 24 — 3 century

Roman stelae and fragments of friezes (potentially funerary objects)
either currently exist or were formerly present on the site”. Notewor-
thy are certain important fragments of Pentelic marble that also likely
originate from this era. Just as we have observed in the early Christian
church of Scampis, both funerary materials and Roman-period columns
were reused in the construction of the church. A similar situation may
also be applicable here.

Early Christian period: imported grey granite, marble, and local limestone
objects)

Despite their limited quantity, the objects from this period hold signif-
icance by indicating the presence of an early Christian church on the

7 Praschniker, Schober 1919: 57-59.
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premises. The repertoire of stone and marble artifacts (Proconnesus)
corresponds to that found in the early Christian churches of Scampis,
with the notable exception of grey granite utilized for columns. The
latter material, present in several churches from both Epirus Vetus
and Nova during that period, remains absent from the early Christian
churches of Scampis.

To establish the chronology of this material within the early Christian
period, we must argue on the basis of what we know from other sites.
Once again, the neighboring city of Scampis is one of the clearest ex-
amples. It seems that the incorporation of imported marble into early
Christian churches within the territory of Epirus is characteristic for
the first decades of the 6 century. During the second quarter of the
6™ century, and particularly in the mid-6t century, these materials
begin to be reused in church reconstructions or are replaced by local-
ly sourced materials, which reach their peak during this period. This
pattern is likely applicable to our site as well.

It is worth noting that medieval objects made of marble (likely from
Proconnesus) are probably carved from elements (column shafts or oth-
er) of this period, as seen in the lintels carved in grey granite (v. infra).

Middle byzantine period

Currently, it seems that we have a chronological gap in the middle
Byzantine period, but it remains plausible that material evidence from
this era may have been eradicated or concealed by the dynamics of
building activity in later periods. However, further research may offer
evidence of this period.

Late byzantine period

The material from this period possesses more significance, distinguished
by both the quality and quantity of evidence, including some notable
epigraphic finds. We can assume that following its rededication to
St. John Vladimir, the church attained heightened prominence. The
investment made by Karl Thopia appears to have been substantial.
The well-known series of inscriptions® only represents a portion of
the collection of carved elements from this church. Until recently, they
were regarded solely as epigraphic fonts, omitting their architectural
function. Currently our knowledge of the church he constructed is

8 Von Hahn 1854: 119-120; Ippen 1907: 67-70; Praschniker, Schober 1919: 57-59; Popa 1998: 49-52;
Anamali 1988: 463; Hobdari 2019: 299-302.
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Fig. 4.

a: Fragment of architrave with inscription (S10).
b: Another fragment of the same architrave (Eos).
c: Reconstruction of the architrave.

Photo E. Hobdari
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based on certain posts and marble door lintels, with one in grey granite
(recently identified), all of which are undoubtedly crafted from reused
materials. There is also at least one post constructed in local sandstone.
It is intriguing that stone carvers attempted to reuse granite. A lintel
was created, but a tentative to write an inscription on its face clearly
failed (Fig. 4 a-c). Currently, this part of the inscription remains un-
translatable’. In another fragment of a granite column, an attempt to
shape it into a rectangular object is discernible.

9 [...]NOC KHN-OTIKONTCO-QC ®EOI



Another important series of objects from this period is represented
by the elements of a chancel screen™. Several pillars and at least two
fragments of adorned slabs (likely originating from the same slab)
have been preserved, along with a segment of an epistyle (Fig. 5) and
two rectangular embellished slabs of indistinct function. It is worth
noting that the decoration on the latter two pieces slightly varies in
quality from the remainder, yet we incline toward grouping them
within the same category of objects.

The slab is remarkably narrow, with a measurement of approximately
40 cm. It seems most probable that the slab was slightly larger initial-
ly, as the lateral edges appear to have been trimmed. The elements
present on the slab suggest an affiliation with the chancel screen of
an aisle, rather than the central chancel. A hypothetical reconstruction
(Fig. 6) implies a length for this chancel that roughly corresponds to
the width of the present-day aisles. This observation likely indicates
that the church of Thopia should had similar dimensions (at least in
terms of width) as the current structure.

While parallels exist between the decorative motifs of the door ele-
ments and of those of the chancel screen, there is also a remarkable
difference concerning the quality of the work. Could we also be dealing
with a lack of contemporaneity between the two groups of elements,
with the chancel screen, typically Byzantine, existing there prior to
Karl Thopia’s intervention?

Another significant object is the slab bearing Karl Thopia’s coat of
arms". This specific slab is crafted from white marble and retains dis-
tinct traces of a previous purpose. It is possible that it was originally
intended as the base for an early Christian period mensa.

Additional elements recently identified are associated with the name
of Karl Thopia. At least two limestone parallelepiped blocks (as far as
we can determine) on the southern facade bear a series of graffiti. One
(Fig. 7) bears the name Kapaac, the initials K® K, and the preparatory
guidelines of a geometric decoration (although it remains unfinished).
The second block (Fig. 8) includes multiple instances of the name “Karl”,
along with his surname in two different variants: Kapas Oewmi(ar) and

10 Hobdari 2019: 295-296, 302-310.
11 Ippen 1907: 67-68; Anamali 1988: 463, 463; Popa 1998: 49-52.
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Fig. 5. Elements from the chancel screen of the Late Byzantine period

Tewmni(ar), incorporating both Greek and Cyrillic characters. It also ap-
pears a stone carver may have experimented with the name using both
Theta and Tau, most likely in preparation for the carving of the lintels.
Other signs consist of preliminary guidelines (intersected circles) for
a decoration, small crosses, a depiction of a man riding a horse, and
various indecipherable symbols. The main incised cross is probably
an attempt in creating an Ottoman-era tombstone.

It is intriguing that the same block also features another graffito, a
funerary inscription for a priest Martin who died in 1535/36, one
hundred and fifty-four years after Karl Thopia’s foundation.

tEtovC CpA EKIMIOH O AOYAOC TOY
O(e0)Y MAPTHNI - IEPEOC



Featuring letters measuring 1 cm in
height, it appears to be a preliminary
version of the text intended for the
tombstone, rather than the tomb-
stone itself. This stands as the only
distinct evidence of activity during
the initial stage of the Ottoman period.
Such blocks made from this type of
limestone, with identical dimensions,
have been found reused in Scampis/
Elbasan. They were produced during
the Roman period, (as indicated by
assembly details) and received a new
life in the extra-muros basilica in the
mid-6t century.

Ottoman period

Capitals and their corresponding co-
lumn drums from the basilica, pres-
ently kept in the courtyard (Fig. 9), are
also presumed to pertain to the late Ot-
toman period. However, the absence
of direct comparisons makes dating
them challenging™. Nonetheless, the
timeframe spanning the second half
of the 18™ century to the initial dec-
ades of the 19" century represents the
only period in which such intricately
carved elements were crafted within
the region.

The capitals are decorated with four . ‘ .

. Fig. 6. Reconstruction of a portion of the
angular leaves that end with volutes. chancel screen (from an aisle)
Each capital is composed by two ele-
ments. Iron pins, still preserved in a
part of them, are slender with a round
section, resembling something of the

12 The only examples are found in the porticos of the mosques in Kavaja, dating later than 1735/6
(Meksi 2015: 98), and Tirana, dating from the early 19" century (Meksi 2015: 116). In both instances,
we encounter significantly more elaborate examples.
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Fig. 7. Bloc with graffiti (So3) from the southern wall with graffiti enhanced. Photo E. Hobdari
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Fig. 8. Bloc with graffiti (So1) from the southern wall

Fig. 9. Capitals from the post byzantine basilica (upper part). Photo E. Hobdari




industrial era. The western pair of the columns remains in place togeth-
er with the lower part of the corresponding capitals. The capitals and
constituent elements of the columns clearly belong to a reconstruction
of the church, a basilica, potentially within the same perimeter as the
present structure. Given the absence of more comprehensive datable
elements for this construction (and relying solely on parallels for dat-
ing the capitals), we would place this structure within the transitional
period between the 18" and 19* centuries. The Church of St. Mary
within the walls of Elbasan during the mid-19'h century features cap-
itals adorned with stucco, as is the case for other constructions of the
era. Consequently, the dating of the Ottoman-period Basilica should
reside somewhere earlier in the timeline. Another indicator of this is
the absence of historical documentation (in the monastery’s codex)
mentioning any information about this construction. The codex com-
mences from the year 1835 and fails to note any intervention in the
church, despite considerable notes for investments in the monastery
buildings (the most notable being the one during the years 1850-1865).
Therefore, it is evident that this event occurred prior to the year 1835.

1901
Tombstones from the final two decades of the 18t century, repurposed
at the foundation of the southern wall, originate from Elbasan. There
is little doubt that these tombstones were transported there during
the construction of the last church in 1901, rather than prior. It must
be acknowledged that these elements cannot reasonably have been
removed from a graveyard in Elbasan and used in the monastery’s
church just a few years after their production and placement. It is
possible that other unidentified materials may have also been sourced
from Elbasan, but we would exclude elements from Early Christian
churches, as excavations on three of them have revealed that the
sculptural material remains in situ and the substantial deposits over
these churches have not been disturbed in modern times.

The Modalities of Sculptural Element Reuse and the Data They
Provide for the Churches” Chronology

The presence of high-quality imported architectural elements discov-
ered in Scampis dating back to the Early Christian period is similarly
observed in a neighboring rural site, situated approximately 6 km



Fig. 10. Detail from the icon of the Life of St. John
Vladimir from the monastery of the Nativity of the
Theotokos in Ardenica (K. Shpataraku 1739). Photo
after Llukani 2021, fig. 32

away from the city in a straight line. During this era, it is plausible
to assume the presence of a significant basilica at this location, a
phenomenon also observed in the outskirts of Dyrrachium, a city of
reference for Scampis. Granite and marble columns constitute the
most notable artifacts from this monument, with some likely being
inherited from previous structures.

The primary instance of the reuse of older materials becomes evident
through the endeavors led by Karl Thopia. During this period, col-
umn shafts, whether in marble or grey granite, appear to have been
both abundant and accessible. Architectural elements of considerable
length, used for lintels and door architraves (in at least two such in-
stances), suggest that columns were not necessary for Karl Thopia’s
construction. This, however, does not negate the basilical nature of
this now-vanished church. The church attributed to Karl Thopia was
a three-aisled basilica, boasting arcades supported by masoned piers,
a style reminiscent of various contemporaneous churches in central
Albania (such as St. Mary’s in Mamurras®, the basilica in Klos of
Sulova®, etc.). The iconographic representation of this church model
(likely well-known to the painter Konstandin Shpataraku) depicted
in 1739 in an icon (Fig. 10) at the Ardenica Monastery confirms this.
Notably, the Ottoman-period Basilica is presumed to have been devoid
of a clerestory, in keeping with analogous contemporary constructions.
Reconstructing the basilica during the Ottoman period necessitated
the creation of columns with multiple drums and capitals, all uni-

13 Meksi 2022: 383-388.
14 Meksi 2022: 381-382.



Fig. 11. Western entrance of the monastery (after mid-19" century). Archive of the National
Institute of Cultural Heritage

form and hewn from new limestone, underlining the unfeasibility
of material reuse. This is evidence of the fundamental nature of this
reconstruction effort.

The main (western) entrance of the monastery, constructed in the
years 18501865, utilized two such lintels from the last church of the
14" century, seemingly reduced in height (Fig. 11). Indirectly, this
provides evidence that at this moment, the late Byzantine church had
been at least partially destroyed. Reuses in the church built in 1901
primarily have a decorative character on the southern facade and to
a lesser extent on the eastern one. Two notable features are the lintels
with inscriptions from 1380/81, reused in the same function above
the southern door.

The information sourced from the church’s codex provides no insight
into the church’s condition or any interventions carried out within
it; nonetheless, it is reasonable to assume that it was functional. The
only archaeological interventions that have taken place are those taken
in the frame of the reconstruction work of 2005, and the sole known
data are the existence of a lower floor and the remains of the side
apses at the foundation level, which do not seem to have undergone
reconstruction in 1901.
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Given the current state of the building and the absence of extensive
archaeological investigations, our knowledge of this monastery’s
church history is primarily drawn from the extant sculptural material.
The inability to conduct such inquiries within the building’s interior
could potentially impede our comprehension of its earlier phases.
Nevertheless, external surveys of the foundations could suffice to
validate or negate certain hypotheses emerging from our analysis of
the sculptural material.



Bibliography

Anamali 1988: Anamali, Skénder. Wappen der Familie Thopia.
In: Albanian, Schitze aus dem Land der Skipetaren (ed. A.
Eggebrecht). Mainz am Rhein.

Hobdari 2019: Hobdari, Elio. Elementé skulpture nga kisha e
manastirit té Shén Gjon Vladimirit né muzeté e Tiranés (Sculp-
ture elements from the manstery church of St. John Vladimir
in museums of Tirana). — Iliria, No. 42 (2018), 293-325.

Ippen 1907: Ippen, Theodore. Denkmaler veserschiedener Al-
tersstufen in Albanien. — Wissenschaftliche Mitteilungen aus
Bosnien und der Herzegowina, No. 10, 3-70.

Llukani 2021: Llukani, Andrea. Manastiri i Shén Gjon Vladimi-
rit gendér e réndésishme pér shkrimet shqipe. Tirana.

Meksi 2015: Meksi, Aleksandér. Xhamité e Shqipérisé. Historia,
Arkitektura, shek. XV-XIX (Mosques of Albania. History, Ar-
chitecture XV-XIX c.). Tirana.

Meksi 2022: Meksi, Aleksandér. Kisha e Shqipérisé. Historia,
Arkitektura, shek. IV-XV (Churches of Albania. History, Ar-
chitecture, 4" — 15% centuries). Tirana.

Popa 1998: Popa, Theofan. Mbishkrime té kishave té Shqipéri-
sé. Tirana.

Praschniker, Schober 1919: Praschniker Camillo, Schober Arnold.
Archdologische Forschungen in Albanien und Montenegro.
Wien.

Von Hahn 1854: Von Hahn, Johann Georg. Albanesische Stu-
dien. Vol. 1. Wien.

(141
W



142 )1

From Early Christian to Modern:
The History of Marble Artifacts in the
Monastery of St. John Vladimir (Elbasan, Albania)

Elio Hobdari

This paper aims to present the initial findings of an ongoing architectural
survey in the current church of St. John Vladimir, combined with the out-
comes of preceding research on the carved stones that were removed from
the monastery walls in the early 1980s. These stones have been either dis-
played or archived within various museums in Tirana. Despite the histor-
ical significance of the St. John Vladimir monastery, it remains one of the
least studied Christian monuments in Albania. The only elements that have
received attention thus far are a series of foundation inscriptions. Three
inscriptions in Greek, Slavonic and Latin have gained notable recognition,
along with a relief depicting the coat of arms of Karl Thopia, primarily
due to his designation as the “Lord of Albania”. The monastery of St. John
Vladimir is situated 4,5 km west of Elbasan (formerly known as Scampis/
Neokastro), approximately located at the intersection of two ancient routes:
Via Egnatia and the northern road that led towards the plain of Tirana. The
establishment of the monastery dates back to 1380-1382, as indicated by
dedicatory inscriptions, and is credited to Karl Thopia. Thopia also facilitat-
ed the relocation of the Saint’s relics from Durrés to this site, after a lapse of
several decades. This relocation served to reinstate the monastery’s promi-
nence as a significant religious (Orthodox) site within Albania. According to
one of the dedicatory inscriptions, this endeavor followed the aftermath of
an earthquake that had destroyed a previous church. Previous authors who
have documented information about the monastery primarily focused on
the carved stone pieces and certain Roman architectural elements that are
observable within the church walls.
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Devil is in the Detail: An Iconographic
Variant of St. Simeon Stylites the Elder

\_sH)

Jehona Spahiu Janchevska®
National Conservation Centre, Skopje

Abstract: St. Simeon Stylites the Elder is one of the most venerated and frequently
portrayed pillar saints. He is the founder of the distinctive and unusual form of mo-
nastic asceticism, and in numerous examples he is represented in an iconographic
variant in which his bare leg, eaten by worms and covered with wounds, protrudes
or hangs from the capital. The main focus of this research is the iconography of the
version in question and its origin, including the shapes of columns, the territorial
distribution, as well as the location and disposition in wall paintings, from the oldest
known example belonging to the 12t century.

Keywords: ascetic, column, pillar, leg, worms, evil

Among the representations of saints, a specific category of saints that
are often depicted are the holy stylites or the pillar saints. This cate-
gory consists of St. Simeon Stylites the Elder, St. Simeon Stylites the
Younger of the so-called Admirable or Miraculous Mountain, St. Daniel
Stylites, St. Alypius Stylites, St. Simeon Stylites III, St. Simeon Stylites
of Lesbos, St. Lazaros of Mount Galesios, and many more. Another
category includes the Dendrites who used to live into the branches
of a tree, like St. David of Thessaloniki. Along with other hermits,

1 Dr. Jehona Spahiu Janchevska is an Art historian, Advisor conservator — expert for artistic heritage
from the Byzantine and Post-Byzantine period (9 — 18 c.) in the Department of Artistic Heritage, Sector for
Research and Conservation design of Immovable Cultural Heritage at NI National Conservation Centre in
Skopje. Email: jehspa@yahoo.com
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ascetics and monks, the holy stylites are perceived as the pillars of
the unshakable foundation of the Church. The pillar saints can often
be displayed on wall paintings or on icons individually, jointly, side
by side, or as a group. Their disposition is in the lower zones of wall
paintings, mostly in the sanctuary, usually between the apse and the
prothesis/diakonikon, less often in the nave or narthex, on the faces
of piers, or on door jambs.

The most famous, the most commonly venerated and frequently por-
trayed pillar saint is St. Simeon Stylites the Elder (5% c.). The Syrian
Christian ascetic is the founder of the distinctive and unusual form of
monastic asceticism and he is commemorated by the Orthodox Church
on September 1. The hagiographic data about him were witnessed
and written by the famous theologians and historians Theodoret of
Cyrrhus, Evagrius Scholasticus, Georgios Kedrinos, but also by his
disciples Antonius and Cosmas, during the saint’s lifetime3.

St. Simeon Stylites was born around the year 390 in Cappadocia in
Asia Minor, or to be more precise in Sis(an) in the Roman province of
Cilicia, today Kozan, a city in Adana Province, Tiirkiye. From an early
age, he left his home in Sis(an), became a monk and indulged in the
most difficult and extreme forms of asceticism¢. For 37 years, until his
death on September 279, 459, he lived on a small platform on a top of
a pillar near modern day Allepo, Syria. A few decades following his
death, a large monastic church occupying over 5,000 square meters was
constructed on the site where his pillar stood. The church of St. Simeon
Stylites is one of the oldest surviving church complexes, founded in the
5t century, with the remains of his pillar. It is located approximately
30 km (19 mi) northwestern of Aleppo, Syria. In June 2011, the Church
and surrounding village were recognised and designated by United
Nations Educational, Scientific and Cultural Organization (UNESCO)
as part of the “Ancient Villages of Northern Syria”, a World Heritage
Site. Unfortunately, during the Syrian civil war, and especially in 2016,
the complex was severely damaged, including St. Simeon’s pillar.

The iconography of St. Simeon on the column appeared in Syria in
the 5™ and 6™ centuries, and his representations were mostly associ-

2 Popovié 1976: 6-22; Tomekovic 2011: 36-39.

3 Delehaye 1902: 2-3; Popovic¢ 1976: 6-22; Ashbrook Harvey 1988: 376-394; Flusin 1993: 1-23; Curcic,
Hadjitryphonos 2010: 252.

4 Lent 1915: 103-198.



ated with the centres of the stylite’s cult. In the Byzantine period his
name held an honorary place in synaxaries, lectionaries and other
liturgical texts, since his feast day coincides with the beginning of the
Byzantine ecclesiastical year on September 1. St. Simeon Stylites is
usually depicted as an old man with a short rounded beard, parted
in two?, dressed in monastic cloak with a black cowl or koukoulion
on his head. With the right hand, he holds a cross, while he raises
the left hand to the chest with an inverted palm. The other variant is
with both hands in front of his chest in a praying position. His bust is
placed on top of a pillar/column consisting of a base, a shaft (which
can be round, square or hexagonal), a capital, and an abacus with a
balustrade’. Often there may be several openings on the surface of
the column, where one can see the staircase through which he used
to climb®. The pillar mentioned in various Biblical texts is commonly
interpreted as a symbol of Christ®. Other sources and texts of Church
Fathers compare his pillar with “prophet Elijah’s fiery chariot, the
Cross as an instrument of the Crucifixion, the Heavenly Ladder, and
with candles announcing the good tidings to the world”*.

The saint in numerous examples is represented in an iconograph-
ic variant in which his bare leg eaten by worms and covered with
wounds protrudes or hangs from the capital, that is the subject of our
research. The main focus is the iconography of this version and its ori-
gin, including the shapes of columns, the chronological and territorial
distribution, as well as the location and disposition in wall paintings,
from the oldest known example since 12t century, until 18% century,
but also the influence in the following period, until modern times.

The specific iconographic motif with the leg and worms is inspired by
passages from the Life of St. Simeon Stylites the Elder. His permanent
immobility in the same posture would have caused putrefaction and
ulceration of his leg*’. According to another version of his vita, the devil

Mouriki 1985: 175-176 (with literature).

5

6 Dionysius 1845: 336; Dionysius 1909: 166; Medi¢ 2005: 424-425.

7 For types and parts of the stylite pillar, see Schachner 2010: 329-397.
8 Dordevi¢ 1982a: 43 (especially: n. 35), 50; Dordevi¢ 1982b: 93-100.

9 Regarding the pillar, which in several biblical quotations is interpreted as a symbol of Christ,
see Evangelatou 2003: 52-58.

10 Curéié, Hadjitryphonos 2010: 250.
11 Amprazogoula 2007: 231, n. 35.
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would be responsible for the injury to his right leg*2. During his stay on
top of the pillar, the devil appeared to him transformed into an angel
of light with a fiery chariot and fiery horses, promising him ascension
like Prophet Elijah. Since he noticed the fraud, St. Simeon punished
the right leg with which he stepped into the chariot. The devil, unable
to accept the defeat, injured his leg where worms began to multiply®.
It was probably this sequence of his life that inspired the painters to
depict the saint in this particular image.

Before we proceed with the chronological order of the examples from
12th century and further on, we should point out one of the oldest rep-
resentations of St. Simeon Stylites, depicted in an unusual and unique
way. It is the depiction of St. Simeon Stylites on gilded silver ex-voto
plaque, from the treasury of the church of Ma’aret in Noman, Syria,
now in Louvre Museum, Paris, France (B] 2180)*, which dates back to
the late 6% or early 7t century™. St. Simeon sits behind the balustrade
at the top of his column, while devoutly reading from a scroll. Above
him floats a shell with a pearl, possibly symbolizing his saintly virtues
or sanctity. A large bearded serpent coils around the column, against
which a ladder is set. The snake has been associated with a specific event
in the life of the saint, or generally as a symbol of the devil, i.e. evil*,
which might have contributed for the searching of other solutions and
possible appearance of this type.

The oldest preserved and known depiction of the motif in question dates
back to the 12t century, and is in the Church of Sts. Anargyroi in Kastoria
(c. 1180), depicted on the south wall of the sanctuary””. The marble column
has a three-stepped base, a shaft with openings, and a Corinthian capital
with a metal grid fence (Fig. 1a). Both of the saint's hands are in front of
his chest, while his right leg eaten by worms protrudes from the capital.

12 Lietzmann 1908: 42-44.

13 Popovi¢ 1976: 12-13.

14 Itis still matter of dispute whether Symeon the Elder or the Younger is portrayed, see Mundell
Mango 1986: 241.

15 Patterson Sevéenko 1979: No. 529, 589-590; Mundell Mango 1986: 240-242, No. 71; Vikan 1995:
569-578.

16 Lassus 1960: 129-150; Milburn 1988: 261; Shalem 1997: 45, Fig. 2.

17 Pelekanidis 1953: ill. 11a; Pelekanidis, Chatzidakis 1985: plan on p. 24, no. 71; Sisioy 2004: 300, ill. 4.
It is worth mentioning that G. Suboti¢ notes the presence of identical images of St. Simeon Stylites

in the following monuments: the Church of Sts. Anargyroi in Kastoria, the Church of the Holy
Mother of God in Donja Kamenica and Poganovo Monastery, Suboti¢ 1998: fig. 4a, 4b, 4c.



Fig. 1. St. Simeon Stylites: a) Sts. Anargyroi in Kastoria (c. 1180). Photo: I. Vanev;
b) St. Archangels in Trstenik, near Pustec (12 c.). Photo: G. Eftimov

The next example, also from 12t century, is from the cave church of
Sts. Archangels in Trstenik, near Pustec, present-day Albania®. This
representation is placed between the apse and the prothesis (Fig. 1b).
St. Simeon Stylites holds a cross with his right hand, and he is shown
on a pillar with a metal grid fence.

There are no other examples of this kind until the first half of the 14
century, as it is the representation on the south wall of the nave in
the church of Presentation of Mary/Holy Saviour church in Kuceviste,

18 Popa 1965: 71-73, fig. 2-5, 7; Popa 2006: 114; Angelitin-Zura 2004: 135-139; Angelitin-Zura 2017:
22, 24; Kirchhainer 2005: 119-120, abb. 2-3.
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Fig. 2. St. Simeon Stylites: a) Presentation of Mary/Holy Saviour church in Kuceviste, near

Skopje (c. 1331); b) Monastery of Polosko (1343-1345); ¢) Holy Mother of God in Zaum
near Ohrid (1361). Photo M. Tutkovski

Fig. 3. St. Simeon Stylites,
Mary's Cave Church in Maligrad
(1368/69). Photo G. Eftimov




near Skopje (c. 1331)". This representation is damaged in the upper
part, including the inscription, but the leg with worms clearly indi-
cates which saint was portrayed (Fig. 2a). Here we notice his left leg,
instead of the right leg, and also a slightly different type of column
with multi-voluted capital and hexagonal balustrade. In a very similar
manner, he is presented on the west side of the north-western pillar
in the nave of the Monastery of Polosko (between 1343/45)* (Fig. 2b).

The next example, which goes back to the sanctuary, this time placed
between the apse and the diakonikon, is in the church of the Holy
Mother of God in Donja Kamenica, dated in the third decade of the 14
century?, which is very similar to the oldest example from Kastoria.
Another similar depiction is in the church of the Holy Mother of God
in Zaum near Ohrid, from 1361** (Fig. 2c). Those examples are diffe-
rent from the next one in St. Mary’s Cave Church in Maligrad, Albania,
1368/69, where his figure is on the south wall of the nave* (Fig. 3).

In Kastoria, as a starting point of this variant, there are several repre-
sentations during the 14 century. From the period between 1371 and
1385 are the examples from the churches of St. George of the Mountain
(tou Vounou) where his depiction is on the west wall of the nave*
(Fig. g4a), then St. Nicholas Kyritzi* (Fig. 4b), and St. Athanasius of
Mouzaki®*, both in the sanctuary.

Towards the end of 14" century are two examples from South and
Southeastern Albania. One representation is from the west wall of the
Theotokos” Church in Cercké, near Leskovik®. The other example is
in the church of St. Mary in Gllobogen, formerly Gollombog, Great
Prespa, depicted between the apse and the prothesis**.

19 Dordevié 1982a: ill. 7; Vidoeska 2008: sch. 11.

20 Dordevi¢ 1994: 149; Popova 2016: 731-734, ill. 2.

21 Zivkovié 1987: ill. /11; Suboti¢ 1998: ill. 4a; Sisiou 2004: 300, ill. 4.

22 Grozdanov 1980: 110, ill. 73; Dordevi¢ 1982a: sch. 2, ill. 4.

23 Duri¢ 1975:1ll. 13.

24 Tsigaridas 1999: 214, plan 2, no. 25; Sisiou 2004: 300, ill. 1; Trifonova 2010: 204-209, ill. 57, sch. 5.
25 Sisiou 2004: 300, ill. 2; Sisiou 2011: 344, ill. 23.

26 Pelekanidis, Chatzidakis 1985: plan on p. 108, no. 9, 109; Sisiou 2004: 300, ill. 3; Pazaras 2013: 72-
74, ill. 30, ill. 24, sch. 6.

27 Kirchhainer 2004: 93, sch. 3 (the leg of St. Symeon Stylites is not noted in the text and in the
scheme); Pazaras 2013: 74, ill. 358; Xhaferaj 2016: 39, 41, fig. 3.

28 Xhaferaj, Nesturi, Marika 2015: tab. III, fig. 1.
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One of the oldest icons in this variant is the double-sided portable
icon in the Collection of the 4" Ephorate of Byzantine Antiquities of
the Dodecanese, Rhodes, dated in 14™ century®. The right leg with
worms is barely noticeable, but it is still there.

From the beginning of the 15t century is the depiction in the Hermi-
tage of Panagia Eleousa in Great Prespa, dated in 1409/10% (Fig. 5a), as
well as the one from another cave church Mikri Analypsis or the Little
Ascension, also in Great Prespa, widely dated in 15t century?’. They
are both in the sanctuary, with a semi-circular capital or balustrade
resembling a bowl. Further on, from the so-called Ohrid School, and
Kastoria workshop, are the depictions from the church of St. Nicholas
in Vevi/Banitsa (1460)>* (Fig. 5b), and the Monastery of the Holy Mother
of God in Matka near Skopje (1496/97)? (Fig. 5¢), both in the sanctuary.
Then is the example from Poganovo Monastery (1499), represented on
the south wall of the sanctuary (Fig. 6a). In Vevi and Poganovo, we
can notice his left leg instead of the right, which was probably due to
the available or lack of space. Another example towards the end of 15"
century is from the sanctuary of the church of St. Paraskeva in Braj-
¢ino Monastery, Prespa region?, only with a Corinthian capital, that
looks like a flower calyx (Fig. 6b). From the same time is the example
from Mislovshtichki Monastery of the Dormition of the Holy Virgin,
near Tran*, Pernik Province (Fig. 6¢). According to the shape of the
fragment, it obviously belonged to the sanctuary.

One of the earliest examples from the 16t century is in the narthex of
the church of St. Nicholas Anapafsas Monastery, at Meteora, painted
by Theophanes the Cretan in 1527%. We can see St. Simeon Stylites
with his left leg, and for the first time in this variant displayed in the
narthex. Next representation is from the south wall of the sanctuary of
the church of Panagia Mouzeviki (St. Menas) in Kastoria, on the fres-

29 Amprazogoula 2007: 231, n. 42.

30 Pelekanidis 1960: 114; Trifonova 2010: 208, n. 1270, ill. 237 (with literature).

31 Moutsopoulos 1966: pl. 15, fig. 27; Evyenidou 1991: fig. 41.

32 Personal notes.

33 From personal observations.

34 Zivkovié 1986: sch. 22.

35 Popovska-Korobar 2007: 559.

36 Zaharieva 2012: 26.

37 Chatzidakis 1969-1970: fig. 16; Sofianos, Tsigaridas 2003: 112, 129, 248, 249, 309.



Fig. 4. St. Simeon Stylites: a) St. George of the Mountain (between 1371 and 1385);
b) St. Nicholas Kyritzi (14™ c.). Photo M. M. Masni¢

Fig. 5. St. Simeon Stylites: a) Hermitage of Panagia Eleousa in Great Prespa (1409/10).
Photo J. Spahiu Jancevska; b) St. Nicholas in Vevi/Banitsa (1460). Photo S. Pasvantis;
¢) Monastery of the Holy Mother of God in Matka near Skopje (1496/97). Photo M. Tutkovski
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Fig. 6. St. Simeon Stylites: a) Poganovo Monastery (1499). Photo I. Vanev; b) St. Paraskeva in Braj¢ino
Monastery, Prespa region (15 c.). Photo: G. Eftimov; ¢) Mislovshichki Monastery of the Dormition of
the Holy Virgin, near Tran (15% c.). Photo L. Vanev

Fig. 7. St. Simeon Stylites: a) Panagia Mouzeviki (St. Menas) in Kastoria (after 1532). Photo I. Vanev;
b) Monastery of Toplica St. Nicholas, sanctuary (1536/37); Monastery of Toplica St. Nicholas, the north
parekklesion (c. 1537/38). Photo V. Kiprijanovski
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coes from the second phase after 1532 (Fig. 7a), which we previously
attributed to the painter John from Grammosta, near Kastoria*®. The
depiction is damaged in the upper part; although a simple semicircular
capital with rectangular balustrade and his left leg can be seen, which
refers to him. The painter John from Grammosta continued to work
in the Monastery of Toplica, in the Demir Hisar region, were he left
his signature in the narthex®. In the Toplica church of St. Nicholas he
depicted St. Simeon Stylites twice. The saint is displayed on the west
side of the north-easter pilaster in the sanctuary from 1536/37+ (Fig.
7b), and the second time in the altar space of the north parekklesion
(c. 1537/38)* (Fig. 7¢), both represented in the same manner, and with
the left leg, as in Mouzeviki, Kastoria.

Dated few years later, is the example in the narthex of the Monastery
of Agios Nikolaos Diliou in 1542/43%. The next example is quite inte-
resting, and it is from the nave of the Monastery of Varlaam, at Meteora
in 1548, attributed to Frangos Katelanos.® The pillar is a combination
of a Corinthian capital and a balustrade with a shaft of matched blocks
evoking a tower. From the second half of the 16t century is the simple
depiction of St. Simeon Stylites in the sanctuary of the church of St.
Nicholas in Mushnikovo, near Prizren* (Fig. 8). From the end of the 16t
century is his representation among other saints on the Triptych from
the Rena Andreadis Collection, attributed to an Athonite workshop#.

One of the earliest examples from 17t century is on the north wall
of the narthex of the church of St. Menas in Monodendri, dated in
1619%. The pillar is unique and distinguished, because it resembles a
construction with bricks and mortar (Fig. 9). Another Epirus example
is from the north wall of the sanctuary in the Monastery of Pateron
in Zitsa from 16314.

38 Spahiu Jancevska 2021a: 113-133, 120, ill. 5a.

39 Spahiu Jancevska 2021b: 45, 245, 248, fig. 164.

40 Spahiu 2011: 50-51, fig. 5.

41 Spahiu 2012: 219-220, fig. 2.

42 Liba-Xanthaki 1980: 166-167, ill. 72.

43 Xyggopoylos 1949: 120-123, ill. 2; Amprazogoula 2007: 226-227, fig. 2.

For this example credits go to my dear and respected collegues Tsveta Kuneva, Maya Zach-
arieva, and Ivan Vanev.

45 Drandaki 2002: 178-181, No. 40.
46 Credit for this example goes to Tsveta Kuneva.
47 Karaberidi 2006: 70, ill. 23; Tsampouras 2013: ar. cat. 54; ill. 438.

(153
Q©



154 )1

The 17t century is enriched with Melkite icons, such as the one from
the Abou Adal collection, dated in 16374. St. Simeon Stylites is shown
on top of his column consisting of a shaft with three drums, as an al-
lusive reference to the Holy Trinity*. With his right leg he steps over
the bowl-shaped balustrade, while his left leg can be seen through the
opening. The Melkite icons proceed with this iconographic version
with the leg, but they integrate it into a narrative context, abandoning
the previous static image of the pillar saints.>® In the background is
the landscape with steep hills, among which are crowds of monks and
other people, various scenes as well as his Dormition. Another icon
from the Abou Adal collection is the icon of St. Simeon Stylites the
Elder together with St. Simeon Stylites the Younger, from 1666, where
numerous scenes from their life are depicted>'. Very similar to this one,
is the icon from Balamand Monastery, Lebanon, 169952

In the 17" century this iconographic type was apparently very com-
mon, so we include the double-sided icon of St. Simeon Stylites on
one side, and King Lazar of Serbia on the other side, originating from
Chilandar, but now in the monastery of St. Paul, Mount Athos>. An-
other icon of St. Simeon Stylites, dated from the end of 17t century is
in the sanctuary of the Chilandar catholicon’. The icon is in the same
place where the relics are kept, including part of St. Simeon’s leg, so
it probably served for worshiping the holy relics. Further on, in 1730
was painted an icon from Cyprus, which is the only example where his
both legs are shown?. Back to Chilandar, where due to the existence
of a part of the saint’s leg as a relic and his cult, he is depicted in the
narthex of the church of St. Sava of Serbia in 1779%°. Among the last
examples towards the end of 18" century, is the representation of St.
Simeon Stylites in the narthex of the church of Nativity of the Virgin
Mary in Chilandar?’.

48 Agémian 1997: 152-154, No. 60.

49 Schachner 2010: 335.

50 Amprazogoula 2007: 233.

51 Agémian 1997: 170-172, No. 69.

52 Leroy 1962: 331-358, pl. I/XXXL

53 Vassilaki, Tavlakis, Tsigaridas 1999: 138, fig. 62-63.

54 Petkovi¢ 1997: 54, ill. 162; Petkovi¢ 2000: 635, ill. 6.

55 Talbot Rice 1937: 260-261, pl. XLIII/125.

56 Petkovi¢ 2000: 635; Raki¢ 2008: 51, 56-57, n. 126-127, ill. 138.
57 Petkovi¢ 2000: 635; Raki¢ 2008: 56, n. 127.



Fig. 8. St. Simeon Stylites, St. Nicholas Church Fig. 9. St. Simeon Stylites,
in Mushnikovo, near Prizren (second half of the St. Menas Church in Monodendri (1619).
16™ ¢.). Photo I. Vanev Photo I. Vanev

In modern times, the Life of St. Simeon Stylites has inspired many
authors for their works, which has been transferred to the new mo-
dule. In 1833 Alfred Tennyson (6 August 1809 — 6 October 1892) wrote
a poem 'St. Simeon Stylites's®, which was published in his collection of
poetry*. While William Edward Frank Britten (1848-1916) prepared
in 1901 a photogravure illustration for Tennyson’s poem®, where un-
derneath the capital one can see the actual devil. The German poet,
dramaturg and one of the founders of Dadaism, Hugo Ball (1886-1927)
was interested in “mystical books and lives of the saints”. In his book
‘Byzantinisches Christentum' (1923) he portrays three saints St. John
Climacus/of the Ladder, St. Dionysius the Areopagite, and St. Sime-
on Stylites, which he juxtaposes and compares with his time®. Luis

58 Hill 1971: 66; Thorn 1992: 124, 196, 514; Walker 2007: 124-136.
59 Thorn 1992: 514.
60 Houfe 1978: 244.

61 Ball 1958: 215-249. 7
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Burtiuel (1900-1983) considered as one of the greatest and most in-
fluential filmmakers of all time, in 1965 directed the film 'Simén del
desierto' (Simon of the Desert), played by Claudio Brook, where the
devil appears to him couple of times disguised as a woman, played
by Silvia Pinal®. In this surrealist film, one of his most controversial
works, partly based on the life of St. Simeon Stylites, the author as
an atheist shows the absurdity of the religious life and a critique of
religion, where the devil wins®. Another modern work is the opera
‘Stephen Climax' by the German conductor and composer Hans Zender
(1936—2019), (1979-1984, premiered in 1986). It is based on two literary
sources, Hugo Ball’s 'Simeon der Stylit' and the 'Circe' chapter from
the James Joyce's 'Ulysses'®.

In conclusion, the oldest known and preserved representation of St.
Simeon Stylites with the leg eaten by worms is in Kastoria, from the last
two decades of 12t century, where the greatest number of examples
are found. It is also quite common in the Prespa region, then in Sko-
pje, Ohrid, Epirus, Meteora, and Mount Athos. The farthest point is to
the east in Abou Adal collection and Balamand Monastery, Lebanon.
The place of display that dominates is in the altar, usually between
the apse and the prothesis or diakonikon, as part of the iconographic
program of the sanctuary. Since the the earliest examples the stylites
were often represented in or nearby the sanctuary, as in the Cappado-
cian, Georgian or Cypriot churches, because of their way of asceticism,
considered as a renewal of the Passion of Christ, and their function as
privileged intercessors, invoked in the prayers of the faithful®. The
presence of St. Simeon Stylites in the sanctuary, or the nave and narthex,
especially in cave churches and monasteries is because the monastic
brotherhood saw in him a model of faith and perseverance. And in
all those examples there are varieties of designs of the column. On the
other hand, the modern version of St. Simeon Stylites is often followed
by a different perception, interpretation, response and discourse.

62 Durgnat 1977: 136-138, 174; Edwards 2005: 125-127, 159; Saxton 2013: 418-424; Scarlett 2014:
42-43, 58, 61, 151.

63 Scarlett 2014: 138.

64 Griffel 2018: 458.

65 Jolivet-Lévy 1993: 41.
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Devil is in the Detail: An Iconographic Variant
of St. Simeon Stylites the Elder

Jehona Spahiu Janchevska

St. Simeon Stylites the Elder is one of the most commonly venerated and
frequently portrayed pillar saints. He is the founder of the distinctive and
unusual form of monastic asceticism, and in numerous examples he is rep-
resented in an iconographic variant in which his bare leg that is eaten by
worms and covered with wounds protrudes or hangs from the capital. The
main focus of this research is the iconography of this version and its origin,
including the shapes of columns, the territorial distribution, as well as the
location and disposition in wall paintings, from the oldest known example
from 12 century, until 18" century, but also its influence in the following
period, until modern times.

The oldest known and preserved representation of this particular type is in
Kastoria, where the greatest number of examples are found. It is also quite
common in the Prespa region, then in Skopje, Ohrid, Epirus, Meteora, and
Mount Athos. The farthest point where this model of the representation of
St. Simeon Stylites can be found is in the Abou Adal collection and Bala-
mand Monastery, Lebanon.



Several Icons of St. Theodore Tyron
and Their Relationship
with the Great Lent!

Maria Kolusheva®
Institute of Art Studies
Bulgarian Academy of Sciences

Abstract: The text presents several icons related to the veneration of St. Theodore
Tyron on the first Saturday of the Great Lent. St. Theodore’s miracle with the koliva
which is commemorated during the liturgy on that day is depicted on most of them.
Some hagiographic works witnessing the connection between the saint’s veneration
during Lent and the koliva miracle from as early as the 10" century on are pointed
out. Despite that, the earliest known icons visualizing the miracle in question date
only from the late 16" century. On the basis of the functions most of the icons had
during the liturgy the study states the possible reasons having contributed to the
emergence of iconographic works with that plot.

Keywords: koliva (or kollyba), iconographic cycle, analogion icons

Among the martyr warriors St. Theodore Tyron is the one with the
oldest cult. Numerous hagiographic works are dedicated to him as

1 The present article is part of the research project “The contribution of Ivan Goshev in the foun-
dation of the Iconography Department of the National Church Museum of History and Archae-
ology (research and documentation of archives and collections)”, supported by the Bulgarian
National Science Fund (contract No. KP-06-H40/4/10.12.2019).

2 Maria Kolusheva, PhD, is an art historian, Assist. Prof. at the Institute of Art Studies of the Bulgarian
Academy of Sciences. Her research interests include iconography, Byzantine art, Post-Byzantine painting,
icon-painting workshops and artistic centres in the Balkans.Email: m.kolusheva@gmail.com
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the earliest one is the Encomium ascribed to St. Gregory of Nyssa
(BHG 1760) from the late 4™ century or the very beginning of the 5™
century®. Itis a short narrative about the saint who was born in Ama-
sea in Asia Minor, joined up the Roman army and was martyred at
the time of Emperor Maximian in the early 4™ century. Because of
his refusal to worship the pagan idols and because he burnt a pa-
gan temple, he was sentenced to death by burning. The Orthodox
Church celebrates his martyrdom on February 17" but there is one
more date of his veneration in the calendar of the moveable feasts:
the First Saturday of the Great Lent. One of the miracles attributed
to the saint is celebrated on that day*. It occurred during the reign
of Emperor Julian the Apostate (360-363). When the Christian lent
began the emperor ordered all the food provisions in the marketplace
in Constantinople to be sprinkled with the blood of the sacrificial
animals offered to pagan idols in order to deride the Christians.
However, St. Theodore warned the Christians and none of them took
from the desecrated food. At the same time the saint arranged that
the citizens of Constantinople ate koliva, i.e. boiled wheat®.

In connection with this miracle, the commemoration of St. Theodore
became part of the structure of the readings and venerations of the
Great Lent®. The earliest records of the commemoration of the saint
on the first Saturday of Lent are contained in the Georgian transla-
tion of the Jerusalem Lectionary, that probably reflects the liturgical
practice of the Jerusalem Church of the 57— 7" centuries”. On the
occasion of the veneration of St. Theodore a Homily was composed
that has been erroneously ascribed to Patriarch Nektarios of Constan-
tinople (381-397) (BHG 1768)®. Undoubtedly, the Homily was written

3 See the translation by Leemans 2003: 82-91, also Haldon 2016: 23-24, with cited literature, who
studies four hagiographic texts dating from 5" to 9™ centuries and containing the saint’s martyr-
dom and numerous miracles.

4 Mirkovié 1961: 147-148.
5 Handing out the koliva is part of the service at the Saturday evening liturgy. Since it is per-
formed the previous day a special memorial service is held as early as on Friday after the liturgy

of the Preconsecrated Offerings and a special Canon of St. Theodore Tyron is read, and then the
festive koliva is consecrated: Mirkovi¢ 1961: 147.

6 Delehaye 1909: 16.

7 Zheltov, Lukashevich, Tkachenko 2004: 456; Iyerusalimskoye Bogosluzheniye 2009: 507.

8 Efthymiadis 2011: 126-127; Haldon 2016: 31, n. 52. Johanes Rajnhart published the Slavonic
translation of this text, known from a manuscript dating from the first half of the 14™ century,
and discusses the translations of the Homily in Slavic literature, see Rajnhart 2018: 265-285. As

a stand-alone text, following the Homily of Nektarios, the koliva miracle is described in three
versions (BHG 1768b-d) from the 15" - 16™ centuries which are not published, see Delehaye 1925:



later as it seems that the researchers date it to the period before the
10" century?. Several texts containing the koliva narrative explicitly
state that every year in the beginning of the Lent the Christians set
up a celebration of St. Theodore in honour of the deliverance from
the desecration of the atheist Emperor Julian. Such information is
contained in the Martyrdom (BHG 1762m) written by Nicephoros
Ouranos in the late 10" century™, in a version of the Life of Met-
aphrastes which is known from three manuscripts from 11% - 12™
century™ and in a manuscript containing homilies and hagiographic
texts from the 12™ century (Ang. gr. 81, ff. 50-51)™.

Despite the considerable development of the cult of the saint in the
written tradition in the figurative art little is known about the for-
mation of his hagiographic cycle®. In the menologia the inclusion of
scenes from the life of the saint is limited to the representation of his
martyrdom in the burning furnace, and his most popular depiction
in art remains his image on horseback slaying the dragon. Although
the early hagiographic literature mentions some images of scenes
from the martyr’s life’s, only one hagiographic cycle is known so far
in the wall paintings from the Byzantine period. It originates from
the Church of St. Theodore Stratelates na Ruch’yu (on the Spring)
in Novgorod*® whose wall paintings date to the second half of the
14" century". The cycle contained ten scenes six of which are pre-

21-22; Efthymiadis 2011: 126. For the version of the Homily in the Russian Triodion books from the
14" century, see Tsarevskaya 2007: ref. 518, with cited literature. For the miracle in the Slavic hag-
iographic tradition see also Hristova-Shomova 2013: 17-18 and https://eslavsanct.net/viewobject.
php?id=1179 [accessed 03.12.2023].

9 Delehaye 1909: 25; Halkin 1962: 312.
10 Halkin 1962: 323.

11 The text was published by Delehaye 1909: App.Il, 16.15-25. It is about the manuscripts
Paris.1450, ff. 168'-179" (11" c.), Paris. 789 (11% c.) and cod. Paris. 1529 (12" ¢.)

12 Delehaye 1925: 12.

13 For the earliest written evidence and images of the saint as a warrior, see Markovi¢ 1995: 572,
574-578; Walter 2003, 44-56.

14 For the slaying of the dragon by the saint in the hagiographic works, see Stoykova 2019: 20-31.
In particular, the author examines the saint’s Miracle with the mother and the dragon and publish-
es a Russian icon from the first half of the 17" century visualizing in detail the miracle in question:
Stoykova 2019: 31-54, ill. 4. There are several more icons with that plot cited in Tsarevskaya 2007: 119.
15 According to St. Gregory of Nyssa the church in Euchaita where the saint’s relics were vener-
ated it was decorated with depictions of his martyrdom, see the translation by Leemans 2003: 85.
16 I'would like to thank Irina Shalina, senior researcher at the State Russian Museum, for bring-
ing to my attention the monograph of T. Tsarevskaya dedicated to the murals at the church.

17 The researcher of the murals Tatyana Tsarevskaya mentions another hagiographic cycle
from the main church in Borovsk Monastery of St. Paphnutius dating from the late Middle

(167



168 )1

served to date ®. The hagiographic narrative ends with the Burial of
the saint’s relics which indicates that most likely among the scenes
there were neither ones depicting the miracles of St. Theodore, nor a
depiction of the Koliva Miracle. The earliest examples of depictions
of that miracle known so far date to the 16™ century. All of them are
icons, all of them are of different origin and of different function.
Most of them have been published but have not been examined in
view of the Great Lent aspect of the veneration of St. Theodore Tyron.

The koliva miracle is illustrated in a most detailed and original
manner on an icon which is found in the collection of the Antivou-
niotissa Museum on the island of Corfu (Fig. 1). The icon was pub-
lished by Stamatios Chondrogiannis who notes that he knows of no
parallel of it, either among the iconographic works from the island,
or among the icons from the Medieval and Late Medieval period®.
The author dates the icon to the late 16™ — early 17" century. It is
of relatively large dimensions: 112.5x76x2.4 cm. The pictorial field
is divided in six parts as scenes visualizing the koliva miracle are
depicted in the first four parts. The first scene depicts St. Theodore
appearing in a dream to Eudoxius, Archbishop of Constantinople
at the time of Emperor Julian (Fig. 2). According to the explanatory
inscription the saint ordered him to gather the people in the church
and that nobody should buy bread from the marketplace because it
was desecrated. In the second scene the emperor commanded that
the food provisions in the marketplace be sprinkled with blood (Fig.
3). To the right of the composition one can see the bread laden tables
and the merchants gesticulating with animation. The event in the
third scene is set in the interior of a church (Fig. 4). From the pulpit
Eudoxius tells the gathered people about his vision and warns them
not to buy bread as per the saint’s order. The fourth scene takes us
back to the church where the hierarch hands out koliva (Fig. 5). In
front of the table with the koliva are depicted the smaller figures of
beggars and cripples who are among the first to receive the blessed

Ages (Tsarevskaya 2007: 119, ref. 488). The latest studies show that it contains scenes from the
Vita of St. Theodore Stratelates (Tikhonov 2010: 40-42, fig. 14). I thank Georgi Gerov and Tatyana
Tsarevskaya for the information they provided to me.

18 Four episodes related to his martyrdom can be identified, and the last two scenes show the
Translation of his relics by the Pious Eusebeia and the Burial of the Saint. A hagiographic cycle
of St. Theodore Stratelates is presented in the immediate proximity (Tsarevskaya 2007: 119-121,
scheme. XVII, ill. 124-127).

19 Chondrogiannis 2010: 54, ill. on. p. 55.
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Fig. 1. Icon from the collection of the Antivouniotissa Museum on the island of Corfu
(late 16 — early 17 c.). Photo after Chondrogiannis 2010: 55
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Fig. 2. St. Theodore Tyron appears in a Fig. 3. The emperor commands that the food

dream to Archbishop Eudoxius (detail from provisions on the marketplace be sprinkled

Fig. 1). Photo after Chondrogiannis 2010: 55 with blood (detail from Fig. 1). Photo after
Chondrogiannis 2010: 55

i
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Fig. 4. Eudoxius warns the people not to buy Fig. 5. Eudoxius handing out koliva (detail from
bread from the marketplace (detail from Fig. 1). Fig. 1). Photo after Chondrogiannis 2010: 55
Photo after Chondrogiannis 2010: 55

food. In the lowermost tier there are two more scenes related to St.
Theodore’s martyr death. They depict his withdrawal after he dares
to set the statue of the primary deity in a pagan temple on fire (Fig.
6), and, finally, his punishment, i.e. to be burnt in a furnace of fire,
is represented (Fig. 7).
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Fig. 6. St. Theodore sets a pagan temple on fire Fig. 7. St. Theodore’s martyrdom in the

(detail from Fig. 1). Photo after Chondrogiannis burning furnace (detail from Fig. 1).
2010: 55 Photo after Chondrogiannis 2010: 55

The next icon is kept in the treasury of the Decani Monastery and it
was made in 1596 by one of the most significant icon-painters from
the second half of the 16" century, Longin. The icon is well-known
in the historiography, and it was included by Miljana Matic¢ in her
book dedicated to the Serbian icon painting from the time of renewal
of the Patriarchate of Pe¢*. It is a two-sided icon of small dimensions:
37.7x26.5x2 cm. On the obverse are depicted St. Theodore Tyron and
St. Theodore Stratelates seated on thrones (Fig. 8), and on the reverse
are depicted St. John Sinaites with the Ladder of Divine Ascent and
St. Zosimas administering the Holy Communion to St. Mary of Egypt
(Fig. 9). The dates when the respective saints are venerated are written
above the head of each of them: 17 February for St. Theodore Tyron, 8
February and 8 June for St. Theodore Stratelates, 30 March for St. John
Climacus, and 1 April for St. Mary of Egypt. The signature of the icon
painter Longin is situated along the width of the bottom frame, under-
neath the depictions of the hermits, and probably this is the reason why

20 Mati¢ 2017: cat. No. 61, ill. 145, 284, 285. The icon is examined by the author in the context of
the influences exerted by the Russian icon painting to the style of the icon-painter Longin, see
Mati¢ 2017: 142. In the context of Russian influences on Serbian icon painting the icon has also
been mentioned by Sreten Petkovi¢. According to him the layout of the frame with a sharply
pointed arch, the peculiarities of the architecture, the hilly landscape in the background, the role
of the black contour and the coloring, relate the icon to the 16"-century Russian miniature. The
author suggests that the influence could be associated with the icon-painter’s presumable visit to
Russia, see Petkovi¢ 1961: 101-103.
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Fig. 8. Icon from the treasury of the Decani Fig. 9. Icon from the treasury
Monastery (1596) — obverse. of the Decani Monastery (1596) — reverse.
Photo after Mati¢ 2017: ill. 145 Photo after Mati¢ 2017: ill. 284

Fig. 10. St. Theodore ‘s
appearance to the Archbishop
and Eudoxius handing

out koliva — the icon from
treasury of the Church of the
Intercession of the Theotokos at
the Rogozhskoe cemetery

in Moscow (early 17t c.).

Photo after Pivovarova 2005: 88




M. Mati¢ thinks that the depictions of St. John Climacus and St. Mary
of Egypt occupy the obverse side of the icon. In the literature the icon
has been unanimously identified as a Menaion one*, i.e. the selection
of saints is made according to their feast days on the fixed cycle of the
church calendar. This conclusion is logical if one takes into consider-
ation that above each saint the date of his/her veneration is written.
Yet, the choice of those saints for the months of February, March and
April could also be interpreted differently: in addition to 30 March the
memory of St. John Climacus is also marked on the fourth Sunday of
the Great Lent. In addition to 1 April St. Mary of Egypt and St. Zosimas
are also celebrated on the Thursday of the Fifth Week of the Lent. If we
also take into account the celebration of the memory of St. Theodore
Tyron in the First Saturday, we would determine the two-sided icon
as a Triodion one as well, i.e. it depicts saints whose celebrations are
part of the moveable cycle. In this case all of them are related to the
Lenten Triodion. Solely the presence of St. Theodore Stratelates goes
beyond that context to a certain extent but it can be attributed to the
intertwining of the cults and services of the two saints of the same
name* as well as the common depiction of them together.

The small two-sided (analogion) icons are wide-spread in the Russian
icon-painting tradition, and the ones painted on canvas, the so-called
tablet icons, are very characteristic of that tradition*. Episodes from
the koliva narrative are depicted on two such tablet icons. One of them
originates from the treasury of the Church of the Intercession of the
Theotokos at the Rogozhskoe cemetery in Moscow and was published
by Nadezhda Pivovarova®. Its dimensions are 18.7x14.1x0.2 cm. The
Fall of Man in three episodes is depicted on the obverse, and two scenes
from St. Theodore’s koliva miracle are depicted on the reverse (Fig. 10).
The first scene is St. Theodore’s Appearance to the archbishop which

21 Mati¢ 2017: 270. The icon’s function was paid special attention in Markovi¢ 2000: 151.

22 This is quite typical of the pre-Metaphrastes hagiographic collections and is common in the
South Slavic liturgical books, see Stoykova 2013: 11-14.

23 Mavrodinova 1969: 40-50; Walter 2003: 59-66; Tsarevskaya 2007: 114-116; Trifonova 2010. The
veneration of St. Theodore Stratelates appears late in the Church calendar, and as a double of
Theodore Tyron at that. The cult of St. Theodore Tyron which had already been developed was
transferred to him as not only the topoi from the vita of Tyron were used but some parts of
his service were borrowed, and his relics were venerated at the same church in Constantinople
where the relics of his namesake were kept.

24 Shalina 2001.

25 Pivovarova 2005: cat. No. 51. I thank Biserka Penkova for the evidence of the existence of the
icon she provided me with.
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Fig. 11. The Koliva miracle, the Sunday of Orthodoxy, a Panegyric to

the Most Holy Mother of God, and St. Zosimas administering the Holy
Communion to St. Mary of Egypt — an icon from the collection of P. Korin
(appr. 1597). Photo after Antonova 1966: ill. 70

occurred not in his dream, as in the icon from Corfu, but in front of
a church on whose fagade Virgin of Korsun is depicted. To the right
follows the episode in which Archbishop Eudoxius holds the service
and hands out koliva. N. Pivovarova dates the icon to the beginning
of the 17" century and identifies it as a Triodion one because the im-
ages on the obverse are associated with the liturgy on the Cheesefare
Sunday, i.e. the eve of the Great Lent, and on the reverse — with the
liturgy on the first Saturday of the Lent. The icon is part of a set from
which three Menaion icons for the months of October, November and
December are preserved.

26 Pivovarova 2005: 26, cat. No. 48-50.



Fig. 12. Icon from the Monastery of the Transfiguration in Meteora
(second half of the 17t ¢.). Photo K. Vafeiades

The depiction of the miracle from another tablet icon pointed out by
N. Pivovarova is very similar in terms of the composition. That icon is
also part of a big set kept in the collection of the artist Pavel Korin and
dates to about 1597. It was published by Valentina Antonova and its
dimensions are 24.5x21.5 cm?. The figurative surface on the obverse
of the icon is divided into four fields in which the koliva Miracle (in
two episodes), the Sunday of Orthodoxy, a Panegyric to the Most Holy
Mother of God, and St. Zosimas administering the Holy Communion to
St. Mary of Egypt are depicted, i.e. the first Saturday, the first Sunday,
the Saturday and the Thursday of the Fifth Week of the Great Lent are

27 Antonova 1966: cat. No. 52, ill. 7o.
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visualized (Fig. 11). On the reverse are depicted the Raising of Lazarus,
the Entry into Jerusalem, Washing of the Feet and the Last Supper —i.e.
the Saturday and the Sunday of the Sixth Week of the Great Lent and
Maundy Thursday of the Holy Week.

Anicon from the Monastery of the Transfiguration in Meteora (Fig. 12)
likely dates to the second half of the 17" century. It is not published,
there is no data about its provenance®. The icon is of small dimensions,
20.5x16 cm. The koliva miracle is visualized on it by a single episode —
the appearance of St. Theodore in Eudoxius’s dream®. Only the name of
the saint is written in Greek on the upper frame but there is no inscrip-
tion clarifying the event. The composition is close to the same episode
from the icon from Corfu. The work might have been part of a set of
Triodion icons intended for some of the rich monasteries in Meteora.

It seems that out of the entire iconographic cycle formed quite unstably
around the koliva miracle it is precisely the episode with the appearance
of St. Theodore to the Archbishop of Constantinople that managed to get
established as a stand-alone scene. This can be concluded not only from
the depiction on the icon from Meteora but also from another, much
later icon. It was made in 1865 by the icon-painter Yoan Hadzhivasilev
of Gabrovo. It is of relatively great dimensions, g9x64 cm, and is the
only hagiographic icon of the saint that I am familiar with from the
Bulgarian museum collections (Fig. 13)*. In the bottom figurative field
are depicted five scenes related to the martyrdom of St. Theodore, and
the last, sixth scene relates to the koliva miracle. The episode chosen is
the one when St. Theodore appears to Eudoxius. In contrast to the icons
from Meteora and Corfu here the “Russian” version of the composition
was chosen where the saint appears to the archbishop in front of the
church where Eudoxius officiated, and not in his dream (Fig. 14)>".

28 [ thank Archimandrite Niphon Kapsalis, hegumen of the monastery and protosyncellus
of the Holy Metropolis of Stagoi and Meteora as well as Konstantinos Vafeiades, Head of the
Academy of Research of the Holy Meteora and director of the monastery’s museum for the
selflessly provided information about the icon.

29 The Synaxarion reading for the first Saturday of the Great Lent translated into Bulgarian by
Zakhey the Philosopher (before 1360) also says that the great martyr appeared in a dream to the
bishop, http://eslavsanct.net/viewobject.php?id=1179&lang=bg [accessed 3.12.2023].

30 Popova 2008: cat. No. 122, inventory No. 704-B/u. The icon originates from the village of
Asparuhovo, District of Varna, and is from the fund of the Bishopric of Varna-Preslav; today it is
kept at the Regional Historical Museum of Varna.

31 The comparative material shows that there are two possible options when representing the
appearance of St. Theodore to the archbishop: appearance in his dream (the icons from Corfu,
Meteora) or appearance in front of the church (the icons from Moscow, from the collection of



The almost complete absence of hagiographic cycles of St. Theodore
Tyron in Byzantine as well as in the Late Medieval art raises the ques-
tion concerning the appearance of the icons presented here. A matter
of interest is not only the scenes as a reflection of the text but also the
function of the icons on which they are painted. As it became clear from
the presented works the images are not part of a well-developed hag-
iographic cycle of the saint>* but visualize a single miracle. In some of
them the narrative is similar and consists of as many as four (the icon
from Corfu) or two (the icons from Moscow and from the collection
of P. Korin) scenes while in others the event is reduced to one episode
(the icons from Meteora and Gabrovo). The appearance of images of
the koliva miracle is most likely associated with the inclusion of the
commemoration of St. Theodore Tyron into the service on the first
Saturday of the Great Lent. As noted, it is supposed that it became a
part of the structure of that period of the ecclesiastical year very early.
However, the images presented here date from much later, late 16" —
mid 17" century (except for the icon from Gabrovo, which dates from
the second half of the 19" c.). It should be explicitly emphasized that
all examples cited are from icons and I have no knowledge of a single
depiction of the koliva miracle in the mural painting.

The creation of these works could be explained by the ambition to rep-
resent the liturgical year in images for the needs of the service more
fully. In this relation sets of small icons intended to be taken out on
the respective day and placed for veneration and deosculation on an
analogion started to be made as early as in the 11— 12™ centuries.
Sometimes these icons are two-sided. As evidenced by the early pre-
served sets they contain mostly images of the 12 Great Feasts as well
as images of the saints venerated for each day of the ecclesiastical year.
More rarely one can find icons representing scenes based on the Lenten

P. Korin, from Gabrovo). The iconographic differences are likely based on the dissemination of
different narrative versions of the miracle.

32 An exception is the icon from Gabrovo which is much later. In the icon from Corfu the two
scenes related to the martyrdom of the saint are placed after the koliva miracle and it seems they
are not of paramount importance but rather supplement the hagiographic narrative.

33 According to the Typicon of the Monastery of the Transfiguration in Meteora (the Great
Meteoron) from 1580 an icon of St. Theodore should be placed on the proskynetarion during
the eve of the Koliva Saturday (Typikon 2018: 396). Unfortunately, the Typikon does not provide
more detailed instructions as to what exactly the image on the icon was like. I thank Konstantinos
Vafeiades for the information he provided to me.

34 Shalina 2001. The book of Liliya Evseeva “Analoynyye ikony v Vizantii i Drevney Rusi. Obraz
i liturgiya” of 2013 was not accessible to me.
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Fig. 13. Icon of St.
Theodore Tyron

and scenes from his
life (1865). Regional
Historical Museum of
Varna.

Photo R. Kostadinova
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Fig. 14. St. Theodore appears to Archbishop
Eudoxius (detail from Fig. 13)
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Triodion and the Pentecostarion, as these are mostly scenes based on the
Holy Week and the Resurrection of Jesus*. In the most comprehensive
Russian sets (from the Trinity Lavra of St. Sergius (early 15" c.), from the
cathedral church of St. Sophia in Novgorod (15" - 16™ ¢.) and from the
cathedral of the Nativity of Theotokos in Suzdal (16" c.) St. Theodore
Tyron is depicted together with his namesake St. Theodore Stratelates
full-length, and on the reverse of the icon the Ascension is depicted3.
Obviously in these early sets there is no link between the Ascension
which is celebrated 40 days after Passover (Pascha) and the service of
the Great Lent. In contrast to them in the sets from the collection of P.
Korin and from the treasury of the Church of the Intercession of the
Theotokos in Moscow the koliva miracle is presented together with
several other feasts based on the Lenten Triodion, which are otherwise
rarely found in icon-painting. Most likely the remaining icons, i.e. the
ones from Decani and from the Monastery of Transfiguration in Mete-
ora, were also part of bigger sets which, unfortunately, have not been
preserved. The function of the icon from Corfu, which - due to its large
dimensions — might have been a patron one (as the icon from Gabrovo
likely was) is not that certain. And yet the predominant number of small
analogion icons on which the koliva miracle is depicted indicate that
illustrating it could be related to the making of sets of icons intended to
illustrate the more important venerations from the Great Lent liturgy.
These icons not only reflect the interest in the detailed illustration of the
readings and the theological ideas in the course of the liturgical year
which was increasing in the late 16" century but are yet another vivid
example of the influence exerted by the liturgy on the formation of the
iconography of the saints — in this case the appearance of a miracle in
the repertory of images dedicated to St. Theodore Tyron.

Translation by Atanas Igov

35 Evseeva 1994: 66-67; Popova 2012: 214-215.

36 Photographs of the icons are available on this website: https://icons.pstgu.ru/icon [accessed
26.07.2023].
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Several Icons of St. Theodore Tyron
and Their Relationship with the Great Lent

Maria Kolusheva

NN

The Orthodox Church celebrates the martyrdom of St. Theodore Tyron on
February 17 but there is one more date of his veneration in the calendar
of the moveable feasts: the First Saturday of the Great Lent. One of the
miracles attributed to the saint is celebrated on that day. It occurred during
the reign of Emperor Julian the Apostate (360-363). When the Christian
lent began the emperor ordered all the food provisions in the marketplace
in Constantinople to be sprinkled with the blood of the sacrificial animals
offered to pagan idols. However, St. Theodore warned the Christians and
none of them took from the desecrated food. At the same time the saint ar-
ranged that the citizens of Constantinople ate koliva, i.e. boiled wheat. In
connection with this miracle, the commemoration of St. Theodore became
part of the structure of the readings and venerations of the Great Lent.

Despite the early commemoration of St. Theodore during the Great Lent it
seems that noone went so far as to create images in this context during the
Medieval period. However, from the late 16" century on we know some
rare examples of visualization of the koliva miracle. All of them are icons,
all of them are of different origin and of different function.

The creation of these works could be explained by the ambition to repre-
sent the liturgical year in images for the needs of the service more fully. In
this relation sets of small icons were intended to be taken out on the re-
spective day and placed for veneration and deosculation on an analogion.
Most likely part of the icons presented in the study were also part of bigger
sets which, unfortunately, have not been preserved. They not only reflect
the interest in the detailed illustration of the readings and the theological
ideas in the course of the liturgical year which was increasing in the late
16" century but are yet another vivid example of the influence exerted by
the liturgy on the formation of the iconography of the saints — in this case
the appearance of a miracle in the repertory of images dedicated to St. The-
odore Tyron.



OpHaMeHTaaHUSAT CBAT Ha
YUIIPOBCKIUTE 31aTapu’
Ornamental World of Chiprovtsi Goldsmiths

Hona [lemxosa?
Mncmumym 3a uscaedéare Ha usKycmeama
bovazapcxa akademus na nayxume

Abstract: The text presents a different view on Chiprovtsi goldsmith tradition in the
light of the rich ornamental decoration of some of the preserved and signed church ob-
jects from the 17™ century. The focus is on the exquisite decorative system of engraved
Islamic motifs unfolded in the backgrounds of the works, as well as its specifics and
place in the characteristic of the goldsmithing center.

Keywords: Chiprovtsi, goldsmithing, church plate, cultural interactions, decoration,
Ottoman influences, Rumi-Hatayi patterns

AbcTpakT: TekcTbT IpeACTaBs e AUH IO-pa3AndeH I10r1e KbM 31aTapcKaTa TpaAuIus
Ha UnnposIiu mpe3 Ipu3Mara Ha Ooratata OpHaMeHTaAHa yKpaca Ha HIKOAKO OT CbX-
paHeHUTe MOAIMCAHY IIPeAMeTHU C IbPKOBHO npegHasHadeHue or XVII 5. B nenTnpa
Ha BHUMaHIIe e pasrbpHaTaTa BbB (POHOBETe Ha IIPOM3BeAeHIATa U3SIIHA AeKOPaTIB-
Ha cycTeMa OT I'paBUpaHU UCASIMCKM MOTUBHU, HeJIHUTe OCOD@HOCTU M MACTO B Xapak-

TepUCTUKaTa Ha 34aTapCKOTO CpeauIre.

Kaiouosu aymir: Unnposny, 34aTapcTBo, IIbPKOBHA YTBap, KYATYPHU B3aMMOAEICT-
BILSI, YKpaca, OCMaHCKM BAVSHNS, MOTUBY PyMU-XaTau

1 HacrosmoTo mpoydsase e OCbIeCTBeHO 110 ChbBMeCcTeH IpoeKT V3KycTBa, AuTeparypa 1 BAacT
B KOHTaKTHUTE 30HU (IIpaBoCAaBUe U VICASAM; ITpaBOCAaBye U KaToaummsbm) / Arts, Literature
and Power in Contact Areas (Orthodoxy and Islam; Orthodoxy and Catholicism) ¢ MnctutyTa o
apxeo40Tust ¥ MCTOpUs Ha u3KycTBOTO B Kaysx-Haroka, PymbHcKa akageMutst 1o mporpamara 3a
ExBuBazentHara Oe3paayTHa pasmsina (EGP) na BAH.

2 Nona Petkova, PhD, is an Assistant Professor at the Fine Arts Department, Institute of Art Studies,
BAS. Research areas: Orthodox art, church silverwork, silversmithing workshops and centres, artistic and
cultural exchanges in the Balkans during the Ottoman period. E-mail: nonapetkova@gmail.com

" 185
0\



186 )1

BoraraTta oppameHTaAHa yKpaca e Ba’keH eAeMeHT OT 00A1Ka Ha 34a-
TapckuTe rpoussegenns ot Yunposuu. IlocrassneTo i1 B IeHTbpa
Ha BHUMaHUe I103B0As1Ba A€KO Aa ce u3MecTu (POKyChT U 4a ce 31e3e
U3BBH paMKUTe Ha OOMYaliHuTe IPOyYBaHIs, pasucKBally IIpou3-
X0Ja U CUMBOAMKaTa Ha U34eAMsATa, OCOO@HOCTUTE U CAOKHOCTTa Ha
TAXHaTa MKOHOTpadcKa Iporpama, KadecTBOTO Ha M3II'bAHEHNe U T.H.
Ts1 e M BB3MOKHOCT 4a ce oraegHe OT pa3AnyeH PaKypc KbM Hacaea-
CTBOTO Ha e4VH OT Hall-3Ha4MMUTe 3AaTapcKul IleHTpoBe Ha baakanuTe
ot xpas Ha XVI u mpe3 XVII B.> CbxpaneHure npumepu IoKa3pat, 4e
YUIIPOBCKUTE 34aTapy OTAaBaT IIpeAIOYUTaHNe Ha OIIpeAeAeH KPbr
AEKOpaTUBHI MOTUBU 110/, BAUSAHNE Ha aKTyaAHUTe TeHAEHIIUN B OC-
MaHCKOTO M3KyCTBO OT ertoxaTa. ChOTBETHO BBIIPOCUTE, KOUTO Bb3-
HIIKBAT, ca AOKOAKO Ta3y OpHaMeHTa/AHa CICTeMa ce SIBSIBa 9acT OT Bce
ollle HEyTOYHeHaTa U 40 MOMeHTa XapaKTepUCTUKa Ha YUIIPOBCKOTO
31aTapCTBO, KaKTO U AaAl Ts OM MOraa pu aTpuOyIUs Aa TIOCAY KU
3a OPMEHTHUP U ChIIOCTaBKa MeX/y ITaMeTHULIITE.

l3BecTHO e, 4ye B MMHAAO0TO IPOM3BeAeHMUATa Ha 3AaTapure OT
UnripoB1y ca IleHeH! U ThPCeHM He caMo B IIpedeAnTe Ha AHeIITHUTe
Obarapcku 3eMH, KaTo 3a TOBa CBUAeTeACTBaT peaau3ypaHuTe OpPbY-
KM 3a HAKOM OT roAeMuTe CphOCKI* 1 BAaIku® MaHacTupu. ITogo0Ho
pa3BuUTIIe HECbMHEHO ce AbAXKM U Ha 0OCTOSITEACTBOTO, Ye IIPOAYK-
LMsATa Ha 31aTapcKOTO CpeuIlie e MHOTO pa3HooOpasHa. T BKAouBa
KaKTO 13J4eANs 3a CBeTCKa ynoTpeda, Taka I MHOXKeCTBO IIpegMeTH
3a Hy>kAuTe Ha LIbpkBaTa KaTo OOKOBM Ha HAIIPeCTOAHY €BaHTe A U
KP'bCTOBE, apXMePeNiCKM JKe34M, AapOXpaHUTeAHNIIN U T.H. MecTHuTe
MalCTOPM Ca U3BECTHNU C U3KYCHOTO BAajeeHe Ha pa3ANdHI 3AaTapCKu
TEeXHUKM U C BUICOKOTO KayeCTBO Ha M3ITbAHEHNe, a OOAMKDBT Ha TEXHUTE
IIPOM3BEAEHIISI Ce OTANYaBa ChC CAOXKHY MKOHOTpapCKI peleHns u
IIO-HUCBHK peaed B ChueTaHNe C eAVH criel[ud e BapMaHT OpUeHTa-
AU3VpaHa OpHaMeHTVIKa OT pacTIUTeAeH TUII, TpaB/paHa BbB (pOHOBETe.

3 3aarapckaTa Tpaauuyisa Ha YMIpoBIIY, a B YaCTHOCT ¥ OTAEAHM YMITPOBCKU U3AEAVS, MHOTO-
KPaTHO IIpUBANYAT BHUMAHIETO Ha U3CAe]OBaTeANTe IIpe3 TOAUHITE I ChIIEeCTBYBalllaTa AJTe-
patypa 1o TeMaTa e Jocta obmmpaa. HacrosmuaT 6ubanorpadcku mperaea BKAIOUBa CaMO YacT
OT OCHOBHITE IyOAMKAIVM U HAMa IIpeTeHIINN 3a M34epIaTeAHOCT, BX. Drumev 1962; Giurescu
1964; Radojkovi¢ 1966: 146-151; Sotirov 1977; Sotirov 1984; Santova 1989; Santova 1997, Genova
2000; Sotirov 2001; Genova 2004: 19-46; Petkova 2014; Martinovic¢ 2015; Stankova 2015; Markov 2017;
Petkova 2017; Parpulov 2019.

4 UMIpoBcKM 3AaTapy U3ITbAHABAT BasKHU IIOPBUKY 3a CphOCKUTe MaHacTupu Jedann, Xoro-
B0, Kpymeaoa n Bppanuk, Bx. Radojkovi¢ 1966: 146-151; Genova 2000; Petkova 2017: 32-34.

5 Maricropu ot Unmposiu uspaboTsaT mpeAMeTy 3a HAKOAKO OT BAAIIKUTe MaHacTupu — brct-
puna, Tucmana n CHaros, B:X. Giurescu 1964: 457-510; Nicolescu 1968: 4, 26; Petkova 2014; Petkova
2017: 29-32.



VImenHO pazpaboTeHnTe IO TO3M HAUMH U BILA€TeH! B 0POPMAEHIETO
Ha PpOU3BeJEHNMATa OCMaHCK/ MOTUBHU 3aeMaT LIEHTPaAHO MSCTO B
Chb3AaBaHNA OT YUIIPOBCKUTE 3AaTapy OpHaMeHTaAeH cBAT. CBAT Ha
pasHooOpasue, B KOWUTO IPUCLCTBAT U peAnlia APYIU AeKOpaTUBHI
MOTMBU Cpe/ yKpacaTa Ha OTAMBaHUTE, IIJaHIJOBaHUTE U aXKyPHO 13-
psI3BaHNTe eAeMeHTH, KaKTO I Ha 3aIl'bAHeHNTe C PUANTpaHeH eMaiil
IIPOCTPaHCTBa BLPXY IpeAMeTHTe.

Ipes pasraexaanms nepuog baakanure oTgaBHa Bede ca 4acT OT pas-
HopoaHaTta Ocmancka nmnepus. C oraea Ha TOBa B e4Ha MAM Apyra
CTeIleH OCMaHCKITe MOPsAAKH, BKyC U KyATypa ca IIO3HaTH Ha XpuC-
TUSHCKOTO HaceAeHue I10 Te3! 3eMM, KOeTO CIloMara 3a pa3BUTHUETO
B HeroBarta XyAO>KecTBeHa IPOAYKIIM Ha HAKOU HOBM HAaCOKM IIpe3
XV=XVII B. 11 TO-KOHKPETHO 3a IPOHMKBAHETO Ha MCASIMCKI €AeMeHTH
B 0(pOpPMAEHNETO Ha Pa3ANYHM 10 TUII U IIpeJHa3HauYeHNe U3AeANSL.
Tosu mporiec ce cumra 3a €CTeCTBeH B XO4a Ha CTOAETHUATa ChbBMECTHO
CBXKUTEACTBO Ha XPUCTUSAHIU ¥ MIOCIOAMaHU® 1 ce CBbp3Ba OCHOBHO C
OChBpeMeHsBaHeTO Ha Bu3yaaHaTa popMa 1 ¢ 0OOraTsBaHeTO Ha pe-
repToapa OT MOTUBM, HO Oe3 TOBa 4a € ChbIIPOBOAEHO C IIPOMSHA Ha
3HaueHMeTO U CUMBOAMKaTa Ha opHaMeHTa’. TpsabBa ga mpuoMHuM,
4e BeKOBe I10-paHO pa3HOIIOCOUHITe KOHTaKT! Ha BusanTus u ncaam-
CKIsI CBAT II0AaraT OCHOBaTa Ha B3aIMHMTE BAMSHIUS MeXAy ABeTe
KyATypu® 1 Ha oOMeHa Ha 4eKOpaTHUBHY eAeMeHTH B M3KyCTBOTO?, KaTo
YCBOSIBAHETO OT MCASMCKaTa TPagUIs Ha OTAEAHN MOTUBY M HAUMHI
Ha CTUAM3ALVE CTUMYAMPa Ha CBOJ peJ, PasBUTUETO 1 00OraTsBaHEeTO
Ha BU3aHTUIICKaTa OpPHaMeHTHKa".

ITpes nocTBM3aHTUIICKaTa eroxa cBoeoOpasHaTa ,OpueHTaAu3ans”
He e M30AMpPaHo caMo B eaHa obaacT sBaeHue. Ts ce Habar04aBa Kak-
TO IPU U3ITbAHEHUETO I yKpacaTa Ha HIKOM OT MeTaAHIUTe ChAO0Be 3a
cseTcKa ynorpeba 1 borocay>keOHaTa yTBap', AUTYPTUUHUTE ThKaHU U

6 Dzhurova 1980: 31.
7 Stankova 2013a: 88.

8 Pa3zamyHy acriexTy Ha IIOAUTIYIECKUTE, MKOHOMUYECKNUTE VI KyATYpHUTE BPB3KU MEXAY BU-
3aHTMIICKVLS CBAT U MIOCIOAMaHCKIA VI3ToK B PaHHOTO CpejHOBEKOBNME Ce 3acATaT B IpUApPYKe-
HuTe c Oorara OubAorpadus TeKCTOBe KbM ABe OT M3JaHUsATa, CBbp3aHM ¢ MalllabHaTa 1310x0a
Byzantium and Islam: Age of Transition (7"-9"™ c.), cbcTos1aa ce B My3est MeTpornoanTsH 1pe3
2012 1. Bx. Byzantium and Islam 2012; Age of Transition 2015.

9 Ballian 2013.
10 Grabar 1996: 35-70; Soucek 1997; Redford 1997.

11 Radojkovi¢ 1965: 123, 126-132, 134-138; Genova 2004: 13-15, 24, 53-55; Stankova 2013b: 742;
Ballian 2015; Stankova 2015; Stankova 2019.
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04eX A1, UKOHAaTa%, HO ChIIIO TaKa U B O(l)OpMAeHI/IETO Ha PBbKOIINCH-
Te". B To3u KOHTeKCT rpaBMpaHITe OCMaHCKM MOTUBI BbB (POHOBETe
Ha YMITPOBCKUTE ITaMEeTHMUIIN He ce ABSABaT HAKAaKBO M3KadeHne. Te
I1I0-CKOPO ce BIIMCBAT B eAHa O0IIla TeHAeHI[Us, KOSITO O4eBIUAHO Ha-
MMpa I10 TOBa BpeMe A00bp IIpyeM, pa3BUTHE U pasIIpOCTpaHeHNe B
paboTuTe Ha Pa3AMYHN 10 3aHAAT MaVICTOPU XPUCTHUAHY U B 4aCTHOCT
Ha He MaJKo OT 3aaTtapute Ha baakanunre. VI Bce nak mssiiHaTa opHa-
MeHTa/AHa CJCTeMa, pa3rbpHaTa BbPXY IIpou3BeAeHu:ATa oT Unumposiy,
3acly>kaBa CIel[1laAHO BHIMaHIe ChC CBOMTe 0COOHOCTM KaTo Habop
OT MOTMBH, a ¥ Ha4lH Ha peaamusanus. B 3aBucumocr ot raegHara
TOYKa Ts1 MOXe 4a ObJe IIeHHO AOIThbAHeHNe B pa3Kasa 3a 3AaTapcKaTa
TpaAULINs Ha CPeAUIIETO U €A€MEHT, KOJMITO 4a BHeCe HOBU HIOAHCH B
HeJiHaTa XapaKTepuCTHKa.

/JHec ca 1Io3HaTH e/Ba eAUHaJeceT CpeObpHM U3AeANs], B YUUTO Haj-
IJICU TIPUCHCTBA TOMOHUMBT Unmposiin's. Maako Ho-roasm e OposT
Ha HeIloAII/CaHNTe IIpeJMeTH, KOUTO A0CTaThYHO yOeAUTeAHO MOTaT
Aa ce CBBbPKaT CbC 31aTapCKOTO CpeAuIrie’, a IpOM3XOAbT Ha APYTH e
BCe ollle TBbpAe AMICKYCHOHeH. B Tasy cutyalus 3a mpoy4ysaHeTo Ha
YUITPOBCKOTO 31aTapCTBO U 3a YCIEIIHOTO pasTpaHidaBaHe Ha Hero-
BaTa IIPOAYKIIU OT IIPOM3BeAeHIsATa Ha OCTaHaAMUTe ToAeMu 3AaTap-
CKI IIeHTpoBe Ha baakaHuTe mpes eroxaTa OT ChIIIeCTBEHO 3HaUeHIe
e popMupaHeTo Ha e4Ha IO-IIMPOKa U cTabnaHa ocHosa. Llea, uneto
IIOCTUTaHe M3MCKBa Aa ObaaT 0OXBaHATH BCUYKY Bb3MOKHI aCIIEKTI —

12 Radojkovi¢ 1965: 125, 127-129, 132; Genova 2004: 13-14, 76, 80-82, 85-87; Stankova 2013b: 741;
Papastavrou, Filion 2015: 161, 168-170; Papastavrou, Vryzidis 2018: 259-277; Vryzidis, Papastavrou
2018: 677, 680, 678-679, 684-687.

13 Radojkovi¢ 1965: 135, 137; Paskaleva-Kabadaieva 1980; Stankova 2013a.

14 Janc 1959; Radojkovi¢ 1965: 125, 133-134; Dzhurova 1980; Stankova 2007; Stankova, Nenkovska
2009; Stankova 2010; Rakié¢ 2013; Stankova 2013b: 738-741, 743-745; Petkova 2020.

15 Tloutn Beyuky npeamern ca 406pe nosHatu. Te gatupar oT nepnoga 16011707 T. U Ca U3-
paboTeHt 3a HAKOAKO ToAeMu ObArapcku, CprOCKH U BAAIIKU AyXoBHU cpeauina. Cpea TsaX mMa
ABe OOKOBaHU €BaHIeANs 1 ABa OOKOBaHM HaIIPeCTOAHM KPbCTa, TPU AapOXpPaHUTEAHMITH, ABa
apXMepericKI Ke3bAa, AUCKOC 1 moaycdeprdHa damia. XpOHOAOTIYEH IIperaes Ha AeceT OT Ia-
MeTHMIIMTe C OCHOBHATa AMTepaTypa BX. B Sotirov 1977: 13-23; Sotirov 2001: 48-6y. I'eopru Ilap-
IIyAOB Ha CBOJI peA HAaCKOPO IyOAMKyBa B LISLAOCT I HAAIICA BBPXY IO-KbCHIS XKe3bA Ha Oau-
KOBCKITE UTYMEHM OT 1644/45 T., BX. Parpulov 2019. C orae Ha TOBa € Bb3MOXKHO IIPeAAOXKEHUAT
CIIUCHK 4a ObAe AOITbAHEH OTHOBO B O'bAellle C HOBI I HEM3BECTHI 3a HaC AHeC IIPIMEPIL.

16 I'pymara e MHOTO pasHooOpasHa. IIpoussesennsara mpousxoxaar OT AHEIIHUTe ObATapcK,
CpBOCKM M PYMBHCKU 3€MU, KaTo ca u3paboTeHu B Iepnoga oT Kpas Ha XVI 40 Hayaa0TO Ha
XVIII B. Cpea TsX uMa pa3anyHU BUAOBEe KPBHCTOBE, OOKOBU Ha €BaHIeAMNs, MOIIeXpaHUTe AHU-
1y, punmaa u T.H. Bxx. Drumev 1962: 82-82; Giurescu 1964: 487-510; Radojkovi¢ 1966: 132, 150-151;
Sotirov 1984: 19-22; Genova 2000; Sotirov 2001: 72-78, 92-109, 116-117, 225-228; Genova 2004: 24,
26-30, 40-44, 46; Petkova 2017. 3HaunTeAHa IrpyIia IpeacTaBAsBaT U 110AycdepuyHNTe YaIiu, BK.
Feher 1970; Sotirov 2001: 127-130; Genova 2004: 21-22; Stankova 2015.



OT MKOHOTpapCKUTe IIPeAIIOINTAH U TEXHUYECKUTe yMeHNs, IIpe3
BVDKAAQHUATA Ha MalICTOPUTE 3a OpraHM3alisaTa ¥ HacCUIlaHeTO Ha
11300pa3UTeAHOTO IIPOCTPAHCTBO, M3rpakAaHeTO Ha KOMITO3ULIMITE U
IIPUCHCTBIMETO Ha OpHAMEHTHKATa, 3a 4a ce CTUTHe 1 40 crielpuIHaTa
TpaKTOBKa Ha pacTuTeAHNTe MOTHBU. HechbMHeHO BaskHI 3a U3sICHsIBa-
HETO Ha IPMHaAAeXXHOCTTa Ha Aa/€H IpeAMeT ca BCsIKa OTANMYNUTEAHa
gyepTa 1 BCeKU AeTalll, MaKap U Ha IIP'bB I0TAeJ ITOHAKOTa Te 4a MMaT
I1I0-CKOPO BTOPOCTEIIeHEeH XapaKTep.

OpHaMeHTaAHMAT CBAT B U3JeANsTa Ha YMITPOBCKUTE 3AaTapu e 00-
IIMpPHa TeMa ¥ Ha TO3M eTall IIle ce CIIpeM caMO Ha 0COOeHOCTHUTe,
KOUTO Ce OTKpOMXa IIpM aHaAM3a Ha IpaBMpaHUTe UCASIMCKI MOTVUBU
B 0pOpMIeHNeTO Ha eqHa ITpeJcTaBuTeAHa TPpyIla OT MOAIIMCAaHNITe
nameTHuny. Te3u et nmpeamera ca Ae40 Ha pasAMIHU MaliCTOPM.
Cpeg 1s1x ca 00OKOBBT Ha Uepernuikoro epaHreane (1612) — pabora
Ha 3aatapute Hukoaa u Ilasa; cpeObpHUAT Xe3ba 3a TbpHOBCKIS
Mutponoant I'aspuna (1612), peaansupan ot maiicropure Hukoaa
u Kocraans; oOKOBBT Ha HaIIpeCTOAHOTO eBaHreAle 3a BAAILIKI Ma-
Hactup bucrpuna (1642), ynitto mancrop e @panyecko Mapkanmy;
IIPOCKOMMAMIHMAT AMCKOC 3a baukoBckms Mmanactup (1644) Ha 34a-
tapute [leTbp 1 Voan; qapoxpanuTeanuiiaTa 3a CpbOCKIST MaHACTIIP
Bpbanux (1705), uspadorena ot maiicrop Hukoaa Heaeaxosma. ITpasu
BIleJaT/AeHle, ye N30PpOeHNTe IpUMePH CIIOAEAAT U APyra 0COOeHOCT
— TSIXHATa yKpaca e U3II'bAHeHa OCHOBHO B peaed, A0KaTo B odpopmae-
HIIeTO Ha OCTaHaAUTe MOAINCaH! YUIIPOBCKU M3JeAus Ipeo0aaja-
BaT OTAMBaHNUTEe eAeMeHTN I PUAUTPAHHUAT eMalid B KOMOMHAaIs C
pasandeH HaOOP OT AeKOpaTUBHI MOTUBIU.

Mmeto Ha marictop Hukoaa e cBbp3aHoO ¢ Hali-paHHNUTe HaMeTHULIU
OT pasuckBaHaTa rpymna. Toit paboTu 1pe3 rbpBara I10A0BMHa Ha
1612 1. ¢ MaticTop I1asa mo o6xoBa Ha YepennmikoTo epaHreane'’, a B
Kpas Ha ToguHaTa 3aeAHo ¢ Malictop KocTaguH 3apbpIiiBa 4acTMYHO
1103aTeHus cpeObpeH XXe3ba 3a TbpHOBCKI MuUTportoaAnT I'aBpuna®.
IIpeameTuTe c oCHOBaHUE Ce HapeXXAaT Cped, Hall-IIpeACTaBUTeAHUTE

17 EBaHreamero c nosaareH cpeGbpeH 0OKOB e IpuTeXXaHye Ha BpayaHckata MUTPOIIOAN:], HO
Moxe Aa 6bAe BUASHO B 3aAUTe Ha PernoHaaHms ucropudecku Myseit B rp. Bpara. Bxx. Goshev
1934: 14-21; Goshev 1945: 13-18, na. 3-4; Drumev 1962: 76; Atanasov 1963: 310-312; Kotseva 1970:
54; Drumev 1976: 93-94, 343; Sotirov 1977: 46-47; Sotirov 1984: 13-14; Santova 1989; Sotirov 2001: 48,
206-207; Genova 2004: 22-24; Petkova 2014: 177.

18 ApXUepelIcKMAT Xe3bA ce ChXpaHsaBa ¢ coupkara Ha HarmoHnaaHms 1yspKoBeH UCTOPUKO-ap-
xeoaornyecku myseit B rp. Copust. Bxx. Goshev 1934: 46-47; Pandurski 1977: 24-28, 409-410; Sotirov
1977: 47-49; Sotirov 1984: 20; Sotirov 2001: 49-50, 207; Genova 2004: 24-25.
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®ur. 2. O0koB Ha Yepennmkoro
eBaHTeAMe, 3a4Ha Kopmuiia, 1612,
maricropu Huxoaa n IMaaa.

®@ur. 1. O6xoB Ha YepernmimkoTo
eBaHreAmue, rpeAHa Kopuuna, 1612,
Maiicropu Hukoaa n ITaaa.

Cunmxa P. Hioman Cuanmxa P. Hioman

IIpUMepH 3a YUITPOBCKOTO 34aTapCTBO, KaTO Ce OTAMYaBaT C BICOKO
KayecTBO Ha M3ITbAHEHNe I CAOKHa MKOHorpadcka mporpama. [Ipo-
rpama, KOATO OIIpeAeAeHO U B ABaTa CAydas U3A13a U3BbH paMKUTe
Ha TPagULIMOHHUTE 3a TO3U BUJ U3JeANS PellleHNs], a U IIoj4epTasa
UHAUBUAYaAHUS II0AXO0/ Ha 31aTapuTe KbM ChOTBeTHaTa IIOphuka. bes
Aa HaBAM3aMe B IIOBeyYe I0oAPOOHOCTM IO TO3M BBIIPOC, Ije oTOee-
JKIM, 4e B CBOsI CTpeMeXK KbM MaKCMMaAHO HacuIllaHe Ha 1300pasu-
TEAHOTO IIPOCTPAHCTBO MAICTOPUTE ChbyMsBaT C IMIPELM3HOCT 1 yCeT
Aa CbOTHeCaT yCIeIIHO eAUH CIPSIMO APYT MHOXKeCTBOTO OTAEAHM
e/eMeHTI B OOIINs 3aMIChA Ha IpousBeAeHusTa. B Tosu pea te us-
KAIOUUTEAHO CIIOAYYAMBO 3aIIbABaT C U3sIIHA OCMaHCKa I'paBMpaHa
OpHaMeHTMKa BCsAKa CBOOOAHA IIOBBPXHOCT B OCHOBHUTE CLIEHV BBPXY
oOkoBa Ha YepenmimkoTo epanreane — Brskpecenne Xpucroso (Can-
3aHe B aga) u PasmsaTme XpucToBo ca mpeacTaBeHN BLPXY IIpegHaTa
koputia (Pwur. 1), a baaroserienne n B3 aB1keHne Ha YeCTHISA KPbCT
l'ocriogen Bppxy 3agHarta kopumna (Pwur. 2). Ilo nageHTnueH HauYMH
3aaTapute pazpaboTsaT (OHa I OT ABeTe CTpaHM Ha TOPHM: Kpaii (3a-



@ur. 3. Xesna Ha TopHOBCKMA MuTponioant ['aBpuna, aetaiia, 1612,
maitcropu Huxoaa n Kocraans. Canmka H. ITetkosa

BbpIIIeKa) Ha apXuepeiickms kKe3ba Ha Mutponioaut l'aspumna. Toir e
odopMeH KaTo AByTAaBa 3MIL (4paKOH), YMUTO CTUAN3UPAHU TeAa ce
pasrpbIIaT B cMMeTpMYHa KOMITO3UIIMA ¢ OoraTa IAacTuyHa yKpaca.
Ts1 BKAIOUBaA M3BeAeHNUTE BBB BUCOK peaed Haj IpaBypaHaTa paBHa
cpeObpHa OcHOBa OOpa3) Ha XepyBUMIU, CUMBOANTE Ha €BaHIeAUCT-
Te, KakTo 1 cuennte Pasmsarne Xpucroso u [Tokaonenne na xpbera
OT e/HaTa CTpaHa Ha JXe3b4a, a OT gpyraTta — Kpbienne Xpucroso u
IIOMeCTeHITe 1104 HeTO A0MNOosIcHM PpUIypu Ha cs. artoctoau Iletsp u
ITaBea c maxet Ha xpaMm (Pwur. 3). 3aaTapute AeMOHCTpUpAT U IIPU
ABeTe IIpou3BeJeHs 400pa MpelleHKa 1 3aBUAHO MaliCTOPCTBO I10
OTHOIIIeH!e Ha 1oA0o0pa 1 paspaboTKaTa Ha AeKOpaTUBHUTE MOTHU-
BI, KOMTO TaKa OpraHM3MpaHM B 00IIla cricTeMa M3raexkAar Hal'bAHO
PaBHOCTOIIHH I10 3HAUMMOCT Ha CA0>KHaTa MKOHOTpadcKa Iporpama,
B KOSITO Ca BIIMCAaHM 1 KOSITO BU3yaAHO AOIIbABaT. PeaaHo e MOCTUTHATO
€/HO XapMOHIYHO ChyeTaHNe Ha eAeMeHTH OT pa3AndeH HOPSIABK ChbC
3aITbABaHeTO Ha IIPOCTPAHCTBOTO OKOA0 U300paskeHNsATa B CLIEHIUTe
CbC CTUAM3MPaHa B AyXa Ha OCMaHCKaTa ecTeTiKa OpHaMeHTHKa. Ts e
U3ITbAHEHa BbB BapMaHT, KOMTO IIle CpelllHeM 1 B APYTU YUMITPOBCKIU
rmaMeTHUIIN. BrpXy oOkoBa Ha eBaHTeAMeTO U 3aBbpllleKka Ha XKe3b-
/a e TpaBMpaH U3sIIeH pacTUTeAeH II0BAeK OT M3BUBAIM Ce ThbHKIU
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®Pur. 4. Pymu-xarau MOTUBM OT OOKOBa BbPXY IIpeAHaTa Kopuiia Ha Yepenuiikoro
epaHreane, getaiia, 1612, maiicropu Hukoaa u ITasaa. Cxema H. ITeTkosa

cTp04a, IpeKbCHATU Ha MHTEPBAAM OT pa3ABOEHU IIMPOKU ANCTa,
ITBIIKY, pa3ANIHY II0 TOA€MIHA A0TOCOBYM IaJAMETU VI MaAKU ILIBeT-
geTa CbC 32001€HH, 3acThIIBAIIIN Ce e4HO C ApyTo AucteHIa (Pur. 4).
BoTpemHocTTa MeXAy ouepTaHUTe € BOAa4 KOHTYPHU Ha MOTUBHUTE €
raa/Aka, a IOBbPXHOCTITE MeXAY Tas! cBoeoOpa3Ha pacTuTeAHa I11e-
TeHMIla Ca MaTUpPaHU ChC CUTHa 3aM0Oa. baarogapeHne Ha TO31 ITOXBaT
II0-OTYETAMBO Ce OTKPOsABAT KAaKTO OpHAMeHTa/HaTa Mpe’Ka, Taka I
oOeMuTe Ha IIe€PCOHAKITE B CbOTBETHITE CIIEHIL.

/nasna CraHKOBa HEOTJaBHA B CBOs ITyOAMKAaIIMs KOMEHTHpa 1 yoe-
AVUTeAHO U35CHM HauMHITe Ha IIpPOHMKBaHe B yKpacaTa Ha MeTaAHUTe
IpeAMeTH C IFTbPKOBHO IIpeJHa3HadeHe Ha NCASIMCKI AeKOPaTUBHI
MOTHIBH, 3aMIMCTBaH/ OT OCMaHCKNUTe CTMAOBU HanpaBaeHus". Ts
YTOUYHU CBINIO Taka U B/Aa Ha OIMCaHaTa OpHaMeHTa/AHa cXxeMa Bbp-
Xy obkoBa Ha YepenmIikoTo epaHreamne®, KOsITO BCBITHOCT IIpeACTa-
BAsIBa BapMaljisl Ha ITbPBUS KAaCMYeCKM OCMaHCKM ABOPIIOB CTUA U
CTIAOBOTO HampaBaeHue pymu-xamau®'. To ce 3apa>kaa B OCMaHCKUTe
NIPUABOPHU aTeAreTa 3a U3IIbAHEHNe U YKpaca Ha pbKOIMCH U Ha
IOABBP3UN B IIeproga 1460-1470 I. 110 BpeMe Ha yIIpaBAeHIeTO Ha

19 Stankova 2019: 21-23.
20 Stankova 2013: 742; Stankova 2019: 23-24.
21 Petsopoulos 1982: 6-8; Raby 1982: 22-27.



®@ur. 5. O0K0B Ha eBaHreAne, rpejHa ®Dur. 6. OOKOB Ha eBaHTeAVe OT MaHaCTUpPa

Kkopuuga, 1540, maiictop IleTsp bucrpuna, npeana xopuriia, 1642, maricrop
Cwmegepesar. CHuMKa 1o Dusanic 2008: ®panuecko Mapkanny. CHumMka 1o Master-
fig. 11 pieces 2006: 56

cyaran Mexmeg II, kaTto chueraBa MCASIMCKI MOTUBU PYMiU BbB BUA
Ha OpMeHTaAu3ipaHa apabecKa C 4a1eKOU3TOUHI MOTUBY XA Al TIOA
¢opmaTa Ha CTUAM3MPAHN 1[BETOBE Ha A0TOC 1 DOXYp.

Pymu-xamau opHaMeHTNKaTa HaMIpa paslIpocTpaHeHne B 0popM-
AeHIeTO Ha KHUTUTe, KepaMuKara I IIpeJMeTUTe OT MeTad, KaTo ce
pajBa Ha 3HauMTeAHa IIOIYASIPHOCT BbB BCUYKM PErMOHM Ha OOIIup-
Hata Ocmancka nmnepus 4o XVIII s. ITo-maako ot croaeTtne caeg
Bb3HMKBAHeTO Ha CTIMA0BOTO HallpaBAeHIe ce Ha0AI0AaBa I IIMPOKOTO
HaBAl3aHe Ha MOTMBMU, KOUTO ca 3aMMCTBaHM OT HeTO B IPOAYKIIMsATa
Ha XpuctusaHuTe Ha baakanuTe xakTo B ppbKOIMCHaTa yKpaca®, Taka

22 Ilo-nmoapoGHO 3a MOTUBUTE pyMu U Xamau BX. Janc 1959: 30-35; Petsopoulos 1982: 7-8; Birol,
Cigek 1995: 67-68, 185-190; Stankova 2019: 23-24.
23 Dzhurova 1980; Stankova, Nenkovska 2009: 18-20; Stankova 2013: 740-741.
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®@ur. 7. Auckoc ot baukoBckust MaHacTup, AeTaiia,
1644, maricropu Ilersp u Voan.
Cuumka 110 Markov 2017: 9

@ur. 8. JapoxpaHuTeAHnIIa OT MaHacTupa Bpbanuk,
1705, maricrop Huxoaa Heaeaxosny.
Cunmxa 1o Muzej 2022: 157
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I B JeKOpalusATa Ha 3AaTap-
CKHTe U3AeANs — CbC CBETCKU
Xapakrep*, HO U C LIbPKOB-
HO npegHa3HadeHne. Cpeg
Hall-paHHUTe IpUMepHu 3a
ITPOTMYAHETO Ha TO3M IIpOIiec
ca rosaaTeHUTe CpeObLPHM KO-
puU1IM Ha eBaHreAye, OOKOBaHO
ot marictop Ilersp Cmegepe-
Barj (1540)%. Te ca 3arrpAHeHN
B IIPOCTpaHCTBaTa MeXAy Iep-
COHaXKUTe OT clieHuTe Pasrii-
tue Xpucroso (®wur. 5) u Can-
3aHe B aja ¢ (p1Ha, HO 3BeJeHa
B AeK peaed Bapuauus Ha py-
MU-Xamay OpHaMeHTHUKaTa.

I 1yk e MsacTOTO A2 OTOEAE-
KM, 4e € Bb3MOXKHO IIpU U3-
AeANs Ha ,Zl,pyl"]/[ 3AaTapCKI/I
cpeauina Aa ce HabAlOJaBa
paspaboTka 1 B peaed Ha ge-
KOopanusTa OT TO3!U BUJ, HO
YUIIPOBCKITE 3AaTapu IIpeAu
BCUYKO I'PaBUpaT pasucKBaHa-
Ta rpyr[a paCTI/ITeAHI/I MOTUBMN.
Te mpucscrBat nnog tasu gop-
Ma I BbPXY IIpeAHaTa KOpuIia
Ha eBaHIeAneTo, 0OKOBAHO 3a
BAAIIKMsI MaHacTup bucrpu-
11a ot maiicrop PpaHdecko
Mapxannd (1642)*. Ocobeno

24 CraBa gyMa IpeAyt BCUYKO 3a IpyIIa-
Ta Ha noaycdepuynuTe yarmm. Bx. Feher
1970; Stankova 2015.

25 Ebanreamero ce cbxpansasa B My-
ses Ha CpwOcKaTa IpaBOCAaBHA IIBPK-
Ba B Ip. bearpaa. Bx. Umetnicka obrada
metala 1953: 24-25; Radojkovié¢ 1958: 53-54;
Radojkovié 1966: 105-109; Povezi i okovi
1973: 26-27; Dusani¢ 2008: 14, fig. 11-11a.

26 IlameTHuK®BT ce chxpanssa B Haruo-
HaAHUSL My3e171 Ha I/IBKyCTBaTa Ha PyM'I)-



BIleYaTAsBallly ca HAYMHBT Ha OBAaJsBaHe Ha 1300pa3UTeAHOTO IIPOC-
TPaHCTBO, HeOOMYaITHO BUCOKMAT peaed 1 CBOe0OPasHIAT IAacTIYeH
yceT, KOUTO TO3M YUIIPOBCKU 34aTap AeMoHcTpupa. Toir usdupa B
cayuyas Ja pas3Bue pacTUTeAHM: IIOBAeK OT U3BMUBAIIM Ce CTh0Aa, AMCTa,
ITBIIKM 1 1IBETOBe caMO BbB (poHa HaJ, MHOropurypHara crieHa Cansane
B aga (®wr. 6). OpnamMeHTaaHaTa KOMIIO3UIINS € TIOUYTU UACHTUIHA C
Te3!, KOUTO MO3HaBaMe OT pasriedaHnuTe ABe I0-PaHHIU IIpou3Beje-
HIs — 0OKOBa Ha YepennIKkoTo epaHreAne 1 apXuepecKs Xe3ba
Ha MuTtponoaut ['aBpuna.

I'paBupana opHaMeHTMKa OT TUIIA PYMU-Xamau € BKAIOYeHa U B U3KAIO-
4nTeAHO OOraToTO OPOPMAEHNE Ha @AVH OT Hali-U3BeCTHIUTE TaMeTHM-
LI/ Ha YUIIPOBCKOTO 34aTapCTBO — AMCKOca 3a baukosckms Mmanactup,
usIrbanet ot 3aatapute [ersp 1 Voan (1644)77. Tst mpuchersa chBceM
AVICKPETHO B CAOKHaTa KOMOMHIMpaHa KOMIIO3UIINS, KOATO € PasIrbp-
HaTaTa BbpPXY ABHOTO Ha cbaa (Pwur. 7). CTuansupaHmnTe oCMaHCKK
MOTMBIU OCHOBHO Ca pa3BUTH BbB BepTUKaA MeKAy MHOIOOpOIHNTE
¢urypnu ot crienata IIpuyactue Ha arrocToAnTe, a B perucTbpa o4
Hes OTAe/AHY OPHaMeHTH Ca BIIVICAaHM ITO-CBOOOAHO MeXAY AOTIOSCHUTE
u3oOpaxenus Ha cB. apxuAakon Credan, cs. I'puropmit borocaos n
cB. Voan 3aatoycr.

Haii-kbCcHUSAT IpUMep B HACTOSIIIOTO IIPOyYBaHe € M3ITbAHEH II0-
Beue OT JeceTNaeTye cAe/ pas3pyllaBaHeTo 1 00e3A1041BaHeTO Ha
Unnposuy 1o speMe Ha cpOuUTHATa OT 1688-1690 1.** CTaBa AyMa 3a
AapoxpaHuTeAHMIIaTa ¢ popMaTa Ha IIeTKyIIOAeH TPUKOHXaleH XpaM,
kos1To Maticrop Hukoaa Hegeakosuu® nspaboTsa 3a cpbOCKms Ma-

Hus B rp. bykyper. Bxx. Bozhkov 1964: 65-66; Giurescu 1964: 470-475; Nicolescu 1968: 286, cat. 337;
Drumev 1976: 176, 345; Sotirov 1977: 49-50; Sotirov 1984: 14; Sotirov 2001: 53-55, 93, 207-208; Genova
2004: 31-32; Masterpieces 2006: 44-45, 56-57; Petkova 2014; Petkova 2017: 29-32.

27 Drumev 1962: 76-82; Drumev 1976: 93, 129-130, 355-356; Sotirov 1977: 50-51; Sotirov 1984: 19-20;
Santova 1997; Sotirov 2001: 55, 208-209; Genova 2004: 32-35; Markov 2017: 5, 9.

28 De3 aa HaBAM3aMe IOAPOOHO B Ta3M TOAKOBa OOIIMPHA M CHIIPOBOAEHA C IIPOTUBOPEYNS
TeMa, I1le 0TOeaeXX1M, Je IyDAMYHO HaloXKeHaTa darta 3a OyHTa B Unnposuyu — eceHTa Ha 1688
I., € AMCKyCHOHHa. Pa3andHu 1o xapakTep M3TOUHMIM OTHACAT CHOMTUETO KbM APYIO BpeMme —
Kpas Ha aBIyCT 40 Hayal0TO Ha Mecel] cenITeMBpH 1690 I. Cpej TAX e U e4HO OT MaAKOTO IIpeKu
ObArapcky CBUAeTeACTBa — 3anuchT Ha 1o [lersp oT ceao Mupkoso B ITaHariopekims cOopHuK
(HBKM 433). Bx. Uzunova 1991: 198-200. CBejeHusATa Ha TO3M AOMallleH U3TOUYHMK HaMupaT
MOTBBP>KAEHME Y B OCMaHCKM M3BOP OT eroxara (XpoHukara Ha Jdedrepaap), nmucal ot A00pe
nH(pOPMIpaH BUCOKOIIOCTaBEH CAYXKNUTeA Ha (PUHAHCOBMS AellapTaMeHT Ha MMIIepusATa. Bx.
Ivanova 2015.

29 bosana Pagorikosuu u Visan CoTupos npeanasanBo U3Kas3saT eqHa XUIIOTe3a, KOATO 3acay-
>kaBa BHMMaHMe. Te JoIyckaT Bb3 OCHOBA Ha OTKPOEHMTE CXOACTBA IIPY CpaBHEHMETO Ha HAKOA-
KO OT 3aIla3eHNTe IPOU3BeAeHNs, a U Ha OAM30CTTa B IMeHaTa Ha ABaMa OT paboTuAmnTe 3a roae-
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Hactup Bpbauuk (1705)*. CbABT MMa cA0XHa 1 OoraTa mporpama,
pasipejeaeHa B HAKOAKO peructbpa (Pwur. 8). [Ipoussesennero piie-
JaTAsABa C HOCTUTHATIS OaAaHC MeXAy Hello3AaTeHuTe, 103AaTeHnTe
U IOKpUTHUTE C pUANTPaHeH eMaiil 30HH, KaKTO U € U3KAIOINTEAHOTO
yMeHIe TOAKOBa CIOAYyYAUBO Aa ce ChUeTasAT BUPTYO3HO MPUAOKe-
HUTe 31aTapcky TexHuk. OpHaMeHTHKaTa e pasHoOOpa3Ha 1 3aemMa
roAsM 4514 OT 0pOPMAEHNETO Ha AApOXpaHUTEAHNIIATa, KaTO BKAIOYBA
U MHO>KeCTBO CTUAM3MPAHNU B OCMaHCKM Ayx eaeMeHTH. OTKpuBa-
Me ABOVHI ¥ CMMEeTPUYHO IIperileTeHn apabecKoBU pymu MOTUBU
B aXKYPHO U3PsI3aHUTE IIPO30PIIN, a KaTO KOMOMHAIIUS pyMu-xamau
MOTHUBMNTEe OT YBUBHU CTH0Aa, MaAK! IIBeTYeTa 11 A0TOCOBU MaaMe-
TU IIPUCHCTBAT BbPXY peaMeTa B ABa BapuaHTa. B rbpsus caydait
OpHaMeHTHTe ca TpaBUpaH! BbPXY HAKOM OT ITIOKPMBHUTE YacTu Ha
KOHCTPYKIMsATa (KyIl0AY, ITOAYKYIIOAM U T.H.), KAKTO U IO CTEHUTe
Ha JapOXpaHUTeAHUIaTa — B CAMOCTOATEeAHN KOMITO3ULINN UAN B
CBOeOOpa3H! A4eKOpaTUBHI paMKl 0Koa0 mposopuute. Te ca pa3su-
T U CBOOOAHO II0 BepTMKaA KaTo eAVHIYHY, BbAHOOOpasH! cThOAa
C TOAeMU AVICTa U I[BeTOBe BBB (pOHa 40 BCsAKa OT peaedHUTe PuUIypn
Ha CBETLIN B 11511 PBCT, IOMEeCTeH! 1104 apKadaTta OT I'bPBIUSI PEeTUCTBP
Ha TpH OT cTeHuTe Ha IipeameTa. IIpaBu BeuaTaeHne B cpaBHeHNe
C IIO-paHHNUTe IpUMepH, 4e rpaBupannTte ot Mancrop Hukoaa He-
Ae/AKOBIY MOTMBM ca 3Ha4MTeAHO II0-eApY, KOeTO My II03BOAsIBa Aa
II0AO0XMN U Ha MecTa BbTpe B TSIX CUTHA IIPUXOBKa. Pymu-xamau op-
HaMeHTMKaTa IIPJUChCTBa BbPXY ChbAa U B APYT BapUaHT — U3II'b/AHEHa
B HUCBK peaed. OOeMHO 13BeAeHNTe MOTIBY 3alTbABaT CBOOOAHUTE
IIpOCTpaHCTBa OKOA0 MeAaAbOHNUTe C 00pa3uTe Ha CBeTIM OT Pppu3a,
KOIITO e pasrbpHaT BbB BTOPUs PETUCTDHP II0 CTEHUTE Ha AapOXpaHu-
teaHnnarta. Cpemjame peaepHa OpHaMeHTHKa OT TO3M THUII caMO IIpK
oIle eAVH YUIIPOBCKM IIpeaMeT U TOBA € >Ke3bABT Ha MUTPOIIOAUT
l'aspuna, aeao Ha 3aarapute Hukoaa n Kocraamun (1612). Yetupu
OT IIeTTe OCMOCTEHHI CeIMeHTa, OT KOUTO e ChCTaBeHa ApbKKaTa Ha
Iatepuiiara, ca HOKpUTH ¢ peaedHa pyMu-xamau OpHaMeHTIKa, 1 TO

MuTe CpBOCKY MaHACTUPH YMUIIPOBCKM 3AaTapy — Marictopute Heaeaxko n Hukoaa Hegeaxosny,
4ye MeXJy TAX MOXKe Ja UMa POACTBEeHa BPh3Ka U ChOTBETHO ITPMEMCTBEHOCT ITPU ITPejaBaHeTo
Ha 34aTapckust 3aHaAT. Bxx. Radojkovic 1966: 149; Sotirov 2001: 66. ChbInecTByBa BepOATHOCT IpU
TOBa IT0AOeHVe Te3U MaliCTOpy 34aTapu Aa Ca Ce yCTAHOBUAM TPaifHO 3a MOYTU TIOAOBUH CTO-
AeTre B CpLOCKNUTeE 3eMU I Aa ca ce IPUABPIKAAU IIpe3 TO3U Iepuo B paboTuTe Cit KbM HAKOU
OT XapaKTepHHUTe 32 YUIIPOBCKOTO 34aTapCTBO TIOXBAaTU U BB3rAeAu, HO ChoOpa3sBaiikyl ce C ak-
TyaAHNUTe TeHACHLIIH, TPeAOYNTAHNATA U M3MCKBAHMATA Ha CpeJaTa.

30 YacTuaHO 11031aTEHUST cpe61:peH KIBOT Ce C'I)XpaH}IBa B MYSE}I Ha Cp’hﬁCKaTa HpaBOC/laBHa
bpksa B rp. bearpaa. Bxx. Radojkovi¢ 1966: 149, ma. 192; Sotirov 1977: 52; Sotirov 1984: 2; Sotirov
2001: 64-65, 211-212; Genova 2004: 45; Martinovi¢ 2015; Muzej 2022: 156-159.



B HSIKOAKO pa3AnyHy KomOmHanuy. O0sicCHeHIeTo 3a ToBa pellleHne
MO>Ke Ja e CbBCeM YTHUANUTAPHO — U3ITbAHEHNTE 10 TO3U Ha4lH BBPXY
ApB>XKaTa AeKOpaTUBHI MOTUBU ca Aaled IO-YCTOMYMBI Ha U3TPU-
BaHe OT IpaBMpaHaTa yKpaca.

ITameTHMIIMTE C ITBPKOBHO IIpeAHa3HadeHne, KOUTO pas3raejaxme, ca
13pabOTeHN OT pa3AMYHM MaJICTOPU B paMKUTe Ha IIOYTH e4HO CTO-
AeTue 3a ToAeMI AyXOBHU CpeAMIIia OT IUPOK reorpadpcku apeaa. Te
CBMAETEACTBAT 3a TPaHOTO IPUCHCTBIE B yKpacaTa Ha YMITPOBCKUATE
u3AeAns OT IepuoJa Ha e4Ha U3sIIHA OPHAMEHTUKA CbC CTUAU3U-
panu ncasMcku MotuBu. Ts IIpeAcTaBasBa Bapualyis Ha HalpaBAe-
HIUETO pYyMu-xamay OT IIbPBUs OCMaHCKM ABOPLIOB CTIA OT Kpas Ha
XV B., KOETO HaMIpa pa3IpOCTpaHeHue B IIPOAYKIMATA U Ha APYIU
3aatapcky LeHTpoBe Ha baakannte ipe3 XVI-XVII . B xonTekcra Ha
YUIIPOBCKATa TPaAuLNs TO3U TUII OPHAMEHTHKA Ce Cpellla OCHOBHO
1o/ popmaTa Ha rpaBUpaHy KOMIIO3UITUH, B KOUTO Hall-4eCTO KOM-
OuHaIMMTe OT PYMU-XAmAY MOTUBY Ca OPTaHU3VPAHU U YCAOKHEHN
AO CBOeODpasHI pacTUTEeAHU MPeXX De3 sICHO U35BeH LIeHThP.
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Ornamental World of Chiprovtsi Goldsmiths

Nona Petkova

Chiprovtsi was among the most important goldsmith centers on the Balkans
at the end of 16th century and during 17" century. This paper presents a
different view on its heritage in the light of the exquisite decorative sys-
tem of engraved Islamic motifs unfolded in the backgrounds of some of the
preserved and signed church objects from the 17" century. The focus is on
Ottoman influences as motifs and manner of stylization in the layout of five
representative works made by goldsmiths from Chiprovtsi: two treasury
Gospel bindings, Bishop’s staff, paten and an artophorion. These examples
testify to the enduring presence in the decoration of Chiprovtsi’s works
from this period of an exquisite ornamentation with stylized Islamic motifs.
It is a variation of the Rumi-Hatayi trend of the first Ottoman court decora-
tive style of the late 15" century, which found its spread into the production
of other goldsmithing centres in the Balkans during the 16" - 17" centuries.
In the context of the Chiprovtsi goldsmith tradition, this type of ornamenta-
tion occurs mainly in the engraved compositions, in which the combinations
of rumi-hatayi motifs are most often organized and elaborated into peculiar
vegetative nets without a distinct centre.



Paradise Transformed:
Ornaments, Relics, and Reliquaries
in 18% — 19t-Century Bulgaria®
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Abstract: Although different aspects of the decoration of the reliquaries have been
examined in Bulgarian art historiography, the symbolical meaning of the ornaments
placed on them has remained beyond the interest of the scholars. To fill this gap,
the study will attempt to demonstrate that the floral ornaments, including those that
seem “merely decorative”, could have evoked meaningful associations for the believ-
ers. On the basis of some written sources, the article argues that they represent the
sacredness of the objects through the visual transformation of the concept of Paradise
as a beautiful garden.

Keywords: silversmithing, floral and vegetal patterns, hermeneia (manuals for
icon-painters), Eden, garden, material culture, early modern period

The belief that the remains of the saints are a mediator between the
earthly life and God stimulates their veneration among the Christians
who hope for the saints’” patronage and intercession. By the special at-
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tention that is paid even to the smallest part of the relics the believers
attempt to reserve a place in a kind of first class lounge, where the elect
awaited the Last Judgment and their final flight into the Kingdom of God? as
Henri Maguire jokingly described the heavenly realms. Thus, it comes
to no surprise that the allusions to Paradise are an inevitable part of
the veneration of the remains of the saints from as early as the early
Christian period+. Some of the omens say the sacredness of the saints’
bodies, such as flowers growing on the saint’s grave all of a sudden
or the fragrance of their mortal remains, are perceived as a metaphor
of Paradise as a beautiful garden where the saints reside and pray for
forgiveness of the sins of the believers.

The visualization of Paradise described as a garden in the biblical and
parabiblical texts’, presents the artists with the specific problem of how
precisely to depict that ideal place full of harmony and beauty. In the
Eastern Orthodox art, Paradise is most often depicted as part of the
composition of the Last Judgment. The righteous are depicted in the
bottom right-hand corner of the composition into an enclosed place
full of vegetation. The beautiful garden depicted with flowers and trees
contrasts with the fiery river with the sinners, thus lending exceptio-
nally dramatic and didactic character to the composition. However, the
idea of Paradise as a beautiful garden in Christian art is also depicted
symbolically by means of rich and complex ornamental compositions
made of vegetal motifs that have an essential place in the artistic de-
coration of churches, manuscripts, textiles and liturgical objects®.

The present study will focus precisely on the symbolic visualization
of Paradise in the context of the cult of the relics in Bulgaria in the 18t
and 19 centuries’. Or, to put it otherwise, I will attempt to demonstrate
that this beautiful and ideal place is depicted in the decoration of the
reliquaries, which are in the center of the cult of the relics, by using
complex ornamental compositions made of floral motifs®. To that end,
I will examine the problem from two sides. First, I will present some

3 Maguire 2002: 27.

4 Cox Miller 2000.

5 Alekseyev 2003; Sinyavskaya 2003; Averintsev 2008: 852.

6 Tsvetkovich 2009.

7 For the function of the decoration of the reliquaries from 18 and 19'-centuries Bulgaria see

Genova 2000; Genova 2004: 122-127; Genova 2008; Boykina 2019: 71-92; Boykina 2020; Boykina 2021a.

8 The ornamental decoration on reliquaries is briefly commented in Bulgarian art history litera-
ture. See Moutafov 2001a: 53-54; Genova 2004: 125; Boykina 2019: 89-92.



written sources showing what place flowers have in the cult of the re-
lics in the Old Slavonic hagiographic tradition and to what extent floral
ornaments are perceived as a symbol of the heavenly spheres by the
18th and 19*-century believers in Bulgaria. Then, I will focus my atten-
tion more specifically to the reliquaries as I will try to track whether
the text descriptions of Paradise reflect on their ornamental decoration.

In the very beginning I would like to remind that the connection be-
tween the floral ornaments and the concept of Paradise? as well as the
connection between the floral ornaments, Paradise and relics™ in the
Eastern Orthodox context has already been examined in the art histori-
ographic studies. What my examination will contribute to the research
so far is to answer to the question of whether we have reasons to think
that the floral ornaments have also served as a metaphor of Paradise in
the 18 and 19t centuries in Bulgaria. And by answering that question
we could suggest the extent to which the ornaments have a semantic
significance in the decoration of the reliquaries in the end of the early
modern period and were not placed merely for aesthetic pleasure.

The reliquaries preserved to the present on the territory of Bulgaria
date mainly from the period 16% — 19'h centuries when the Bulgarian
lands were part of the Ottoman Empire. We have information about
155 shrines that used to be in monasteries and churches, mainly in
Central and Western Bulgaria*'. The bishopries of Sofia, Plovdiv and
Veliko Turnovo as well as the two biggest monasteries, the Monastery
of Rila and the Monastery of Bachkovo, have the richest collections of
relics. About two-thirds of those reliquaries are accessible for research.
The information about the others comes mainly from written sources,
inventories or passing mentions in the scientific literature. The main
part of them have been destroyed or gone missing from the church
and museum collections in the 20t century. The absence of sufficient
information and archival photographs makes it impossible to ana-
lyze them from the art historical perspective. The peculiarities of the
artefacts also dictate the chronological framework set for this study.
The reliquaries that have reached us date mainly from the 18t and 19th
centuries. Out of the documented 95 reliquaries there are ornaments
with floral motifs in 87. The presented data inevitably provoke the

9 Radojéi¢ 1966; Cvetkovic 2009; Tsvetkovich 2009, with literature.
10 Popovic 2008.

11 Boykina 2019: 120-125, 161, 180-445.
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question of what could explain that persistent use of floral motifs in
the decoration of the reliquaries?

Part of the answer to this question is found in the Old Slavonic hagi-
ographic literature where flowers have a crucial role in the narra-
tions about the discovery of lost relics*>. An illustrative example is
the moment, when the first hegumen of the Monastery of St. Prochor
of P¢inja prayd to the patron saint, to show him where his body was
buried, so that they can put it in the monastery church and properly
venerate it. The miracle happened as soon as the hegumen ended his
prayer and some fragrant flowers grew on the grave of the saint: and
immediately, in that very moment, like a flash of lightning, the grave where
his venerable body lied appeared, the soil rose and was surrounded by various
myrrh-smelling flowers™.

Another topos in the hagiographic literature that shows the sacredness
of the deceased and associated with the Garden of Eden is the sweet
fragrance of the relics'. There are numerous examples but here I will
point out only one of them. The description of the relics of one of the
Sofia’s new martyrs from 16 century St. George of Sofia the Newest
was hanged by the local Muslims because he did not want to renounce
his Christian faith. His body was left hanging from the tree where he
was hanged in a terrible heat. But the saint’s body, instead of starting
to rot, began to emit sweet fragrance of lily and rose in bloom: but it
could be seen that the sacred and long-suffering body was really as a lily or
as a sweet-smelling rose in bloom and that it looks like immortal and live,
countering the envy. His brightly illuminated face was bedewed with some
sacred moisture; God knows how the droplets were clearly seen as pearls; they
were sweet-smelling for all*.

Getting back to the decoration of the reliquaries we should note that
the written sources regarding the work of the silversmiths during the
period under examination are scarce. We do not have any written
evidence that can give us a hint as to whether the floral ornaments in
the decoration of the reliquaries have a symbolic meaning. Therefore
we have to explore whether there are other pieces of evidence from

12 See Bakalova 2016: 54.
13 Stara balgarska literatura 1986: 181-182.
14 Bakalova 2000: 23-25; Bakalova 2012: 315-316; Bakalova 2016: 52.

15 Stara balgarska literatura 1986: 319.



Fig. 1. Inner part of the reliquary, Rila Monastery (1855). Photo Archive of Institute of Art
Studies, BAS, II.1.3510.25

the period showing that the Christians in the 18 and 19* centuries in
Bulgaria did “see” the Paradise in the rich vegetal composition. Valua-
ble sources are the so-called “hermeneia”, i.e. manuals for icon-painters,
that have reached us. By offering descriptions of compositions, scenes
and saints these instructions for the icon-painters are undoubtedly an
indispensable source of information about the interpretation of the
works of ecclesiastical art by which it is possible to build a hypothe-
tical picture of the ideas set in the depiction of specific details. With-
out having an opportunity to make a comprehensive overview of all
known icon-painting manuals, I will point out several examples here.
The earliest and most important one among them is the work of the
Athonite hieromonk Dionysius of Fourna. His Hermeneia gained great
popularity in Bulgaria in the mid-19th century and was known to the
icon-painters via numerous translations™. Precisely for that reason it
is important that in the Hermeneia of Dionysius of Fourna we find a
description of Paradise in the Old Testament scene of Adam giving
names to the animals where the recommendation to the icon-paint-
ers is to depict the Paradise with various trees and numerous flowers and
Adam sitting there, stretching one of his hands, and holding his knee with

16 Moutafov 2001a: 117-122.
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the other7. We can find similar descriptions of Paradise in one of the
Hermeneia of Dicho Zograf'®. There is a description of Paradise in the
scene of the Creation of Adam where it is stated that there are flowers,
a mountain, and a tree around God and Adam™. In the description of
the following scene, Adam and Eve in Eden, Dicho Zograf recommends
that the Paradise should be depicted with many animals, flowers and
a big tree with many birds*. The flowers were not omitted in the de-
scription of Paradise in the composition of the Last Judgment where
to the right, the Paradise is fenced by a wall as a fortress and there are towers
around. The Holy Mother of God sits on a throne, and on her two sides are
bowing the angels Michael and Gabriel. Below stand Abraham, Isaac, Jacob
and the robber who is upright, with a small beard and a big cross in his hands.
There are many little children around Abraham. In Paradise — many flowers
and cypress trees, and beautiful flowers*. The idea that flowers symbolize
the heavenly realms is also found in the memories of the carver George
Petris of Metsovo who lived in the late 19t century®. Even just these
examples are sufficient proof that flowers were placed in the works of
Bulgarian ecclesiastical art in the early modern period with the idea
of a symbolic depiction of the heavenly realms.

We shall get back to the reliquaries themselves with the hope that what
has been said so far will help us to see their ornamental decoration with
“new” eyes. Most often in the decoration of the reliquaries the silver-
smiths used a combination of floral frieze framing the lid of the silver
boxes?, and cherubim in the corners. Cherubim who are traditionally
placed on church utensils have a rather liturgical meaning and show
the connection between the earthly and heavenly liturgy*. However, an
example from the collection of the Monastery of Rila is more interest-
ing. In a reliquary from 1855 there are two full-length angels depicted

17 Medi¢ 2005: 177.
18 For the two hermeneia of Dicho Zograf see Vasiliev 1946: 383; Vasiliev 1976: 31-157; Lozanova
2001; Moutafov 2001; Moutafov 2001a: 121-122; Erminiya 2016; Gergova 2016: 209-210.

19 Vasiliev 1976: 45.
20 Vasiliev 1976: 46.
21 Vasiliev 1976: 118.

22 We put the the paradise with the flowers on the beams of the socle because the templon represents the
heaven and this is the reason why there are flowers. See Gergova 1991: 4.

23 Genova 2004: 125-127.

24 Dautovic¢ 2014: 178-179.



Fig. 2. Inner part of the reliquary of St. Charalampos, Bachkovo monastery (1804).
Photo D. Boykina

Fig. 3. Inner part of the reliquary of St. Charalampos and St. Cyricus, Bachkovo Monastery (1860).
Photo D. Boykina
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Fig. 4. Inner part
of the reliquary,
Rila Monastery
(1808). Photo after
Drumev 1976: 242,
cat. No. 147

Fig. 5. Inner part
of the reliquary,
Bachkovo
Monastery

| (19" c.). Photo
Archive of
Institute of Art
Studies, BAS,
II.1.3522.19

against the background of floral ornaments?; they hold spheres in their
hands, and most likely are the Archangels Michael and Gabriel (Fig. 1).
The depiction resembles the description of the Paradise from the Her-
meneia of Dicho Zograf, and there is an analogy with the depiction of
the Paradise in the composition of the Last Judgment.

The description of Paradise as a garden full of flowers and cypress
trees is applied in the decoration of several reliquaries. In the ones

25 Drumev 1976: 237, cat. No. 137-138; Boykina 2019: 237-239.



Fig. 6. Left side of the
reliquary of St. Cosmas
and St. Damian from
Cherepish Monastery,
Regional Historical
Museum - Vratsa (1792).
Photo D. Boykina

of 1758-1804% (Fig. 2) and 1860% (Fig. 3) from the collection of the
Monastery of Bachkovo, we can see that the space around the small
openings for relics is full of flowers winding around some triangle
forms resembling cypress trees. And if in these two examples we are
not fully convinced that the silversmiths attempted to depict cypress
trees, a reliquary from the Monastery of Rila of 1808 leaves no doubt.
On the silver plate from the inside of the lid there are two ornamental
compositions around the depiction of St. John of Rila (Fig. 4). Cypress
trees are modeled against a background of floral elements which
undoubtedly depict the heavenly realms where the hermit of Rila
dwells. We can flatly accept that the cypress trees are also modeled in
the 19th-century reliquary® from the Monastery of Bachkovo (Fig. 5).

The descriptions of the Paradise also mention various flowers and a
tree with many birds. This version of the Garden of Eden does not seem
to be quite popular among the Bulgarian silversmiths. I can point out

26 Ivanov 1967: 46-47; Genova 2004: 124; Boykina 2019: 285-288; Moutafov, Boykina 2019: 13-14;
Boykina 2021b: 28. See also State Archive — Plovdiv, fund 1082k, inv. 1, a.u. 42, p. 1 verso-2.

27 Boykina 2019: 285-288; Moutafov, Boykina 2019: 15-16; Boykina 2021b: 28.

28 Kovachev 1911: 32-33, cat. No. 7; Radkova 1968: 209; Drumev 1976: 241-242, cat. No. 145-147; Ge-
nova 2000: 35-36; Radev 2008: 203; Sapundzhieva 2007: 175; Pencheva 2015: 201; Boykina 2019: 187-190.

29 Genova 2004: 124; Boykina 2019: cat. No. 50. See also Alllzk.IL.1.3522.11-20; Alllzk.II.1.3523.16-
19; AIEFEM No. B-56/121-8; AIEFEM No. B-56/121-19.
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Fig. 7. Reliquary of unknown saint,
Bachkovo Monastery (18" 19" c.).
Photo D. Boykina

Fig. 8. Reliquary,

National Museum of History,
inv. No. 1888 (1762).

Photo D. Boykina

only one example. In the 1792 reliquary*® from the Cherepish Mona-
stery there are floral ornaments intertwined with stylized serpents,
and in the center of the ornamental compositions a fountain and birds
are modeled (Fig. 6).

The phenomenon of the sweet fragrance of the relics is also reflected
in the decoration of the reliquaries. In almost all of them the space
around the relics is full of flowers. The examples where little flowers
are engraved or modeled in the immediate proximity to the openings

30 Vasiliev 1943: 26-27; Goshev 1945: 14; Mavrodinov 1955: 65; Georgieva, Buchinski 1959: 49, 52;
Mutafchiev 1973: 363; Boykina 2019: 363-365.



for relics are quite indicative. For example, a narrow silver ring with
a flower placed in its center is mounted above the bones of the saint
in the 19'h-century reliquary from the Monastery of Bachkovo (Fig. 5).
In another reliquary?* from the Monastery of Bachkovo the flowerets
are placed on the two sides of the opening for the relics and also on
the small silver lid that covers them (Fig. 7). The examples of hand-
shaped reliquaries on which the flowers are placed on the fingers are
not less indicative (Fig. 8). We could see that detail as a visual reference
to those moments in the lives of the saints that describe the fragrant
myrrh from their relics flowing directly from their hands and fingers.

In the decoration of the reliquaries, we can also find the visualization
of the idea that the saints are in Paradise. Very often, the backgrounds
around them are filled with floral ornaments, as we can see on the rel-
iquary of an unknown saint in the collection of Bachkovo Monastery3
(Fig. 9). However, I would like to point out to the 1814 reliquary® from
the Cherepish Monastery. The depictions of St. Cosmas and St. Da-
mian whose relics are in the reliquary are placed on the lid (Fig. 10).
They are stepped in the floral frieze. The high artistic qualities of the
craftsmanship suggest that here it is hardly all about a mistake on part
of the silversmith, but rather a pre-conceived composition depicting
the two saints in the Garden of Eden.

There is no doubt that the floral motifs in the ornamental decoration
of the reliquaries were an essential part of the repertoire of the sil-
versmiths during the 18t and 19% centuries in Bulgaria. The written
sources presented in this brief study show that the floral ornaments
used in the decoration of the shrines certainly have a semantic founda-
tion, lending the objects a status of sublimity and sacrality by evoking
associations with the heavenly realms. The floral ornaments thus re-
mind the believers that when they worship the shrines, they are close
to a place directly connected to heaven. That allowed us to conclude
that they have a symbolic significance in depicting the divine presence
and therefore could be seen as a visual transformation of the Paradise.
However, for the correct understanding of the role of ornaments in the
decoration of the reliquaries, and in liturgical objects in general, the

31 lvanov 1967: 53; Boykina 2019: 316-320. See also State Archive — Plovdiv, fund 1082k, inv. 1, a.u.
42, p. 2 verso-3; AIEFEM No. B-56/219-1-2.

32 For the reliquary see n. 31.

33 Vasiliev 1943: 26; Mutafchiev 1973: 363; Boykina 2019: 368-371.
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Fig. 9. Reliquary of unknown saint,
Bachkovo Monastery (18t-19t c.)
Photo D. Boykina

Fig. 10. The lid of the reliquary of St. Cosmas and St. Damian from Cherepish Monastery,
Regional Historical Museum — Vratsa (1814). Photo D. Boykina

study needs to take a step forward and attract a wider range of written
sources, as well as to precisely analyze the problems concerning the
description of the ornaments, the specification of their names, origin,
or propagation, which will be examined in the future.
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Paradise Transformed: Ornaments, Relics,
and Reliquaries in 18" — 19*-Century Bulgaria

Darina Boykina

K} R~ “’:,_:\\‘ P

In an attempt to analyse the symbolic meaning of the ornamental
decoration of reliquaries during the Revival period, the present article is
focused on the elements of the complex vegetal and floral compositions
that ornate them. Such motifs are used in friezes, backgrounds of religious
scenes, or images of the saints and, in some cases, are even placed on
small plaques covering the relics themselves. The analysis is based on the
numerous comparisons between the miraculous scent of saints’ relics and
fragrant flowers found in the Old Slavonic hagiographic literature. The
descriptions of Paradise as a garden filled with flowers, trees, cypresses,
and birds in the manuals for icon-painters are also drawn to the study.
The overview of written sources allows us to assume that during the 18"
and 19* centuries the vegetal and floral motifs placed on the reliquaries
could have evoked meaningful associations with the heavenly realms for
the believers and therefore could be seen as a visual transformation of the
concept of Paradise as a beautiful garden.
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bexTamko-xypypurTcku crjeHn
1 OyKBeH aHTpOIOMOP (U3 bM B
TypcKaTa XyAO>XXeCcTBeHa TpaAVILis

Bektashi-Hurufi Scenes and Letter-Like
Anthropomorphism in the Turkish
Artistic Tradition

l\q;

Aro6omup Muxos®
Havyuonaina xydoxecmeena akademus

Abstract: The text is dedicated to Bektashi-Hurufi scenes and letter-like compo-
sitions that visualize notions of personal and group cults. The scenes depict very
particular metamorphic transformations, born of esoteric notions of the separation
of the material from the spiritual or the body from the soul. The letter-like com-
positions are consisted of Arabic letters and represent highly specific calligraphic
artifacts in which individual graphemes and/or lexemes are transformed into an-
thropomorphic figures. The scenes and letter-like compositions under examination
were created on the basis of Sufism and its related Hurufi and Bektashi-Kizilbashi
doctrines, which testifies to their great influence on the work of most Ottoman artists
and calligraphers.

Keywords: Sufism, Hurufism, Bektashism, Alevism, Ottoman calligraphy, pic-
tures-inscriptions

AbcTpaxT: B Tekcra ce pasraexxjar 6eKTamko-Xypypurckn crienu u OyKBeH! KOM-
TIO3UIUY, C KOUTO Ce BU3yaAu3upaT IIpeACTaBM 3a IIePCOHAAHN VM TPYTIOBU KYATOBE.
B crennre ca mzobpaseHn TBbpAe 0cobeHM MeTaMOp(O3HU IIpeBpallleHIs, TOpo-
AEHU OT e30TEePUYHI CXBAL[aHMs 3a OTAEASHETO Ha MaTepMuaAHOTO OT AYXOBHOTO

1 Lyubomir Mikov, professor, doctor of historical sciences, lecturer at the National Academy of Arts in
Sofia. E-mail: lubo_mikov@abv.bg
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AV Ha TSAOTO OT Aylata. bykBeHMTe KOMITO3UIIUN Ca U3rPajeHN ¢ apaOcK OyKBu
U TIpeCTaBASABaT U3KAIOUUTEAHO CennpuaHy Kaaurpapcku apredpakTy, B KOUTO
oTAeAHNU TpadeMM U/MAN AeKceMM ca TpaHCPOpMUpaHM B aHTpOrTOMOpdHY GuUry-
pu. KomenTtnpanure crienn 1 OyKBeHI KOMITO3UIIUN ca Ch3JaJeHN Ha OCHOBaTa Ha
cyduaMa 1 Ha CBbpP3aHUTE C HETO XyPY(PUTCKU 1 OEKTaIIKO-Kb3bAOAIIKY AOKTPUHI,
KOETO CBIJETEACTBA 3a FOASIMOTO MM BAVISIHIE BbPXY TBOPYECTBOTO Ha ITIOBEYETO OC-

MaHCKY XYAOXKHUIIN ¥ KaAUTpadIL.

Karouosn aymm: cydusbMm, xypypmssM, OekrammsbM, aaeBU3bM, OCMaHCKa Ka-
aurpadus, KapTUHU-HaATIICH

B TypckaTa Xyg05KecTBeHa TpaAUIINS Ce CpelaT 0eKmauko-XypyPumexu
CIieHn 1 OyKBeHU KOMITO3UIINI, C KOUTO Ce BU3yaAN3upaT IpeACTaBu
3a IlepCOHAAHM U IPYIIOBU KYyATOBE B CTeHOIINCH, KapTUHMU-HAAIIICH,
rpaguty, autorpaduu, AbPBOPe3ON, METAAHN U3AEANs], B AeKOPALIVLI
Ha XAaJHO OpBXue I Ap. B clieHuTe ca n3o0paseHn TBbpae 0COOeH!
MeTaMOp(O3HN MTpeBpallleHIs, IIOPOAEHM OT €30TepIUIHI CXBAIl[aHIs
3a OTAeAsSHEeTO Ha MaTepMaAHOTO OT AYXOBHOTO MAM Ha TSAOTO OT
Aymiata. bykseHnTe KOMIIO3UIIUM ca M3rpajeHN ¢ apaOCKy OYKBU U
IIpeACTaBAsABaT U3KAIOUUTEAHO crielnpuany Kaaurpadcku apredaxry,
B KOUTO OTAeAHM TpadpeMu 1/MAM AeKceMU ca TpaHcPOopMUpPaHN B

aHTpoIroMoppHM PUIypIL.

B eaHa OT mIMPOKO pasnpocTpaHeHnTe LBeTHI AUTOrpadpum cpes
OexramkuTe oOIIHOCTY Ha baakanute, BkarounTeaHo u B bparapus?,
e uzoOpaseHna ciena c [lorpebennero na Aan non A0y Taan6’. Tasu
ClleHa e Bh3IIPOU3BeXKJaHa B 4Ba BapuaHTa — 0e3 1 CbC CHOBeTe Ha
Aan. V1 B ABaTa BapMaHTa Ha ClieHaTa e 1300paseHa KaM1Aaa, BbpXy
KOSITO € IT0A0K€eH KOBYeT C TsA0TO Ha MbpTBusA Aau. /o Kopuera e
110/10KeHa AByocTpara cabs Ha Aau, KOATO € HapuyaHa 310AQuKap u

2 Hascsakpae GekTalkuTe OOITHOCTY Ca OpTaHU3MPAHN B OpAeH, HapudaH Oexmauiuiia. Bx. Peu-
HIK Ha TypCKO-apaOCKO-TIepCHIICKUTe TEPMUHM U Ha3BaHILS B Kpas Ha TeKcTa. VI3moassanure
TepMIHM ¥ Ha3BaHW ca TIOAYepTaHy IPU IIBPBO CIIOMeHaBaHe.

3 Craa ayma 3a Aan ubx A6y Taaub, korito e 6ua OpaToBues 1 3eT Ha mpopoka Moxames. Aan
16H AGy Taaub e ocHOBaTeA Ha IIMMUTCKOTO HallpaBAeHue B ucasaMa. Toit e 611 yeTBLpTH Ipase-
A€H XaAU$ U ITbPBYU IIUMUTCKU umam. bua e xxenen 3a PatnmMa — eAHa OT Abliiepute Ha Moxamey,
OT KOsITO IMa ABaMa 3aKOHHO IIpM3HaTy cuHoBe: XacaH 1 Xiocens. Aan nbx Ady Taand e ympsia
Ha 21 sHyapu 661 TI., T.e. ABa AHU CAeJ CMBPTOHOCHOTO My paHsABaHe OT 00e3yMsAA Xapudxum
IIpU BXOJa Ha A>XKaMmusiTa B okoaHocrute Ha rp. Kyda (Vpak), kbaeTo BIIOCA€ACTBYIE BB3HIKBA
rp. Heaxxed c marpagena za Aau rpobuunia (miop0e), cMsiTaHa 3a Haii-Ba’kHaTa IIMITCKA CBETUHS
B CBeTa.



e eAVH OT eMOeMaTUIHNUTe CUMBOAM B IIMUTCKIS ncasM. Kamnaara
obaue ce BoAY OT caMusa AAM, ThIl KaTo ce BSIPBA, Y€ TOJ Ce € ChXXUBUA
caea cmbptrTa cu. KomeHTapsT M1 Ha crjeHarta 6e3 cuHOBeTe Ha Aan
e BbpXy Autorpadusl, CbXpaHsaBaHa B mekkemo-my3eit Ha XaaAxu bek-
tam Bean B Venummexup, Typrus (@ur. 1). Kato Bogau Ha kammaara
C MBPTBOTO CU Ts10, Aau e U300pa3eH C IOKPUTO AUIIe, a B HAKOU
BapMaHTN Ha AnTorpadusira raasara My e ¢ popma Ha HUIMOOOOpa3Ha
¢urypa. VMuaue xazano, Aau e nsodpassapaH Oe3 e4UH OT Hail-Ba>KHM-
Te 3a YoBeKa MAeHTUPUKAIIMOHHY aTpUOyTH, KaKBOTO € YOBEIIIKOTO
AUlle, a IOAMSIHAaTa Ha I1aBaTa My ¢ HUMOOIIo400Ha ¢urypa e uspas
Ha CXBalllaHeTO MY 3a CBeTell, T.e. 3a Xa3pemu.

EanoBpeMeHHOTO 1300pa3siBaHe Ha AAM KaTO MBPTHB U JKUB € JH-
CHMpupaHo OT IIpeAcTaBaTa 3a CBpbXecTeCTBeHITe CIIOCOOHOCTM Ha
HAKOM PeAUTMO3HU AMAEPU B UCTOPUATA IPEAVMHO Ha IIMUTCKIUS
UCASIM, OOsIBEHU cAel CMBbpTTa UM 3a ceeTin. Criope HAKOM MMUCTIY-
HI IIpeACTaBy Te3) AMYHOCTY Ca MOTAU A Ce U35BsABaT e HOBPeMeHHO
KaTo >KMBJ U MBPTBHU, A& IPUCHCTBAT ChILIO e AHOBPEeMEeHHO Ha HAKOAKO
MecTa, 4a ObJaT Mak eJHOBpeMEeHHO BUAVMU U HeBUAUMI, Aa ce IIpe-
BPBILAT B JKMBOTHM (Hall-4ecTo B e4eH) 1 0OpaTHO B XOpa, Aa XOAAT
II0 BoJa, Oe3 ga ce MOKPSIT, 4a OCTaBaT CAeAM OT CTBIIKM 110 KaMBbHU U
IIICBK, Aa TIPaBAT CbAOOHOCHM ITpeAcKasaHIs, da AeKyBaT Heu3Aeuu-
mu 60aect u Ap. ToBa ca uyseca, MpaljMOHaAHU aKTOBe U CUTYalIlNI,
KOITO 3a HEITOCBEeTEeHMSI B MUCTHYHATa TaliHa ca U3KAIOYEeHM, HEBb3-
MO>KHM, HO 3a MUCTMYHaTa AOTMKa Te ca ChC CTaTyT Ha BTOpa, Ilapa-
Ae/Ha peaAHOCT, Cbh3/JajeHa I ChlllecTByBallla Ha OasaTa Ha 4y AeCHOTO,
CBP'BbXeCTeCTBEHOTO, HeBb3MOXKHOTO. Te3n n peaunia Apyru npumepu
ca 13pa3 Ha eAVH U3KAIOUUTEAHO crielupIieH M0 CBOsATa ChIIHOCT I
IpupoJa CBpbXpalioHaleH peHOMeH, HapudaH OT MIOCIOAMaHNTe
macassy¢, a OT 3allagHUTEe U APYTU U3CAeA0BaTeAN — CYPu3oMm, KaTo
U ABaTa TepMIHa O3HadyaBaT MuUcTUnu3bM. CraBa AyMa 3a MUCTUYHO
TeyeHue, KOeTo e IIOPOAEHO OT MCAsAMa M TaKa ce € CpacHaAo C Hero, ye
ce e IIpeBbPHAA0 B APYTOTO Anlie Ha Tasu peaurus. , CypuamMbT, nuiie
€AVH OT HeToBUTe M3cAeaoBaTean B bbarapus, nma csos ,,coOCTBeHa
UCTUHA", CBOsI CBPBXYMO3PUTeAHa TallHa, KOSITO He MOXe Aa Obae Je-
mmdpupana ,0TBbH", KOAKOTO U U3THHYEHU Aa CMe UHTeAeKTyaAHO.

4 Belev 2016: 14-15.
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I13006pa3eHoTo 1440 Ha AAu ¢ IIOKPUTO AuIle, KAaKTO 1 IToAMsHATa Ha
raasaTa My ¢ HUMOOnogo0Ha popma ca MeTaopy Ha Heroparta OeaTe-
AECHOCT, T.e. Ha gyIaTta My 0e3 Ts110. EqHoBpeMeHHO ¢ Tosa obaue, Aau
BOAM KaMIAaTa C MbPTBOTO CH TsLA0 B KOBUeT, KOeTO ChIII0 € MeTadopa,
HO Ha HeroBaTa CMBpT, T.e. Ha MbpTBaTa MaTepusl, Ha TsA0TO Oe3 AyIIia.
Cnopea M. Axcea To311 KOBYeT CMMBOAM3MpPA CMBPTTa IIpeAy CMbPTTa,
T.e. Ipeau Aa Aoiige CTpalIHIAT Cha, YOBEK TpsIOBa Aa IOTy1IH (1Iorpede)
ceOMYHOCTTa 1 erousMa B cebe Ci 11 4a MUCAM 3a AI000BTa KbM APYTUTES.

C eaHOBpeMeHHOTO ITpeACTaBsiHe Ha JKMBUS U MBPTBIUA AAU ce UAIOC-
Tpupa 3abeaexxuTeaHa TpaHcpOpMalVis Ha MaTepsTa B AyX, Ha TAA0TO
B Ayma u oOpaTHO. Tasu Tpancopmans mpoTuda eAHOBPeMeHHO,
3aI]0TO XXMBMAT ¥ MBPTBUAT AU ca CUTyMPaHH B €4HO I CBIIO BpeMe,
KOeTO I'M ITpaBy HeoTAeAuMM eAuH oT Apyr. C Apyru AymMu Ka3aHo, Ha-
Aulle e ABOIiHa MeTaMopdo3a, 00ycA0BeHa OT pa3AeAsSHeTO Ha TAA0TO
OT AylllaTa U Ha AyIaTa OT TAA40To. ITpTAT KbM Tasu Metamopdosa
MIHaBa Ipe3 cy(PpusMa, Criopes A0TMKaTa Ha KOMTO HEBb3MOXKHOTO
CTaBa Bb3MOXKHO.

/lutorpadus, BKAIOYBaIlla 1 cuHOBeTe Ha Aay — XacaH 1 XI0cenH, 40-
KyMeHTHupax B c. fI01anoso, Causencko (®wr. 2). Berrakure sxurean na
TOBa CeA0 ca Kb3bAdauiu (aAesul, AAUAHU), KOUTO U3ITOBIABAT OEKTAIITKI
BB3raeau. C purypure Ha XacaH 1 XI0CeMH HapaTUBBT, CBbpP3aH CbC
ClleHaTa, ce pas3IIupsBa U IpuA0OMBa HaII'bAHO HINNTCKO-OeKTaIIK/
xapakTtep. Criope aereHaarta cae/ KaMilaTa C KOBUera BbpseAn Cu-
HOBeTe Ha AAu, KOUTO 110 ChbBeT Ha CYHUTHTe TP'brHAAM CAeJ Hesd, 3a A
ro u3npoBoAAT. I1o To3u HauMH cyHUTHUTe 1CKaaAu Aa pasdepaT Kbae
e Obae rpoOBT Ha A, 3a 4a TO OCKBEPHAT. 3aToBa AAl IIpOKAea
cuHosete cu. Kaersara 3a Xacan 6uaa sa He Obge rmounTaH, a KAeTBarTa
3a X1ocenH 614a caes CMBPTTa MY Aa BPAT KazaHU C KypOaH! B HETOBa
gecT, T.e. Aa yMpe B 0011 cbe cynutute. Caes norpedennero Ha Aan
cabsaTa 3104pUKAIp e XBbpAeHa B MOPeTO, KaTo TaM, KbAeTO e I1agHaAa,
ce BAUTHAAY BUCOKU BbAHM 1 00Aany OT IstHa. I lak ToraBa BogaunsT Ha
KaM11arTa, T.e. JKUBUAT AAu, U34e3Ba, 3alll0TO AylllaTa My ce BbpHaJla
IIpU TSLA0TO B KOBYera. B ropHis geceH brba Ha AuTorpadpusra ca rnpea-
craBeHU TpoOBT Ha Aau B Heaxxed 1 usraea ot rpada, a B FOpHIL A5IB
'bI'bA VIMa apaOCKM TEKCT, KOITO B ITpeBoJ raacu: ,, Hama dpyz dodrecmen
[mox], ocsert Aau, u nsma dpyea cabsl, océert roadurap™e.

5 Aksel 2015: 8.

6 Mikov 2012: 167-168. Berruku nyTupany apabeKu TEKCTOBe B M3CAeABaHETO ca IIpeBeAeHN OT
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®ur. 2. [TorpeGennero Ha Aan ubu A6y Taand, autorpadus, XIX .
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®ur. 3. JexopaTusHa Tabaa, AbpBopesda (1869/70)

®Dur. 4. JexopaTusHa Tabaa, Aetaiia (1869/70)

MsBectHa e n autorpadus CbC ChlllaTa CIieHa, B KOATO purypara Ha
Aamn e cpcraBeHa ot Oyksu. '1aBaTa e opopmMeHa upes oraeaaaHo 13-
I1CBaHe 110 BepTHKada Ha UMeTo AAal, a B O4epTaHMeTO Ha TAA0TO
€ U3IIMCaH TeKCT Ha cBerrneH xaduc’. Toit raacu: ,, A3 [Moxamea] com
2padvm Ha snaruemo, a Aau e nezosama spama’. BaXKHOTO B TO3M XaAuIC e
u30paHuKbT Ha Moxameg, T.e. Aan, KoitTo MeTapOpIIHO € 0003HaueH
KaTo BpaTa, KOATO OTBeXXJa KbM Irpaja Ha 3HaHMero. C ToBa 0003Ha-
gyaBaHe AAm pugo0MBa cTaTyca Ha IPBB Cped BCUMUKM, Ha M30paH
MeXAy paBHUTE My.

B ocMaHCKOTO MBKYCTBO ce cpelnar ollle A0CTa TaKuBa M300paskeHs,
HAJKOM OT KOUTO ChbIITO MMaT aHTpOHOMOp(lDEH XapakrTep. TakuBa Ha-
IpuMep ca gBe pezdosann 1 TpadapeTH 1300pa>keHNs Ha YOBEIIIKO
Aule B ABaTa Kpasl Ha IIpo4AbArosara 1 MINMHMATIOpHa A€KOpaTVBHa
Tab/a, ChbXpaHsABaHa CBIIIO B TeKKeTO-Mys3eil Ha Xaaxu bekram Bean
B Venummexup (®wur. 3, 4). Tesu n3odpakeHus Ha YOBEIIKO AULle
Ipe/CcTaBAsABaT KaAUTpaMi, ChCTaBeHN OT OyKBUTe B MMeHaTa Aan
n Moxamea. Te ca oraesaaHo yABoeHU 110 BepTHKaaa, B pe3yaTaT Ha

apa6I/ICTKaTa A-p Anka CTOI/IAOBa, 3a KOEeTOo 13Ka3BaM ChbpAedHa 6Aal'OAapHOCT.

7 Aksel 2015: 7-8; Ozkafa 2017: 2318; Sayin 2020: 414.



KOeTO Harogo0sBaT YOBeIIKO Aniie. [opHaTa M0A0BMHA Ha AUIETO
e opopMeHa C orlejalHo yABosiBaHe Ha rpadpeMuTe B uMeTo Aan, a
A0AHaTa II0A0BMHa e opopMeHa ¢ oraejaaHo yABosBaHe Ha rpadeMu-
Te B MIMETO Ha Ipopoka Moxameg. Tosn HauMH Ha KOMIIO3UpaHe e
IpeAIlocTaBeH OT crielndukara Ha rpadpeMute B uMeTo Aau, caMo ¢
KOUTO € Bb3MOXKHO 4a ce U300pa3sBaT O4uTe Ha AUILETO.

Mexxay aBeTe nsoOpaseHM AnIja e Pa3lloA0>KeH TeKCT, KOMTO Iaacu
¢opmyaara ‘bacmasa’ (‘bucmnaanx’) — B umemo na Aarax, Beemu-
Aocmueusl, Bcemurocoponus. B 40aHMA AeceH BIba U IIOA TEKCTa € U3-
micaHa roguHaTa 1286 o Xugxpa (1869/70) 1 HaAINC, OT KOMTO ce
pasunta camo ,Hanmca Aan...” Cbl11o B AfCHaTa I1010BMHa Ha TeKCTa,
HO Hag Hero e uanucaHo nmeto Cioaeitman Beaeg, Koi1To BeposATHO e
ropbpuaa nspaborsaHeTo Ha TabaaTa. /BaTa Kpas Ha TabaaTa pea-
CTaBAsIBaT 3a004€HM yAbAXKeHNs, B IleHThbpa Ha KOMTO MMa II0 eJHa
ABaHaJeceTOANCTHa po3eTa.

OcseH Tabaata, n3paboTeHa rpes 1869/70 I., B TEKKeTO-My3eli Ha XaAK1
Bekrar Bean ce chxpaHsBa n egHa AnTtorpadus, nsoOpasssaliia ChIIo
JOBeIlIKo AuIie c rpagpemu oT uMeHaTa Aau 1 Moxameg (®wr. 5). Te ca
KOMITIO3MPaHM 110 CBINNS HauMH, KaKTO ca KOMIIO3MpaH! U OYKBUTe,
C KOUTO ca CbCTaBeH! JABeTe AbpBope3OeHN Aulia B TabaaTa. HosoTo
11 0CODEHOTO B cAydasi € ABOVIHOTO M3IMCBaHe Ha uMeTo Aau. B tasu
KaAurpaMa ca BKAIOYeHU U APYIU, HeOyKBeH! eAeMeHTH, C KOUTO ca
n3o0pas3eHn yIm, oOUIIY, 3eHUIIY, yCTa U eAUH AMaKpUTUYeH 3HaK
(wadda) c 65120 ouepTaHMe, KOMTO e yacT oT umeTro Moxamea. VMima u
ABe OIlejaZHO Pa3lOAOXKeH) OOpbIleHus — ta (), YUUTO TpadpeMu
oOrpakaT ropHarta I10/10BIHa Ha I1aBaTa.

B chmust Myseli ce chbXpaHsiBa U e4Ha KaAurpaMa AU KapTUHa-Haj-
IIIC, KOSITO Ce OTAMYaBa C I10-CA0KHA KOMITO3UIINS, 3aII0TO BKAIOYBa
KakTo OykBeHM, Taka 1 ¢purypaanu cumpoan (®Pwr. 6). B ocnosara Ha
KapTUHaTa-HaAIIC e M300pa3eH AbB, KOITO e 3axallal I1aBaTa Ha 3MISL.
B KyaTypaTta 1 M3KyCTBOTO Ha XeTepOAOKCHUATE MIOCIOAMAaHU AbBBT €
CUMBOA IpeAy BCMYKO Ha Xa3peTu Aam, 3a KOTOTO Ca U3BeCTHU ABe
IIpO3BUINA, BbBedenn oT Oekrammre. Eanoro npossume e Xaiidap-u
Keppap, xoeto 3Haun ‘/1'bB Ha abBOBeTe” MAM ‘Ilap Ha aBBOBeTe’, a
apyroto e Ecedyarax, xoero ek 3Hauu “/I'sB Ha I'ocrioga’. VMssectHo
e cpIlo Taka, ye Xangap-u Keppap e 6110 poxxaeHoTo nMme Ha Aau.
lma u BapBaHe, ye Aau e noayuua npossuiiero Keppap or npopo-
kKa Moxame/ 110 TOBOA Ha ITposiBeHaTa OT HEero CMeAOCT B OMTKaTa Ha
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®@ur. 5. Kaptuna-nagmuc, XIX 5.

@ur. 6. Kapruna-naammc, XIX 5.



IIpOpOKa 3a IpeB3eMaHeTo Ha XaitOap (oa3uc Ha cesep OT MeauHa).
Tosa rpossuirie e BCLITHOCT eIIUTeT 3a XpaObp ITbAKOBOEL], KOMTO 110
BpeMe Ha OMTKa HUKOTa HUTO OTCThIIBa, HUTO Osra. Xaiaep-u Keppap
e e4HO OT Hall-IIOITy A pHUTe IIPO3BUIlia Ha AAM, CbAbPIKaIIo njesTa
3a HeroOeauMara My cuda. I1o moso Ha mposiBeHIs OT AAM repou3bM
B OuTKarta 3a Xaitbap Toii e moayuna u npossuieto Lup-u Vesdan,
KoeTo o3HavaBa /1B boxxmin’®.

3axartaHaTa raasa Ha 3MUATa ChIIO MMa IMMUTCKU KOHTeKCT. Criopea
Kb3bAOammuTe or c. bucepiu, Kybparcko, smusTa e ,, e AMHCTBEHOTO
>KIMBOTHO, KOETO pa3Oupa Joselka peu”. Criopea Apyro BsapBaHe,
IIMPOKO pa3lpoOCTpaHeHO U CpeJ XeTepOAOKCHNUTe MIOCIOAMaHM OT
IOromstouyna bwarapus, T:1 e ,,TbPBOTO XXMUBOTHO, I100eAEHO OT AAaH,
KOeTO IpueMa Heropara BsApa”. VI3BecTHO e 1 BsApBaHeTO, Y& BCUYKY
3MuH, Ha4eA0 cbe 3murickns nap Ilax Mapan ce nsnpassar ripea Aan
B 3HaK Ha J0Ka3aTeACTBO 3a BIPHOCT.

Haa abpBa 1 3MusiTa ca mpeAcTaBeH! ABe Orae4alAHn N300paskeHus Ha
MuTgHaTa cabs 31oadukiap. Criopea ncropudeckara AereHaa 3104-
¢ukap e HasBaHMe Ha cabsTa, KOsATO MoXame/ e B3ea KaTo Tpodeit oT
e3MYHMITITEe MEeKaHIIU 110 BpeMe Ha OuTkaTta npu baap (624 1.), a caea
TOBa 41 e 3aBeljaa Ha Aan. 3aTosa cabsaTa 310APUKAIP ce e yTBbpanaa
KaTo o0pa3, KONTO Hall-4100pe CMBOAM3IpPaA Bpb3KaTa MeXAY IIpo-
poka Moxameg u Xaspetn Aan. Haszsanuero 310aguksp e apadbcko u
OyKBaAHO O3HauaBa ‘NpuUTeXKaTea Ha IpeliaeHn’ . B mmurcka cpeaa to
ce uHTepnpeTrpa u Kato ‘T'ocriogap Ha asete octpuera’. Haspanusra
Ha Ta3y ca0sl ca CBbp3aHu C HeliHaTa MHOTO crenfuduyHa popma — Ts
ce e OTAMYaBasa C ABe Ae3BUeTa, T.e. ¢ ABe octpuera. [lopaau ToBa
OekTaImnTe, Kb3bA0AIINTE U BCUYKM ITUUTY Bh3IIpUeMarT cadsTa 3104-
$uKsp KaTo 0O6pas, KOWMTO CMMBOAM3MPA KaKTO yABOeHa C1Aa, Taka I
Pa3aBOEHO eAVHCTBO™.

Cabsara 31oapuxsap e uzodpasena 1og ¢popmara Ha Oyksara iid, Had,
KOSITO ca U3IMCcaHM ollle ABe Oyksu. EaHaTa e aiit 11 c Hest e oOrpageHo
MBKKO Antie ¢ Opada 1 MycTany, a Apyrata 6yksa e Adam, KOSITO ITBK e
CBbp3aHa c OyKBaTa it 1 e IIpeJCTaBeHa KaTo AsCHa OIlopa Ha maodx.

8 Ilopeye mogpoOHOCTY 3a CUMBOAMKATA Ha A'bBa B KYATypaTa I U3KYCTBOTO Ha XeTepPOAOKCHUTE
MIOCIOAMaHY BX. y Mikov 2012: 275-279.

9 Biserova 1991: 98-99. IToBeye 3a cumBOAMKaTa Ha 3MusTa BX. y Mikov 2012: 287-288.

10 Iloseue 3a cmBoAMKaTa Ha cabsaTa 310adpuKap BX. y Mikov 2012: 295-299.
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Kakro OyksaTa aiir ¢ 00rpageHOTO MBXKKO AulIle, Taka 1 OyKBaTa AdM
ca U3IJCaHM OrAejaaHo, B pe3yaTaT Ha KOeTO gBaTa AaMa ca IIpea-
CTaBeHM KaTo AByCTpaHHa oIlopa Ha TaAXa. KaTto 115140, Tpute Oyksu
atit, Aam U 1ia oOpasyBaT UMeTO AAM, KOeTO IIOSICHSBA, Y€ MBXKKOTO
aunie c 6pada 1 MycTaly e BU3yadeH oOpa3 MMeHHO Ha Aau. VI3BoA BT
oT To31 (aKT e, ye KyATbT KbM Aay nO6H AOy Taanbd xaTo AyxoBeH
BOJay Ha IIIMUTCKUTe OOITHOCTI Cpe, TYPCKOTO HaceAeHle e OTpa3eH
B pasrlejaHara KOMIIO3MIINS 10 TPY HauMHa: C M3I1JICBaHe Ha IMeTO
My, C BU3yaAM3alllsl Ha HeTOBOTO AMIle U C M300pakeHneTo Ha AbBa
KaTo HeroB CUMBOL.

OraeaaaHoTo n3nucsaHe Ha OyKBaTa AdM € U3I10A3BaHO 3a IIpeBpblIia-
HeTO 1M B OIIOpa Ha TaAX, M3BeCcTeH C Ha3BaHMeTo [llemcu mau caAbHues
madx. Toil e cbcTaBeH OT cegeM TOPHU ITapyeTa I 3aeAHO C APyTUTe BU-
AOBe Ta>XK0Be, HOCeH! IIpeAM HeTo, € MacOBO U3I10A3BaH OT OeKTallIKuTe
Aepsutn Ao pegpopmure Ha baabm cyaTaH (1od. 1516 I.), IpOBeAeHN B
HavaaoTo Ha XVI B. B xerepogokcums ncasm lllemcn Tagx e cuMBoa
Ha T.Hap. 0a0a-ucasam™. EAHa OoT ipeariocTaBkuTe 3a osAsata Ha [llemcu
TaAX € M KyATbT KbM ceAMus ImnnuTcky nmaM Myca aa-Kasum (1ou.
799 I.) — UeTBBPTU CUH Ha IecTust muntcku umam sxadap Cagbk
(mou. 765 1.). B g01HaTa 4acT Ha Ta4’Ka e U3IICaH TeKCT, OT KOITO ce
pasunra 1o-sCHO caMo uspasa s, Xaspern”.

Iloa TaaXa e M3NMcaH eAVH MecAUM Mmaulb, IPUBbpP3aH KbM TaaxKa
Ha Kbca Bepura. TecauM TaIrb e Mpel3HO U3paboTeH MeAaAbOH OT
noaybaaropogeH kaMmbK. Toi1 e BbBeseH oT baabsm Cyaran B Hayaa0-
To Ha XVI B., mopaan xoeto e Hapu4yaH U barvm mawv (KaMbKBT Ha
baapm). HassanmeTo Tecanm tamrs o3Hauasa OyKBa/AHO ‘IpeJaBaH
KaMBK’', @ B IIPeHOCeH CMIChA — ‘KaMbK Ha IIOKOpHOCTTa'. JI3BecTHO
e I Ha3BaHMeTO ‘KaMbKbT Ha Xaaxu bekranr’, a y Hac OekraimnTe OT
V3rounure Pogomnu ca 1noassaan 1 Ha3BaHM:ATa ‘Kaparall (4epeH Ka-
MBK) 1 ‘AKxeTBea’ (OyKB. OIMC, CIIUCHK). Tecaum Talllb € HOCeH caMo
oT OeKTaIlIKUTe AuAepH, T.e. OT dede-0abume. B moseueTo cayyan Te ca
HOCIAM ABa MeJaAbOHa — e4VH, 3aKayeH Ha peMbK 1 HOCeH Ha IbpAN-
Te, 3a 4a e M0-0A130 A0 ChPILIETO, ¥ BTOPH, 3aKaueH Ha I105ICa OTIIPeJ.
Hait-BaxxHaTa oTAngmTeaHa 0cOOEHOCT Ha TECAMM TalIllh Ca 12-T€ bI'bAa,
n3paboTBaHN 11O ITepudepnsTa My, C KOETO Ce e YTBbPANA KaTo eAVH
oT eM0OeMaTUYHUTE CUMBOAY Ha /lBaHazeceTTe mmutTcku nMamu (On

11 Mikov 2012: 21, 184, 301, 327. [To-loagpoGHO 3a 6aba-mcasama BX. y Jeliazkova 1990: 47.



iki imam)™. /lBaHazeceTOANMCTHITE PO3eTH, M3pabOoTeHN B ABaTa Kpas Ha
pasraesasara mo-rope tab.a, ca CbIIO e41H OT CUMBOAUTE, CBbP3aHMN
C TPyIIOBUA KyAT KbM /lBaHaseceTTe MMUUTCKMA UMaMI.

OT aBeTe cTpaHM B rOpHaTa YacT Ha KaAUTpaMaTa ChIIO MMa M3IIca-
HU TeKkcToBe. BAsiBo e nanmcano umero Moxameg, a BASICHO — UIMETO
Mycrada, KoeTo e eAHO OT ApyTUTe MeHa Ha IIpOPOKa, O3HadaBaIllo
B 11peBog, Vsbpanms. V1 aBete nMeHa ca usnucanm oraegaaso. ITog
TSIX U CBIIIO Or4eJaAHo pa3IloA0XKeH! ca ABe Po3! Ha KAOHKa. Tosa
BepOsTHO He e HMKaK CAyJaliHoO, 3aIJ0TO I'bPBOHaYaAHO po3aTa e CMsi-
TaHa, OT €4AHa CTPaHa, 3a eAVH OT CUMBOAUTe Ha Mpopoka Moxame
(criopea AereHANTe Ts e IIOHMKHaJa OT IIOTTa Ha IIpOPOKa I10 Bpeme
Ha Mupaax"), a, OT ApyTa cTpaHa, po3aTta e Bh3IIpleTa 3a CUMBOA Ha
camusa Aam noH Aby Taaub (rak criopes aereHaa Aau Bb3KpbCHaA,
3a ga rorpede cOOCTBEHOTO CI TAAO, CAeA KaTO U3ABbXHAA C OyKeT OT
po3u B pblie, Ko1To nouckaa or Caaman Papucn'). Biocaeacrsue po-
3aTa, ¥ II0-KOHKPETHO YepBeHaTa pPo3a, € Bb3IIpleMaHa KaTo CBeIlleHO
1IBeTe, a B cy(pUTCKaTa AUTepaTypa 1 KaTo CIMBO. Ha OOXKeCTBEHOTO
Oe3cMBbpTHIE, KaKTO I Ha HeAOCTIKIMaTa 1 OoXKecTBeHa KpacoTa™.
PoszaTa B 0CMaHCKOTO M3KYCTBO e IIpeHeceHa oT VpaH u crasa momy-
AsapHa raasHo 1pes3 XVI B.® Caea BbBeXXAaHe Ha CTHAA AsAe, KOETO
3HauM 1 Ha OapoKa B OCMaHCKOTO M3KYCTBO, HEITHOTO M300paskeHne
Ce pa3BlUBa 40 CbBBPIIIEHCTBO.

Cpea xapTuHMTe-HaAIIMCH Ce CpelllaT I ABe MHOTO CIellaAHu U300pa-
KeHIs1, €AHOTO OT KOUTO e Hapu4daHo utcar Kamua (, CbpbpIiieH yosek”),
a apyroto — uticar Espert (,YoBex Beceaena”). Tean nzobpaskenn: ca
ollle eHO 40Ka3aTeACTBO 3a CyPUTCKO-XYPY(PUTCKOTO 0O0KeCTBsIBaHe
Ha 4YOBeKa, 3aIlJ0TO CMBOAU3MpaT MuToaoreMute , ChbBbpIIeH Y4OBeK”
u ,YosexsT Beceaena” B cypusma u cpirieBpeMeHHO MaHMQpecTupar
Xypy(puTCKI Bb3raeau ¥ HaYMHU Ha M300passBaHe’’.

g

12 Ilo-moapo6Ho 3a TO3u MeAaaboH BXK. y Mikov 2012: 180-182, 302-304. JBaHaseceTTe IIMMUTCKA
JIMaMJ € TPYIIOB KyAT B IIMUTCKIUS MCASIM; BbBeXKAa ce 1ipe3 IX B. 1 ce cBbp3Ba ¢ M3ue3BaHETO Ha
I1ocAeAHUs UMaM, KOITO e 614 Malo/AeTeH; HaueA0 Ha KyATa, UAV ITbPBUAT IIUUTCKU UMaM e
Aan ubn Ady Taand.

13 Schimmel 1999: 177, 308.

14 Birge 1937: 262-263. Caaman aa-Papicu e 6ua Hall-400pusT IpusATea Ha Ay, IepcyeL, IoY.
625T.

15 Schimmel 1999: 225, 233.
16 Miller 1965: 40-41.

17 Ilo-moapobHo 3a obpasa Ha CHBBpIIEHNS YOBEK B pa3ANYHUTE KyATYPHM TPaAUIIAU BXK.
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®ur. 7. KapTnna-Haammc nHcaxn
Ksamuna (,Crpppiuen yosex”), XIX B.

durypara, cxsalllaHa 3a M300paskeHe Ha
,CbBbpIlIeHns YoBeK”, € KOMIIO31paHa
caMo ¢ apaOcku OYKBI 1 HAAIIMCH, KOUTO
caeaBaT u 00O3HavYaBaT CA€AHITE YaCTU
Ha Y0BeIIKOTO Ts10 (Pwur. 7)'5:
- r1aBaTa C AULIeTO U BparTa ca IIpeAcTaBeHN
C HaATIVIC Ha u3pasa ar-urcan ar-Kamua,
kouro 3Haun ,ChpBbpiieH 4osek”. Yacr
OT CBIINSA HajIuc e OyKBaTa aAug 1 eaHa
roAsmMa TO4Ka, pa3lioA0>KeHa Ha IbpAUTE;
- B LIeHTbpa Ha I'bpAuUTe e HanucaHo Xya
Aau, xoeto 3Hauu ,, Toit e Aan”;
- CBIIIO Ha I'bpANTE ca HallJiCaH!U e4HO Cpe-
1y Apyro umenara Xacar u Xioceut;
- pblieTe ca IpeACcTaBeHN C HaAIIiC Ha MIMe-
TO Moxamed, KOeTo ce BMecTBa MeXAy pa-
MeHeTe U Ta3a;
- KpakaTa ca rpeAcraseHu ¢ uMmeto Patuma,
a caMo IeTuTe — c OykBaTa x4, KOATO Ma
Y1CAOBa CTOMHOCT 5 U HaV-BEPOSTHO B
caydas cumBoansypa CBeTOTO ceMelcTBO
(exA-u beiim), CHCTOSAIIIO Ce OT IIPOPOKa
Moxameg, zeT My Aan ubH A6y Taand,
@atnma — ab1ieps Ha Moxamea U CBIIPY-
ra Ha Aau, Xacal 1 XroceH — CMHOBe Ha
®atuma ot Aan);
- Ha MsCTOTO Ha IThIla Ce HaMMpa OyKBa-
Ta 04, a 104 Hesl, B 004aCTTa Ha IOAOBUSI
opraH — OykBara HYH;

- Hall-A0A4y VI MeKAy CTbhI1aJaTa Ha purypara e MsInmcas u3paspT Camax
Axmad, xoyito 31aun ,, Pubara Ha Axmaa”, T.e. ,,Pubara Ha Moxamea”,
3aII0To MMeTo AxMag e eaHo oT MMeHaTa Ha Moxamea. OcBeH ToBa 1
camara rpapuKa Ha TO3U M3pa3 HarloA00sABa popmara Ha puoda.

Msnucanata c 6yxsu puda e ceoeobpasHa nsodpasuTeaHa metadopa
Ha Hepa3puBHaTa Bpb3Ka MexXAy Moxameg n Aan, KOATO € MHCIIN-
pupaHa U B HAKOU OT pasriejaHnuTe rno-rope apredakrtu. B cayuas
oDayde Ta3M Bpb3Ka € MHOIO I10-CIAHa, 3aIl0TO AAM € CTBIINA BbPXY

Passmore 1970; Sovershennyy chelovek 1997; Georgieva 2001: 143-152.

18 Eyiiboglu 1993, fig. 6.



puba, KOATO 0AULETBOPsABa IIPOPOKa
1 € JHOBpeMEeHHO C TOBa CUMBOAM3NPa
(¢pyHgamMeHT, BLPXY KOJTO e u3rpajeHa
BCce/eHaTa I CbOTBeTHO peAUTo3HaTa
AOKTpIHa Ha 1cAsiMa. BbB Bpb3ka c ToBa
pubara, BbPXy KOSITO e CThIINA Aan,
MHOT'O HaITOMH:I Ha TUraHTCKaTa MUTIY-
Ha pubOa, HapedeHa /laboHas0p, KakTo
U Ha HAKOM BSAPBaHMS 3a CTpOeXKa Ha
BceAeHaTa, J0KyMeHTHpaHI cpe OeKTa-
mmTe 1 Kb3babarmre or CeBeponsToy-
Ha bparapus. B c. bucepiu, Ky6parcko
HaIIpMMep e 3aIllICaHoO BApBaHe, Criope/,
KOeTO ,3eMsiTa ce Kpenu oT Aau, HO
criope, Apyro BspBaHe camaTa 3ems e
BbpXY roasiMa puda, pubaTa e BbB B0o4a,
BOJaTa e MKpap (Bspa 1AM ToAsiMa AIo-
60B), a MKpap — BbpXy poraTa Ha Xba-
TusA 61BOA" ™.

MsBecTHO e, ue mpecraBeHarta purypa
1Ma HAKOM pelAMKY, elHa OT KOUTO e
HY6AI/IK}7BaHa 1 KOMEHTIpaHa Ha CDp ®@ur. 8. Kapruna-naamnuce nucan Ksavna
Ae Vionr® (®wur. 8). Ts1 e komriosupana  (,Crvbpuen uose”), XIX b.

CHMMKa 110 Jong 1992
IIOYTH IO CHUIUS HAYMH U ChC ChITUTE
apabcku Haanucy 1 OyKBU, pa3deTeHu
or aBropa. Vima obaue u pasanku. Eana
OT Hall-CbIIIeCTBeHUTe MeXAY TAX e M300pakeHneTo Ha pubda, BbpXy
KoeTo cThIIBa ¢purypata Ha , CbBbpIIeHNs yoBeK”. VHaye Ka3aHO, Hal-
nuchT Ha u3pasza Camax Axmad, KOUTO nMa rpadrka, Harro4o00s1BaIla
¢dopmara Ha puda, TyK e IOAMEHeH C peaaHo n3odpakeHne Ha puoda.
Criopea @p. ae Vionr pubara B cayyas o6o3Hauasa chasesanero Puduy,
KOEeTO ITbK CMMBOAM3MpPa IIbpBUYHUTEe POPMI Ha ChIllecTByBaHe'. B
TO3! BapMaHT Ha urypara e BKAIOYeHO U M300paskeHNe Ha 3MMIs,
koeto Pp. ge VloHr pasunra KaTo ceKcyaleH CUMBOA®, HO C OTe Ha
II0COYeHaTa II0-Tope CUMBOAMKA Ha 3MIsTa B KyATypara Ha OeKraI-

19 Biserova 1991: 85.

20 Jong 1992: 239, 241, fig. 11. 10.
21 Jong 1992: 239.

22 Jong 1992: 239.
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"« ®wur. 9. Kapruna-
| Haammc uHcaH Espen
(,YoBek Bceaena”),
XIX B.

KO-K'b3bA0AIIKUTE O6H_[HOCTI/I B CeBepOI/ISTO‘-IHa B”b/lrapI/I}I Ta3m MH-
Teprperanusi He € Y6e,Z|,I/ITe/1Ha.

OCHOBHIAT U3BOJ, OT pa3uNMTaHEeTO Ha Te3u PUIYpH e, 9e Te ca CBoe-
oOpa3HM IIOCAaHNS Ha IIUUTCKO-Cy(pUTCKaTa, ¥ I0-TOYHO Ka3aHO Ha
OekTaIIKo-Kb3bA0aIIKaTa KOHIIENIINA 3a OAULEeTBOpsiBaHeTo Ha ,Cb-
BbpIeHns yosek” ot Aan nbH A6y Taanb. Hait-BaskHOTO 40Ka3aTeACTBO
3a ToBa e noscHeHnero Xya Aau (,,Toit e Aan™), usnmcano nog uspasa
ar-utican ar-Kamua (, CoBbpIIeHNAT yoBek”).

Apyro cBugeTeacTBo 3a MaHu(pecTupaHara oT pUIypure naes e OykpaTa
0a, M3M1ICaHa BLB BepTUKAAHNS UM IIeHThp. Tasu Oyksa ce M3mucsa ¢
TOUKa 1104 Hes. BbB Bpb3Ka ¢ ToBa criopes eAuH IIMUTCKU Xaauc Aan



e Kazaa: A3 com moukama nod oykeama 0a*. CakpaAHOTO 3HaUeHNe Ha
OykBara 0a ce onpeJeAs IpeAMMHO OT OOCTOSTeACTBOTO, Ye C Hesl 3a-
noysa popmyaata ‘bucminaasx’, ¢ KOATO I'bK 3a1104Ba ITbpBaTa cypa ot
Kopana*. OT nocoyenus xaauc crasa sCHO, 4e TOUKaTa 1104 Oyksa 04
I IpMJaBa Ollle Mo-CIelaeH xapakrep. Tosa e 4a410 OcHOBaHUe Ha
[I. Olyxypos a4a U3THKHE, Ye eaHa OT ocoOeHocTuTe Ha ,, ChBbpIIeHs
4yoBeK” e Herosara , TOYKOBa IIpupoda” (,Touednas npupoaa’), Kosaro
IO , XapakTepusupa He IPOCTO KaTO abCTPaKTHO IOHATUE, HO U KaToO
KOHKPETHA AMYHOCT UAY PeAUTIS >,

Or apyra cTpaHa, ITpaBu BIleyaTAeHNe, ye U AseTe PUIYpHU ca ChCTaBe-
HI IIpeAuMHO OT OykBu Ha uMeHara Aau, Moxamea, Paruma, Xacan
1 X1oceny, T.e. OT MMeHaTta Ha 4aeHoBeTe Ha CBeToTo cemericTBo. Tosa
O3HayaBa, ye Te3y PUIypu OAULETBOPABAT KaKTO MHAUBUAYAAHNS Ky AT
kbM Xaszperu Aan, Taka U TPyIoBus KyaT KbM CBeTOTO CeMeCTBO.

ITpeacraBennTe AOTYK N300pakeH:I ca CBIAeTeACTBa 3a IIpeBpbIIlaHe-
TO Ha OyKBUTe KaTo rpadpeMu nAM MUCMEHN 3HaIU BbB PUIYpH, KOUTO
OCBeH aHTpoIrIoMopdeH 00AMK MMaT 1 CUMBOANYEH XapakTep. VHaue
Ka3aHo, Haaulle e crieruduyHa popMa Ha MeTaMop(03a, OChIIIeCTBsABaHA
4pes ch3jaBaHe Ha KaAUTPaMHI KOMITO3UITUY VAU KapTMHMU-HAAIIUCHK C
apabcku Oyksu 11 OykseH! chueTaHus. Bb Bpbaka ¢ Topa A. CTonaosa
niine: , Kaaurpammre ca KapTyHU OT AyMM U TAXHOTO Ch3JaBaHe e e AUH
OT Haii-yDeAuTeAHUTe IIPUMePU 3a IIpeMIHaBaHeTo Ha apabCKOTO IMACMO
B cpepara Ha M3KyCTBOTO. Te Bb3HMKBAT Ha OCHOBaTa Ha Kaaurpadusra
U IIpeACTaBAsBaT KadeCTBeHO HOB eTall OT HeTHOTO passuTie”*. OcseH
TOBa CTaBa AyMa I 3a CBOeoOpaseH, M3KAIOUUTEAHO CrIel(pIdeH CTIA Ha
n3o0passiBaHe, KOITO a3 OIIpeseAsM KaTo OyKBeH aHTpOIIOMOP (U3 bM.

ITog sHaxa Ha OyKBeHNsI aHTPOIIOMOP(PUIBM A0 M3BECTHA CTEIIeH ca
n n3o0pakeHn:ATa Ha purypuTte, Hapudanu ,, Yosek Beeaena” (urcan
Eepen) (Dur. 97, 10*). Tesu ¢urypu He mpuTeKapaT HaITbAHO YCAOB-
HILS XapaKTep Ha KOHTypuUTe, O4epTaBalllyi YOBEIIKOTO Ts40 C OyKBU
1 OyKBeHI chyeTaHMs. 3a CMeTKa Ha TOBa oDaue OTAeAHUTe YacTu

23 Schimmel 1999: 325; Jong 1992: 241; Schukurov 1997: 77.

24 ITo-moapoGHo 3a Tazu popmyaa BX. y Lozanova 2005: 367-375.
25 Schukurov 1997: 77.

26 Stoilova 2017: 133.

27 Eyiiboglu 1993: fig. 5.

28 Ort TexkkeTo-My3eit Ha Xaaxu bekramt Bean MeHMLHeXMp.
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Ha YOBEIIKOTO TS0 IIPU TAXHOTO BB3IIPOU3BEXKAaHe ca U3IIbAHe-
HI C MHOTO ApeOHM U IIpaKTU4IecK! Hepa3duTaeMy TeKCTOBe, KOUTO
Hali-BepOsITHO MOsICHABAT OeKTalllkaTa IpejcTaBa 3a ,KOCMOca KaTo
IPOEeKIIs Ha YoBeKa .

Pasraeaannre Gpurypu ca Bp3IpOU3BeXXJaHN Ha IIPUHIINAIIA Ha OrJe-
AaaHaTa CUMeTpus, HapudaH MioceHHa (OraeAaaAHo yaBOsBaHe) U mad-
yama (,,06An3Hak”). B HsAKOM chbBpeMeHHM apaOCKi pbKOBOACTBA 110
Kaaurpadus e BbBe4eHO U Ha3dBaHMeTO mup‘am (,,oraeaaao”)*. C
IpuJaraHeTo Ha TO3M IPMHIIUI U3IIOA3BaHaTa OyKBa UAM AyMa e
yABOsIBaHa 110 BepTMKaAHaTa AU XOPU3OHTAaAHATa OC Ha CUMEeTPUsL.
Ho ToBa yaBosBane B cayyasi, nogdeprasa apaducrkara A. Ctonaosa,
He e TeOMeTPUYHO, T.e. He e IIpaBeHo BbpXy caMaTa IIOBLPXHOCT, a e
CTepeoMeTPUYHO, 3alIJ0TO CHOTBETHOTO OYKBEHO 1300pa>keHie e 3aBbp-
TaHO MICAEHO B IIPOCTPaHCTBOTO A0 IT0Ay4YaBaHe Ha OoraejaleH oOpas.
IlHaue Ka3aHO, OCBbIIIECTBsIBaHA € POTAI[MIOHHA MaHUITyAalVsl U3BbH
paBHMHHAaTa OBLpXHOCTY. To31 B1A Kaaurpamu 400MBaT HO-IIMPOKO
pasnpoctpanenue npes XVIII 1 ocobeno rpes XIX . Te ca 6uan geao
IIpeAVIMHO Ha KaAnuTrpadu, U3IOBsAABAIIN OeKTallIN3bM U XYyPyPuUsbM
1AV CUMIIATU3MPAILY Ha Te3V PeAUTMO3HY HallpaBAeHMs B IIMUTCKIS
ncasaM. bykBeHnTe KOMIIO3UITY MioceHHA Ca M3II0A3BaHM 3a AeKopa-
1yt Ha pacaAy M MHTEPHOPY Ha KYATOBU CTPpaAl, 3a MAIOCTpaliuM Ha
KHUTY, 3a Ch3AaBaHe Ha KapTUHU-HAAIINCY ¥ KAPTUHU OT THUIIA 0XKAM
aamb (pUcyBaHe 110/ CThKAO), 3a M3padoTBaHe Ha pa3ANdHN IIpeaMeTH
Ha KyATa, KaKTo M Ha APyTu IIpeAMeTH, IIpaBeHy OT pa3AN4YHM MaTe-
puaam, 3a geKkopanus Ha XAaAHO OpBbXKUe I T.H.

B 3axka104eHe Ha 1310K€HOTO AOTYK MOXKe Ja ce HaIlpaBsIT CAeJHIUTe
ussoan. [TbpBo, KOMeHTHpaHNUTe clieH! 1 OyKBeH! KOMIIO3ULIMN Ca
Chb34aJeH!I Ha OCHOBATa Ha cyu3Ma I Ha CBBP3aHNUTE C HETO XYPy-
¢puTckn 1 GexTamKo-Kb3bAOAIIKN AOKTPUHY, KOETO CBUAETEACTBA 3a
rOASMOTO VIM BAVISIHVE BBPXY TBOPYECTBOTO Ha OCMAHCKUTE XyJ0XK-
HULIY ¥ Kaaurpadu.

Bropo, caeapaiiku ocobeHOCTUTe Ha cypu3Ma U Ha CBbpP3aHUTE C
Hero AOKTPMHI, OCMaHCKUTe 4€KOPaTOPU BbBEXAAT, YTBbpXKAaBaT U
pasnpocTpaHsABaT eANH U3KAIOYUTEeAHO crielndpryer Ha4MH Ha U30-

29 Jong 1992: 239.
30 al-Hallab 1999: 76.
31 Stoilova 2017: 133.



®@ur. 10. Kapruna-Haanuc nHcal Espen (, Yosex Beeaena”), XIX B.

OpassaBaHe, xapaKTepeH caMO B CASIMCKOTO n3KycTso. CTaBa Ayma 3a
oco0OeH B1A MeTaMopdo3a, Nopakallia aHTpOIOMOpdHI PUTYPU OT
OyKBM 1AM AeKceMU U YTBbP>KAaBallla CTIA Ha M300passBaHe, KOMTO
B cAy4as HapuiaM OyKBeH aHTpOIIOMOP(pU3bM.

TpeTo, pasraeganure (1)I/II'ypI/I Ca BBb3IIPpOM3BEXKAaHI Ha IIPpMHINIIA

Ha oraejdajaHaTta CMMETPI 1 CTEPpEOMETPIUIHO, T.€. Ype3 pOTalllIOHHA
MaHUITyAallVisl MI3BbH paBHIMHHATa IIOBbPXHOCT.

Metamorphoses
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Peynnk Ha TypcKO-apaOCKO-IIepCUIICKITE TePMITHIL
VI Ha3BaHMs B TeKCTa

OexTammiia — eAVH OT Hall-roAeMIUTe MUCTUYHI OpPAeHM Ha
baakanute, ocnosan kbM cpegarta Ha XIII B. Hiakon nscaesosa-
TeAM CMATAT, Ye OCHOBaTea Ha opAeHa e A6gaa Myca. Xaaxn
Bexramt Bean (1209/1210-1270/1271) e 614 caMO HETOB ITaTPOH.
II'ppBOHAYaAHO OpAEHBT e O1A CbC CYHUTCKAa OpMeHTaIus, HO
oT Hayaa0To Ha XVI B. ce e peBbpHaA 3aBMHArM B IIMUTCKIL.
®opMupaHeTo Ha OpAeHa KaTo OpraHM3VMpPaHO IIUUTCKO OpaT-
CTBO cTaBa 1o BpemeTo Ha baasm Cyaran (mou. 1516 r.). bek-
Tallmifa e 1o MPUHIINII eKAeKTudeH opAeH. CUHKPETU3MBT e
HerosaTa Hall-Ba>kHa OTAM4UTeAHa 4yepTa. Toil e ImogyepTaHo
BEepPOTLPIIMM KaKTO KbM pasAM4YHM MUCTUYHM Te4eHMs B UCAs-
Ma, Taka M KbM APYIU PeAUTUU — HNPEeAVMHO KbM XPUCTUSH-
ctBOTO. B bpATapms Gexrammiia mpoHUKBa B Kpast Ha XV B.

MaM — MIOCIOAMaHCKU AYXOBHIUK, KOMTO PBKOBOAM TIPOBEXK-
AaHETO Ha O6LLH/IT€ MOAWUTBU B A’KaMMNTE; B IINI3Ma: HEIIPO-
rpemnm AyXOBE€H ANAED.

Kb3bAOamM — HasBaHMETO ‘Kb3babarn’ (OyKs. yepBeHOIJa-
BH) € OCMaHCKO IIOAUTpaBaTeAHO IIPO3BUIIE, IOSBIAO Ce BB
Bpb3Ka C ABaHaJeceTTe depBeHM AeHTM B daamure um. Has-
BaHMETO ‘azeB)’ e ChbBpeMeHeH TYPCKU eKBMBaJAeHT Ha Ha3Ba-
HIETO ‘Kb3bA0anr’ 1 NCTOPUIECKN O3HavaBa ‘IOTOMBK Ha Aan’
(Aan nbn Aoy Taan®). Haspanmero ‘aamann’ ce ymorpeOsisa
camo B bparapus u He mpomnsansa oT camaTa 00mHOCT. Kb3ba-
OammTe ca cypUTCKO OPaTCTBO, U3IMOBIABAIIO XeTePOAOKCEH
UCASIM, KaKTO U PeAUTMO3HUTE Bh3raeay Ha OexTamuiia. Te ca
MIO>KM3HEeHN CeKTaHTHM I C TOBa Ce pasAndaBaT OT OeKTallluTe, B
OpJeHa Ha KOUTO ce BAM3a Io XeaaHne. Ha baakannre xb3ba-
6amn nma B Typrus u B Vistouna boarapns. Kpsbabaniure 5
bparapus ca motoMm Ha I10AyHOMAaACKO TIOPKCKO HaceAeHMe,
BB3IpPMeA0 MINU3Ma U HaMepuAo yOeXulre 1o ObArapckute
3eMMU IIpe3 ITbpBaTa noaosuHa Ha XVI B.

cypa —4acT uau raasa or Kopana, koiito ceAbpxka 114 cypm.

cydmzbpM — cyPu3MBT Ce MOsBABA Ollle IIpe3 IIbPBUTE BeKOBEe
OT BLBEXKAAHeTO Ha McAsIMa KaTo CBeTOBHA PeAUTsL; U3KAIOUN-
TeAHO YCTOMYNBO ¥ MHOTIO IIMPOKO Pa3pOCTPaHeHO B UCAAM-
CKMsI CBAT TeueHMe, KOeTO € KM3HEeHO A0 JHec, BKAIOUUTEeAHO
u B bparapust; cypusMbT e mpeAu BCMYKO MUCTUYHO TedeHe,



KOeTO BbBeXXJa I HaJlara CBeTLUTe U dyJecara B MCAsIMa.
Taa’X — KOPOHa, BeHell; AepBUIIIKa IarKa.

TeKKe — AepBUIIKa 001TeA; TOASIM PeAUTNO3€eH LIEHTLP Ha Aep-
BUIIKU OPJ€H 1AM Ha Pa3KAOHEHMEe Ha AePBUILKM OPJEH.

XaAvC — MIOCIOAMaHCKO CBeIlleHO IpeJaHie 3a AyMUTe U Jela-
Ta Ha Ipopoka Moxamea.

Xa3peTy — CBeTI.
Xaand¢ — HaMeCTHIK; I1aBa Ha MIOCIOIMaHCKa OOIIMHa.

XapUAXUT — IPUBbP>KeHNK Ha Aanu noH A0y Taand, npemn-
Haa B OIIO3MIN CAeJ IpoBada Ha Aan B Outkara npu Crndun
rpes 657 I.

XMAXpa — OyKs. ‘IIpeceapaHe’, ‘eMurpanus’; MIOCI0AMaHCKOTO
AeToOpoeHe, KOETO 3amogsa OT 622 I. caes XpucTa UAN CAed,
IIpeceABaHeTO Ha mpopoka Moxamea ot Meka B Meauna.

xypydurn (xypypmse™m, xypydmita) — MIocioaMaHM, W3-
HOBAABAIY XyPY(PU3IBM U IIpUHajJeKaly Ha Cy(pUTCKOTO
OparcrBo Xypyduiia; KpailHO TedeHVe B IIUUTCKIS UCASIM, II0-
sB1AO ce B Kpast Ha XIV u mpocsliiectsyBaao 40 kpas Ha XIX B.;
ocHoBaHO oT Pazayaax Acrapabaau (1340-1394) u gopassuto
ot Herosute yaeHuiu Hecumu, Cypypu, Xarnrn n ocobeHo ot
Aan ya-Aaa nu Maxmyg, ITacuxanu I'maanu; ocHoBHaTa (1)1/1/10-
codcka AOKTpMHa Ha Xypy(dusMa e CBbp3aHa C KyAT KbM OyK-
BUITE UAU C TAXHOTO 0D0XKeCTBSBaHe, [IOPOAEHO OT CXBaIIlaHETO,
Je Te ChbAbprKaT TallHUTE U CHITHOCTUTE Ha BCUYKU SBAEHIS B
cBera.

mynTy (MUM3bM) — MIOCIOAMAaHN, M3IOBIABAIIN IIUWU3bM:
€AHO OT ABETe OCHOBHU TeYeHWUs B MCASIMA, Bb3HUKHAJAO IIpe3
VII B. m ocHOBaHo 0T Aay n6H A6y Taan®.
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Bektashi-Hurufi Scenes and Letter-Like
Anthropomorphism in the Turkish
Artistic Tradition

Lyubomir Mikov

In the Turkish artistic tradition, Bektashi-Hurufi scenes and letter-like
compositions are found to visualize notions of personal and group cults
in murals, paintings-inscriptions, lithographs, carvings, metalwork, graffiti,
and in the decoration of cool weapons. The scenes depict very particular
metamorphic transformations, born of esoteric notions of the separation of
the material from the spiritual or the body from the soul. The letter-like
compositions are consisted of Arabic letters and represent highly specific
calligraphic artifacts in which individual graphemes and/or lexemes are
transformed into anthropomorphic figures.

The author draws the following conclusions. First, the commented scenes
and letter-like compositions were created on the basis of Sufism and its re-
lated Hurufi and Bektashi-Kizilbashi doctrines, which testifies to their great
influence on the work of most Ottoman artists and calligraphers. Second,
following the characteristics of Sufism and its related doctrines, Ottoman
decorators introduced, established, and propagated a highly specific mode
of representation characteristic only of Islamic art. It is a particular kind
of metamorphosis, giving rise to anthropomorphic figures made of letters
or lexemes, and establishing a style of representation that in this case the
author calls letter-like anthropomorphism. Third, the figures under con-
sideration were reproduced on the principle of mirror symmetry and stere-
ometrically, i.e. by rotational manipulation of the planar surface.



St. Joseph, from Mockery to the Cult.
Iconographic Changes of Betrothal
of the Virgin in the Italian Art

Simona Dragan’
University of Bucharest

Abstract: Late medieval representations of St. Joseph in art as almost decrepit in the
company of a young wife gave rise to mockery in the Western world. The religious
meaning of the saint’s appearance was that the divine role entrusted to Joseph was
that of custodian of Mary, and not a possible erotic threat to her. Based on a compa-
rative study of iconography, I explore how an irreverent gesture of menace directed
toward St. Joseph in the scene Betrothal of the Virgin can particularly be explained in
the Italian art of the 14" and 15 centuries. On a larger scale, the article looks into
how the Roman Catholic Church accommodated new theological meanings in order
to allow younger representations of St. Joseph, and to expel any disruptive details

out of art.

Keywords: detail, apocrypha, Trecento, Quattrocento, Giotto, wedding rituals, vio-

lence, theatre
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Preamble on the derisive art on St. Joseph

St. Joseph is a figure which, throughout the history of art, has been
either neglected, ridiculed and — up to a point — completed absent.
As foster father of Christ, St. Joseph was mainly seen as the protector
and nourisher of Jesus (nutritor Domini)>. His figure is not reflected
so much in the Scriptures as in some apocrypha, which also cover the
life of the Virgin, particularly in her youth. This is how a lot of details
are revealed about the Virgin’s saintly essence arising very early in
life and significant information on the role assigned to Joseph, who,
according to the Church, was not meant to Mary as regular husband
but as a custodian of our most cherished treasures, herself and the
Holy Child.

In certain areas of the Christianity the respect shown to St. Joseph
was early, for instance to the Christian Copts, who read with most
veneration the apocryphal History of Joseph the Carpenter (6 century).
On the contrary, in the Western Christianity the cult of St. Joseph was
not felt of primal necessity and evolved gradually and slowly, being
enforced and widely recognized only in the 17" century. The saint’s
introduction in the Western theological discourse is dated in the 12"
century with Bernard de Clairvaux3, while a few theologians of the
14"™and 15™ centuries like Jean Gerson (Chancellor of the University of
Paris, 1363-1429) and cardinal Pierre d’Ailly (1351-1420) are deemed to
be catalysts of the saint’s cult. In 1413, Jean Gerson gave an encyclical
letter asking for the consecration of a holiday celebrating the Virgin’s
Betrothal to Joseph, and three years later he reiterated this request
in a famous sermon at the Council of Constance. Friend and master
of Gerson, cardinal d’Ailly also supported St. Joseph’s cult, which
would later be enriched and amplified in Spain by Saint Teresa of
Avila+, and reinforced by Bossuet in 1659 (First Panegyric of St. Joseph),
whereby he asked: “If St. Joseph was not a father, how would he have
a father’s love?”, and answered: “This same divine power formed in
Joseph the heart of a father and in Jesus the heart of a son”s. At the
end of a gradual process, it was only at the end of the 19™ century

2 Williams 2019: 24.
3 Williams 2019: 22.

4 Betrothal of the Virgin began to be painted frequently in Spain only in the 17% century. See
Villasenor Black 2001: 645.

5 Also see this idea in other medieval theologians in Resnick 2000: 368.



when Pope Pius IX declared Joseph a father of the Catholic Church
(1870, First Vatican Council).

A brief history of the establishment of St. Joseph’s cult is necessary
mainly because the saint’s iconography is many times highly intrigu-
ing. In this respect, the case of Italy — which has not been mentioned
yet —is by far outnumbered by Franco-Flemish, German, and English
derisive representations. St. Joseph appears in scenes like Betrothal of
the Virgin, Nativity, Adoration of the Magi, and the Flight into Egypt,
and has artistically been treated in irreverent ways in innumerable
situations. Anne L. Williams synthesized and discussed the iconogra-
phy of St. Joseph from the 13t to the 16% century in Western Europe,
and what was occasionally coined as “Josephine humour”® usually
covers many cases of emasculation of St. Joseph due to his advanced
age, and various sequences when his prosaic expressions are meant
to de-spiritualize his position’.

For instance, German mysteries in the late Middle Ages used to make
of St. Joseph a comic character, a buffoon®. They would present Jo-
seph as an overwhelmed caretaker of baby Jesus who prepared his
food, washed the diapers and rockled the cradle’. At the same time,
he looked exhausted, ridiculous and unsuitable for such duties. Be-
sides, unequal marriage or ill-matched pairs was a popular theme in
medieval popular comedies about cuckold husbands. Williams even
sees the linking of St. Joseph’s head to the ears of a donkey, placed
behind his back, as non-coincidental in an altarpiece by an anony-
mous Early Netherlandish master dated ca. 1500, a clear allusion to
Joseph as a cuckold husband™. In altarpieces at the north and south
of the Alps, but also in the Quattrocento Florence, St. Joseph is ren-
dered in the Adoration of the Magi as a family ‘treasurer’ that collects
the Holy Child’s royal gifts with much interest'. Panofsky described
his appearance at Meister Francke in the early 15% century as confis-

6 Williams 2019: 19.
7 In the English Mystery plays of the late Middle Ages he was said to be “quite deliberately

separated from Mary and Christ, morally — assigned to a lower plane of existence, confined to a
markedly inferior spiritual status”. See Flanigan 1996: 25.

8 Payan 2000: 104, notes 32, 33.
9 Williams 2017: 157.

10 Williams 2018: 6-7. Reference is made to Master of St. Bartholomew Altarpiece, Adoration of
the Magi, ca. 1500, Alte Pinakothek, Munich, inv. no. 10651. For Joseph as a “cuckold husband”,
also see Alberti 2014.

11 Williams 2017: 160.
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cating with greed the Child’s presents, in order to hastily hide them
in a family chest. He was even compared with illustrations of the
Avarice in the allegory of vices, and sometimes even defined through
his Jewishness®. St. Joseph’s related relics were — quite derisively, too
— the holy Hosen (Joseph'’s stockings/pants), placed in the early 13t
century in the Cathedral of Aachen, which until the 16t century were
very popular in the quest of pilgrims®, and may also have contributed
to this less mystical approach to St. Joseph.

In comparison to the foregoing, in Italy old traditions of Roman ve-
neration of the father (paterfamilias) and the close relations of Italy to its
former Byzantine estates and with the Near East are said to have pre-
vented the Italian milieus to escalate to a similar level of caricature of St.
Josephin art, as compared to the Franco-Flemish, German, and English
spheres*. The saint was venerated in Italy as early as in the 12" and 13*
century in some local expressions of cult’s, and had his first feast days
in the 14 century. In Siena we can find an iconography of St. Joseph
as early as in 1270 in the crypt of the Sienese Cathedral, and afterwards
his cult was noted in 1324 with the Servite monks (who adopted a feast
day for the saint)*, and with the Obsevant Franciscans at the end of
Trecento”. An “exceptionally early emergence of a prominent role for
Joseph”* in art was discussed in the iconography of the Cathedral of
Orvieto, where St. Joseph is included even in scenes where we usually do
not see him, like the Visitation. An exegete believes that the designer(s)
of the Marian program at Orvieto, dated 1370-1384, must have known
and applied with accuracy the words misattributed to the influential
Franciscan father Bonaventure. A reference is made to Meditationes vitae
Christi, where we read that “Joseph dwelled and stood joyfully with his
blessed spouse Mary and with chaste and true love so fervently loved
her that it may not be told”*. The famous Franciscan friar Bernardino
of Siena later resonated to this same detail — that is, of Joseph’s joyful
acceptance of his divine mission — when in the 1420s he reproached the

12 Williams 2017: 165.
13 Williams 2017: 161; Williams 2019: 18-19.
14 Brief suggestion from R. Sépulcre, apud Klapisch-Zuber 1979: 1243, note 104.

15 Williams 2019: 23. For St. Joseph’s cult in the 12t century in a church in Bologna, also see Nair
James 2016: 88.

16 Nair James 2016: 89.
17 Williams 2017: 159.
18 Nair James 2016: 89.
19 Apud Nair James 2016: 89.
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Fig. 1. Giotto, Betrothal of the Virgin, fresco, 1303-1305, Chapel Scrovegni,
Padua. Photo Wikipedia

artists for continuing to paint St. Joseph in the old hand-to-cheek man-
ner, a vestige of the Byzantine iconography that made him look sad or
depressed: “the foolish artists paint him as a sad old man with his hand
on his cheek as if he were in pain or depressed”.

Irreverence issues in the changing iconography
of Sposalizio della Vergine

In this article I shall discuss the changing iconography of St. Joseph in
the scene Betrothal of the Virgin in the Italian art of the 14 throughout

20 Richardson 2012: 244. See the original in Italian in note 6, same source: “E gli sciocchi dipintori
el dipingono vecchio maninconoso e colla mano alla gota, come s’elli avessi dolore o maninconia.”
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the early 16t century with particular regard to two issues. In this pe-
riod there are two intriguing aspects to address here: 1. the much-too-
old, sometimes decrepit appearance of St. Joseph, and 2. an irreverent
gesture of menace, like an imminent slap or punch in St. Joseph’s back,
directed towards the saint by one of the young males in his retinue.

The appearance of Joseph as an old man precedes the discussed inter-
val, while the second detail (the curious gesture of menace) originates
in the Paduan cycle of Giotto at Chapel Arena (also known as Chapel
Scrovegni), which was painted in 1305 as completely new iconography.
The scene is part of a narrative sequence that includes the Calling of
Mary’s suitors, The testing of the rods, followed by the Betrothal of
the Virgin (Fig. 1) and, in the end, the rare scene of the Wedding Pro-
cession. The Joachim and Marian cycles marked a clear break with the
tradition of any pre-Trecento representations, and their textual sources
were the apocryphal writings Protevangelium of James (2" c.), the Gos-
pel of Pseudo-Matthew (6 c., which resumes and supplements James’s
apocrypha), and the Golden Legend (compiled by Jacobus de Voragine
in 1265). They were now used in a context that required the vivification
of the old fading schemes and the addition of new elements.

The iconographic program of the chapel was designed on the occasion
of the famous Jubilee of pope Boniface VIII in 1300*, and executed by
Giotto and his workshop in the period 1303-1305. In the case of Giotto,
a fortunate meeting of his skillful art with the richest patrons of the day
explains his opportunities to produce influential, seminal art backed up
by the mind of the most important theologians and philosophers of the
time. In many cases all that came after Giotto was, for multiple reasons,
confronted to Giotto as to a prototype, given the high popularity and em-
ulation of his art in his own time and after that. At the Chapel Scrovegni
in Padua, the iconographic program was said to belong to an Augustinian
theologian who mastered brilliant theology, but also had good knowl-
edge of secular writings like Cicerone, Seneca, or the Physiologus*. He
was identified with some probability in the person of Alberto of Padua,
master at a theological school attached to the Church of Saints Philip
and James in Padua, who would later become a professor of theology at
Sorbonne®. He is figured as the tonsured monk that holds the model of

21 Pisani 2009: 113.
22 Pisani 2009: 120.
23 Pisani 2009: 120.



the church in the dedicatory scene of the Last Judgment in Chapel Arena.
Giuliano Pisani is certain that his portrait was naturalistic and that the
contemporary Paduans used to recognize him in the painting. He was
also known for his great devotion to Virgin Mary, which explains the
importance of his program of Marian art in Padua, one that became a
point of reference in the iconography of the following artists.

In the Protevangelium of James we read that Joseph was elected by God
to take Mary “into his keeping” when he was already 9o, while she was
13*. It is important, therefore, to acknowledge the huge difference of age
between the spouses because this was a well-known fact to the literates
of the premodern age. It reveals why until the early Cinquecento all the
artists represented the Betrothal of the Virgin with an old Joseph in the
company of a gracious maiden. Based on theological grounds, Joseph’s
advanced age must have not been surprising or odd to anyone in the
first place, since he was even regarded as the last patriarch of the Old
Testament®. Nevertheless, the apocrypha mark a time-changing ethos,
and in the first two centuries CE the new narratives on Joseph already
addressed the inconvenience of his age. On the election of Joseph by
God to be Mary’s spouse, we read in the Protoevangelium of James:

»9. And Joseph, throwing away his axe, went out to meet them; and when
they had assembled, they went away to the high priest, taking with them
their rods. And he [priest Zacharia; n.n.], taking the rods of all of them,
entered into the temple, and prayed; and having ended his prayer, he took
the rods and came out, and gave them to them: but there was no sign in
them, and Joseph took his rod last; and, behold, a dove came out of the rod,
and flew upon Joseph’s head. And the priest said to Joseph, You have been
chosen by lot to take into your keeping the virgin of the Lord. But Joseph
refused, saying: I have children, and I am an old man, and she is a young
girl. I am afraid lest I become a laughing-stock to the sons of Israel. And
the priest said to Joseph: Fear the Lord your God, and remember what the
Lord did to Dathan, and Abiram, and Korah, how the earth opened, and
they were swallowed up on account of their contradiction. And now fear,
O Joseph, lest the same things happen in your house. And Joseph was afraid,
and took her into his keeping.”*

24 Their ages are mentioned in the apocryphal text History of Joseph the Carpenter (6" — 7 c.),
Chapter XIV. See Evanghelii apocrife 2007: 77.

25 Richardson 2012: 264.

26 Protevangelium of James, in New Advent. Catholic Encyclopedia, https://[www.newadvent.org/
fathers/0847.htm [accessed 30.06.2023]; emphasis added.
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In San Mark’s Basilica of Venice, the only reference to this scene is a
12h-century double-sequence mosaic called The Calling of the Suitors
(Fig. 2). It does not contain any indications of marital union in the act,
but only shows, in a Byzantine schematic way, how the priest Zacharia
first hurries to the temple (where a set of rods are already prepared),
and then entrusts the Virgin to Joseph in front of the other suitors. What
is specific here is that Mary is reduced to half the size of Joseph, which
in this case should only indicate that she was much younger. This idea
is only alluded to, yet deducible from the rhymed inscription attached:
GIGNIT VIRGA NUCES HANC UXORE[M] TIBI DUCES (The rod
budded a nut; the rod takes to/indicates YOU—>1i.e. this wife is referred
to you). The translation of uxore[m] proposed in the edited corpus of
images is actually “young woman” (“marry this young woman”, write
the Italian editors¥), which is not a literal translation, because uxor
does not imply youth under any circumstances*. We should proba-
bly see the youth of Mary, as anticipated, in her symbolic half size as
compared to Joseph’s, and also in the paronymic suggestion of virga
(rod) vs. virgo (maiden).

In the Venetian-Byzantine art of the 12t century these seven words
actually make quite a substantial and meaningful story: the reference
to a rod that bears the fruit of a nut reminds the symbolic association
of Christ with a nut or almond=; thus, in the first sequence (Gignit virga
nuces) the inscription implies: what you see is not about this stick that
grew the (unprobable) fruit of a nut, but about this wife who will bear
the Christ and remain a virgin. With the development of new Francis-
can theology in the 13 and 14" century, in Italy the iconography will
change the detail of the nut-growing stick into a visibly blooming rod
on which a dove will come and sit as a sign of election and divine be-
nevolence upon the wedding*. The new representation escalates with
The Golden Legend, and in the Italian Volgare the word verga (branch/
rod/stick) closely follows the Latin virga, as formerly inscribed in San

27 San Marco. The Mosaics 1991: 78.

28 I thank loana Munteanu, professor of Latin at the University of Bucharest, for revising my
translation of this inscription, and for insightful suggestions.

29 The budding rod of Aaron in the Exodus was said to anticipate the death (a rod is a branch
that dried up) and the resurrection of Christ in the New Testament. Latin nux (pl. nuces) also
means ‘almonds’ and ‘(chest)nuts’. Jesus Christ was disguised in these symbols in numerous
sources, in theology (based on the Bible) and the iconography as well.

30 Asamatter of fact, subject to the accuracy of the mosaic restoration, even at San Mark’s Basil-
ica of Venice we can guess the representation of a blooming rod (see Fig. 2).



Fig. 2. Calling of the Suitors, mosaic, 12th century, San Mark’s Basilica, Venice. ©Courtesy
of Procuratoria di San Marco. Photo Archivio Fotografico della Procuratoria di San Marco

Fig. 3. School of Bartolo di Fredi, Betrothal of the Virgin, fresco, 1389, Church San
Niccold, Montepescali. Photo Sailko via Wikipedia
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Mark’s Basilica*. Finally, once the new iconography is de-Byzantinized
by Giotto, he also brings the two spouses to a quasi-equal naturalist
size and points to their discrepant age only by pictural means, which
will progressively advance in possibilities to the following artists.

Andrew Ladis believes that, in order to transpose into art Joseph’s em-
barrassment or reluctance to take Mary as his wife, Giotto may also

have been inspired by a contemporary popular play of Abruzzi*, which

must have proposed illuminating stage solutions to the same religious

texts used by Giotto in the fresco. A popular knowledge of theatrical

gestures can be the origin of details like the suitors’ breaking the rods

in disappointment or of the ambiguous hand raised by the young man
behind Joseph (Fig. 3), who nevertheless does not seem enraged or

frustrated at Giotto. If this clumsy gesture did not necessarily look like

amenace when firstimagined, the man that Millard Meiss generically
called “the angry suitor behind Joseph”s> will grow more and more

to this state in the art of the late Trecento and the Quattrocento, with

the progressing of naturalist representations. Just like the breaking
of the rods, this gesture is not supported by the apocrypha, and both

reactions should originally have translated into images, as roughly as

possible, the idea of Joseph becoming a “laughing-stock to the sons of
Israel”, as read in the apocrypha. In response to the absence of textual

solutions on how to express this abstraction, the secondary literature

on Giotto delved into the possibility that the artists rendered the scene

through secular — and thus profane - events like the Italian weddings>.
Thus, the sacred scenes were mingled with minor additions from the

life of the laity, which this time were attributed to the artist himself,
and most probably got the approval of the theologian who sketched

the iconographic program.

The echoing of secular Italian weddings in the Betrothal of the Virgin
scene was explored by several authors (sometimes, as I dare add,
abusively). Until the Council of Trent (1545-1563), in the post-Roman
world the marital union was not a sacrament and it pursued ancient
customs that followed the Code of Justinian. It did not require a priest,

31 For a quotation in Italian of the related fragment from The Golden Legend, see Franklin 1992:
186-187.

32 Ladis 1986: 590.
33 Meiss 1961: 57.
34 Muir 1997: 100-101.



and the rich families in the Italian communes only fulfilled the marital
unions with notaries*. Apart from some areas (like the German lands)
where the consummation of the marriage was mandatory, the spouses’
free consent was the only condition to consider a marriage fulfilled,
which actually the theologians supporting the perpetual virginity
of Mary particularly needed in order to advocate for her legal mar-
riage*. According to ancient traditions, for a marriage to be legal the
free consent of both spouses was needed (consensus facit nuptias, said
the Roman law), and the agreement of the bride’s father””. No priest
was therefore called upon to sanctify the union prior to the Council of
Trent, and before such requirement be officially established the first
priests to witness for marriages were encountered prevailingly with
the low social classes.

Some authors saw in the new type of Betrothal scene proposed by
Giotto — one which includes the priest Zacharia and a few significant
gestures —a form of propaganda of the Church to impose an ecclesias-
tical type of marriage instead of the secular marriages subjected solely
to civil contracts®. Joining the hands of the future spouses (in Italian,
toccamano, the act of giving the bride’s hand to the groom) and the
ceremony of the ring (in Latin, subarratio anuli), which we can both see
in the scene, were already a sequence of gestures expressing consent
and union accomplishment; what was new now, was the presence of
a priest to witness and perform this ceremony».

But other details remain intriguing and irreverent, and must have
had other origins. Brucia Witthoft terms as “ritual hostility” vari-
ous wedding customs of confrontation between the bride’s and the

35 Orlando 2023: 53-54; Witthoft 1982: 45; Klapisch-Zuber 1979: 1216-1217 & passim. See a scene
of marital contract in art at Church San Martino del Vescovo (Oratorio dei Buonomini di San
Martino), Florence, in a fresco dated 1478-1481 and attributed to a collaborator or follower of
Ghirlandaio.

36 It is also why this marriage was better defined as a “betrothal” as early as in the 4" century.
CE, when St. Jerome was the first to state Mary’s perpetual virginity, Resnick 2000: 354. Since
Joseph’s and Mary’s marriage was never consummated, “betrothal” seemed a more appropriate
term to several authors. Even the observation that in the cycle from Orvieto Mary and Joseph
never touch was said to “signify the celibacy of the marriage”, Nair James 2016: go.

37 Orlando 2023: 23.
38 Orlando 2023: 45-47, 49.

39 Orlando 2023: 62-65. Elena Brizio challenges the idea that Zacharia is present in this scene as a
priest, and opinionates that his role here would be to give away the bride to the groom instead of
Mary’s father (Joachim), who was already dead. The priest Zacharia was the closest male related
to Mary as family (i.e. her cousin). See Brizio 2020: 184.
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Fig. 4. Fra Angelico, Betrothal of the Virgin, tempera on panel (predella of the altarpiece
Coronation of the Virgin), 1430-1434, Museo di San Marco, Florence. Photo Wikipedia

Fig. 5. Perugino, Betrothal
of the Virgin, oil on panel,
1501-1504, Musée des
Beaux-Arts, Caen, France.
Photo Wikipedia



groom’s parties, or between the groom and the outward community+.
Italy had a variety of wedding rites until the Council of Trent, which
eventually managed to force some uniformity upon the Italian wed-
dings+. According to Edward Muir, a historian specialized in ritual
and urban violence in the premodern Italian communes, the Betrothal
scenes mirror such Italian customs. For instance, Muir considers the
imminent punch of St. Joseph in a Betrothal by Fra Angelico dated
1431/32 as an artistic echo of contemporary marital ceremonies called
charivari+ (Fig. 4). Italian weddings were full of popular superstitions
and habits like breaking a plate, kissing the bride and punching the
groom#®. Such archaic rituals were of Roman and even of Lombard
descent, and are often mentioned in administrative Italian papers like
the Florentine ricordanze*. The punching of the groom, quite a violent
one in certain occasions, was still to be found in the 18 century, and
the Italian communes were unsuccessfully trying to forbid it. These
practices were first and progressively criticized by the clergy, who
were also aware of how the inclusion of such details in the religious
iconography makes a caricature, for example, of a noble character like
St. Joseph and also makes the other pretenders to Mary’s hand look
like in a conflict of generations with the old St. Joseph.

In Giotto’s Betrothal, Chiara Frugoni reads with more moderation that
the man behind Joseph should figure the spouses” godfather, pre-
pared to give a gentle slap (una manata) to the groom, as an old ritual
of testing and proving the groom’s virility#. It sounds more credible
than the charivari hypothesis advanced by Muir on Fra Angelico, but
it is precisely the kind of detail that comes in total contradiction with
the theology (St. Joseph was not required to be virile). According to
Frugoni, Giotto introduced this detail “per rendere contemporaneo e
piu vivo il racconto”#. In addition to that, Andrew Ladis’s idea that

40 Witthoft 1982: 47.

41 Orlando 2023: 43-44.

42 Muir 1997: 100-101.

43 Corso 1927.

44 Klapisch-Zuber 1979: 1219; Toschi 1950.

45 Frugoni 2010: 132 (“Secondo i riti nuziali del Medioevo toccava al padrino assestare allo sposo
una manata per saggiare e dimostrare la virilita del futuro padre”). See the same explanation in
Orlando 2023: 50 (“la pacca virile sulle spalle dello sposo e futuro padre”). Also see Klapisch-Zuber
1979: 1231.

46 Frugoni 2010: 132, also see Flores d’Arcais 2009: 108 (“Questa ‘laicizzazione' e ‘'modernizzati-
one’ della storia sacra si appropria anche di altri elementi che contribuiscono a rendere attuali le
scene e i personaggi [...]").
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this new iconography could include items of theatrical inspiration is
also very plausible when we find discrepancies between the theolog-
ical matters and the images.

Both details discussed so far suffered considerable changes in the late
15" and the 16 centuries. The iconography of the Betrothal of the Vir-
gin gradually evolved to the exclusion of the violent gestures directed
towards St. Joseph, and also to a rejuvenation of his image. The theo-
logians reacted to the gross mockery of the low classes and to the poor
understanding of the religious meanings behind this iconography. At
some point in the past they had replaced old Byzantine iconography
only to reach the point of new misunderstandings. In the early 16t
century, with the progression toward the so-called bella maniera but
also helped by new theological arguments, we already see at Perugino
(Fig. 5) or Raphael the disappearance of the irreverent gesture toward
St. Joseph, and only the maintenance of the breaking of the rods. With
Raphael (Fig. 6), St. Joseph is considerably younger, even handsome.

The rejuvenation of St. Joseph was also rationalized in art based on new
theological arguments. For instance, in the Quattrocento Jean Gerson
resumed an older idea on St. Joseph’s own virginity, and regretted his
image as an amusing old widower. He insisted on “dispelling sus-
picion of any carnal knowledge between the two spouses”+ (a fact
already resolved in the Gospel of Pseudo-Matthew and the patristic
literature of the first centuries), but also put Joseph under the sign of
grace. Prior to Gerson Joseph's virginity had already been promoted
by Jerome, Augustine, Thomas Aquinas, and Bonaventure; Augustine
even called him “the Virginal Father of Jesus”#. Nevertheless, in the
early and central Middle Ages, this idea could still be a metaphor,
since the Church Fathers did not ignore that, according to the sources,
Joseph was an old widower with four sons. What Jean Gerson was
now advancing was the idea that the old St. Joseph revealed some old
doctrine in an embryonic stage, while the new doctrine would now
present him much changed, for the faithful “to embrace the new cult
and see in Joseph the physically young, spiritually privileged spouse
who corresponds to Mary’s sinless conception”#, as put by an exegete.
It was an attempt to relieve St. Joseph from the spirit of comedy, and

47 Iribarren 2020: 267.
48 Rough 1980: 30.
49 Iribarren 2020: 267.



we see such compatible iconography
only later, in the early Cinquecento,
with the Mannerist Rosso Fiorenti-
no (Fig. 7), where Joseph is dignified
in his physical appearance, but also
rendered unbelievably young and at-
tractive, in all respect to beauty and
honor, but in all disrespect to the text
of the Scriptures®.

Conclusions

Even for non-Italian Western art,
there is a literature that has recently
reconsidered the impact of the old
images of ridiculed St. Joseph in the
late medieval art. These approaches
insisted on the humanity of Joseph=,
or analyzed the role of laughter in Fig. 6. Raffaello Sanzio, Betroth'al of the Virgin,
the “lay religiosity” of the masses as o 0‘1,1\,91? pa{fl’ Finacoteca di Brera, Milan.
010 VVikKimedia
“devotional humour” placed in-be-
tween the sacred and the profane, or
which is supported by the role played
by the Buffoon or the Mad in the pre-
modern theatre of the time. In other
words, terrestrial characters like the
old St. Joseph were better connectors
of the simple people to the sacred, in
contrast to the religiosity of many

50 Rosso Fiorentino painted Betrothal of the Virgin
with Saints Anne, Apollonia and Vincent Ferrer in 1523
for a Florentine chapel dedicated to both the Virgin
and Joseph, which was rare in that period. It is not
only that Joseph is younger here (this was already a
trend in the Cinquecento), but he is even “a coun-
terpart in years to his younger bride” (Franklin 1992:
188), therefore much too young and attractive, with-
out any convincing theological references to sup-
port such data. A similar case of a young beardless
Joseph, equal in years to Mary, see in Lorenzo Costa,

Betrothal of the Virgin, 1505, Pinacoteca Nazionale di Fig. 7. Rosso Fiorentino, Betrothal of the
Bologna. Virgin, 1523, oil on panel, Basilica di San
51 Payan 2000: 105. Lorenzo, Florence. Photo Wikipedia
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scenes and to the majestic role of the Virgin. Laughing at him is not
necessarily perceived nowadays as having strictly deprecatory or
demeaning purposes®. Besides, a quantitative estimate of a scholar
even found that St. Joseph was ridiculed in only about 10% out of a
corpus of three hundred images studied, which were mainly French
miniatures dated 1370-1450; about the same percentage was found
in another corpus of courtly art images of the interval 1400-1420%.

Therefore, it is visible that mocking St. Joseph was not the rule in the
Western art, as formerly believed. So much the more, in the Italian
art derisive iconographic aspects were from the very beginning less
and subtler, and eventually relegated to the past in order to put a
new theology in place. Italy was better connected to traditions that
venerated St. Joseph, first as a father — unlike the Jews, the Roman
law recognized legal adoption with full rights*# —, and then, as the
devout caretaker of his divine wife and son. This makes that in the
Renaissance painting from central Italy St. Joseph even came to be
associated with St. Peter as the protector of Christ, and an interces-
sor”. As early as in the Arena Chapel, St. Joseph and St. Peter were
paralleled to each other, which was detected in their position on the
chapel walls, but also in their “remarkably similar physiognomy and
dress”>; it was an allusion, the observer wrote, that the first protected
Jesus Christ during childhood, and the other in His mature years. In
conclusion, in representing St. Joseph better connections of Italy to
Byzantium and the Near East, even when outmoded, gave the Italian
art a different impetus, also endorsed by their own traditions derived
from the respectful patrilineal laws of the ancient Romans.

52 Williams 2017: 159.

53 Payan 1997.

54 Bockmuehl 2011: 479.

55 Richardson 2012: 243-244.
56 Richardson 2012: 248.
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St. Joseph, from Mockery to the Cult.
Iconographic Changes of Betrothal of the Virgin
in the Italian Art

Simona Drigan

The article searches how in the Italian art, within a three-century time span
from approximately the late Middle Ages to the early modern period, the
theological and cultural background produced iconographic changes in the
scene Betrothal of the Virgin. Older representations of St. Joseph as almost
decrepit in the company of a young wife gave rise to mockery in the West-
ern world. The religious meaning of the saint’s appearance was that the
divine role entrusted to Joseph was meant to make him the custodian of
Mary, and not a possible erotic threat to her. The article briefly analyzes
how the Church accommodated new theological meanings in order to allow
younger representations of St. Joseph in art, and second, how the irreverent
gesture of menace directed toward St. Joseph in 14 and 15%-century scenes
of Betrothal of the Virgin can be explained in the Italian art.



Between Byzantium and the West:
The Iconography of Franciscan Saints
in Post-Byzantine Icons

Aikaterini-Konstantina Kontopanagou®
Ionian University, Corfu

Abstract: The current research topic is the dissemination of Western saints
throughout the Latin-controlled regions of the Greek-speaking Post-Byz-
antine world. The epidemics, especially of bubonic plague, which ravaged
Europe from the 14" to the 18" century, served to increase the veneration of
Franciscan healing saints. The starting point of this paper is an unpublished
icon from a private collection in the Western Peloponnese (Greece). The icon
exhibits the standard iconography of St. Anthony. No painter’s signature
survived.

Keywords: Franciscan saints, St. Antony of Padua, epidemics, Peloponnese,
Post-Byzantine iconography, Venetocracy

Popular Catholic saints, such as Francis of Assisi, Dominic, Anthony of
Padua, and Benedict were also particularly popular among the Orthodox
Christians. The eclecticism and the stylistic dualism in the Venetian-ruled
regions from the 14™ century onwards is on full display in portable reli-
gious works, which bring together disparate iconographic and stylistic

1 Dr. Katerina Kontopanagou is an archaeologist specializing in Post-Byzantine art. She is currently
a lecturer at the Department of Archives, Library Science, and Museology of lonian University (Cor-
fu, Greece) and the Hellenic Open University. Her scholarly interests revolve around Byzantine and
Post-Byzantine iconography, the fusing of Byzantine and Western artistic influences, and the presentation
of the Byzantine cultural heritage through first-hand study of archaeological evidence, works of art, and
archival material. Email: kontkat@ionio.gr
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elements> The depiction of saints from the Western and Orthodox tradi-
tions, occasionally with the addition of narrative Christological subjects,
and the veneration of Western saints in Venetian-held regions spread
through merchant shipping and commerce. A notably popular group
of saints were the plague saints Sebastian and Roch, who were widely
disseminated in Italy, as well as among both Latin- and Greek-speaking
populations in Venetian estates abroad, such as Crete, the Ionian Islands?,
etc. The epidemics, especially of bubonic plague, which ravaged Europe
from the 14" to the 18" century, only served to increase their veneration.
The suffering of the populations in Venetian-held territories from the
plague from the 14™ century onwards, and especially during the 16" and
17" centuries, is well documented+. During outbreaks of plague portable
icons depicting these saints were produced en masse — either each saint
individually, or together with other holy figures or subjects> Orthodox
Christian populations also sought refuge from deadly diseases in their
own saints®. The spread of epidemic diseases, as well as local outbreaks,
was often connected with renewed veneration of these saints as seen
in works of art and archival sources’. Saints Charalambos, Athanasius,
George, Spyridon and others were often encountered together with
Western plague saints®. A notable plague saint was the popular hermit
saint Anthony who, as is well known, was more closely associated in
both the Western and Orthodox Christian worlds with the triumph of
the Christian faith over temptation rather than with healing activities’.
However, in the West he was associated with the miraculous healing
of infectious diseases, such as syphilis®.

2 Atypical example is a triptych by Paolo Veneziano, in which John the Forerunner and John the
Evangelist are in discussion with the Franciscan monks, Sts. Francis and Anthony (1354, Louvre
Museum), Gardner 1982: 246. The slender figures draw their provenance from Late Palaiologan
Art, however their stances and movements, as well as the contortions of their bodies, are all
indicative of Venetian painting, Constantoudaki-Kitromilidou 2001: 291-299; Vassilaki 2011: 58-65.

3 Palmer 1982: 79-99; Marshall 2012: 154-157. For Ionian Islands see Karidis 1991: 250-251.
4 Detorakis 1971: 118-132; Constantinidou 2007: 57-83.

5 Research has identified works depicting the patron saint of plague victims, St. Roch, or other
saints in private collections and museums which were produced at artistic centres such as Venice,
Chandax, the wider Adriatic, Corfu, etc. Humfrey 1988: 410-411. In the Greek-speaking world see
for example Kazanaki-Lappa 2000: 164-165.

6 Bitha 1995: 153. In a relevant work by the painter Skoutaris. St. Spyridon, depicted on the right
panel, defeats the plague. Information about the painting, formerly D. Loverdos Collection (Ath-
ens), see at http://pandektis.ekt.gr/pandektis/handle/10442/84845 [accessed 12.06.2023].

7 Dermitzaki 2022: 61-63, with further bibliography; Kefala 2016: 149-150.
8 Vassilaki 1998: 252-253.
9 Saint, Halton 1999: 122.

10 Voulgaropoulou 2007: 98; Reau 1958: 103-104. The veneration of St. Anthony is connected with
the healing of syphilis. As long as these dreadful diseases were widespread, the extraordi-



St. Anthony of Padua is included in a group of Franciscan healing saints.
Regardless of that, his life largely focused on his philanthropic activi-
ties. He was canonised as a saint in 1232, one year after his death, and

was only venerated in Italy up to the mid-15" century, where the place

of his worship was his impressive namesake cathedral in Padua'. His

veneration began to spread in Portugal from the 16" century onwards,
and was disseminated throughout the Western world from there™. In

contrast to other saints canonised from the Orders of the Franciscans,
such as Francis of Assisi, Bernardino of Siena, etc., he is not depicted

as a skeletal figure, and has full cheeks and a certain corpulence. Most

surviving depictions of the saint date somewhere after 1450. In the

earliest of these representations, he holds a flamelike bundle, an icono-
graphic clue drawn from the established Western iconography of the

hermit saint of the same name, who had been associated with deliver-
ance from ergotism, known in medieval times as “St Anthony’s fire”*>
Over time he was definitively associated with the white lily, a symbol

of purity, and was depicted with a red codex, usually shut. The West-
ern iconography of the saint was further enriched with the addition of
the Theotokos and the Christ Child, while from the late 15" —early 16"

centuries depictions of him often include Christ, either as a child or an

adult, sitting or standing on the aforementioned codex™.

The starting point for the present paper was an unresearched icon from
a private collection (17x25.50 cm) (Fig. 1). The work under examination
has suffered extensive damage from smog, which has caused cracks
and fissures primarily to the upper section. The entire surface of the
icon was initially covered in embossed gold leaf. On either side of the
saint there is a capital-case Latin inscription, written in red ink — and
erased in places (Fig. 2).

nary popularity of St. Anthony was due, above all, to his reputation as a holy healer.
11 Reau 1958: 115-122; Andergassen 2016.

12 One of the earliest depictions known of the saint is attributed to Giotto and dates to the early
14™ century, located in the cathedral at Padua, see Cross, Livingstone 1997: 81; Baggio 2013: 56-58.

13 After the discovery of the epidemics of ergotism (poisoning caused by ingesting the fungal
toxin of rye) and of its etiology, 18"-century physicians interpreted medieval chronicles in their
medical texts in order to recognize the occurrences of ergotic diseases through retrospective di-
agnosis. They assumed that St. Anthony’s fire and ignis sacer (“sacred fire”) recorded in medieval
texts represented the same disease, ergotism, Foscati 2020: 125-184.

14 Reau 1958: 118-122. This iconography was enriched at the time of the Counter-Reformation
with the addition of a child to the composition, highlighting the philanthropic work of the
saint, Andergassen 2016: 210-265.
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The letter S followed by a period and below it a T, and then by the letters

A, N, T, O, N, I are written on the left’s. Traces of letters are observable

on the right. The icon exhibits the standard Western iconography of
St. Anthony of Padua: he is depicted corpulent, with his characteristic

white lily and shut codex. No signature of the painter, if any, survived.
The anonymous painter created a narrative composition based on an
episode from the Life of the saint, according to which he was witnessed

in conversation with Christ while having withdrawn to the country-
side of Padua to pray. The saint’s inclined head and raised right hand,
as well as Christ’s hand gestures respectively, convey a scene of lively
conversation. The depiction of this episode, as we discussed previous-
ly, began to appear in the Western iconography of the saint from the

late 15" — early 16" century, while surviving in rare examples from the

17" and 18™ centuries*. The iconographic type of the full-length Christ

who wears a loincloth and stands atop the codex instead of that of the

Christ Child sitting on it was less widespread. A triptych from a private

collection on Corfu'” has a depiction of the Franciscan saint in precisely

this iconographic type, with the standing full-length Christ*® (Fig. 3).

This triptych, which was also meant for private worship like the work
under examination, is most likely connected with outbreaks of plague
that followed the epidemics which had broken out early in the 17" cen-
tury (1629-1630). St. Spyridon was connected with miraculous salvation
from deadly diseases in the artistic tradition of Corfu in the 17" century.
He is depicted in certain examples together with St. Athanasius — another
popular saint in Corfu —such as in this fresco that dates to approximately
the same period as the triptych®.

As far as style is concerned, the work under examination relates to the
heterogeneous artistic oeuvre of the post-Byzantine period, in which
Western and Byzantine artistic elements were brought together and
works were ordered by a diverse array of patrons. The stylistic and
morphological attributes indicate a capable painter who was well versed
in the Byzantine technique and the two-fold style of painted art which

15 An abbreviation of Santo or Sanctus.
16 Voulgaropoulou 2007: 769; Andergassen 2016: 170-192.
17 My warmest thanks to my dear friend Tereza Bacheva for providing this work.

18 St. Spyridon, St. Francis, and St. Anthony of Padua, late 17" century — early 18" century.
Painted and carved wood, 27x15.2 cm, Isabella Stewart Gardner Museum, Boston (P28e33).

19 Papadopoulou 1994: 76.



Fig. 1. St. Antony of
Padua. Private collection.
Photo Author’s archive

Fig. 2. St. Antony of Padua.
Detail of Fig. 1

developed in Venice’s overseas possessions. The dark brown first paint
layer is rendered sparsely, “alla greca”. The golden background, stylised
hair, scattered light on both bare skin and clothing are also all indicative
of training in the Byzantine tradition. However, the skin itself has been
rendered in shades of peach, and light dances across the protagonist’s
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forehead and neck and around his eyes (Fig. 4). The brown details inter-
spersed among the lighting in addition to the distinct geometric outlines
in the darker folds are all hallmarks of the Italo-Cretan works of the
15™ century. Such details are observable in the work of Ioannis Perme-
niatis®, and in other works of art at the beginning of the 16" century.
The stylistic means of the Creto-Venetian syncretism of the 15" century
also gave rise to an aversion to frontality and a preference for the gentle
curving of the body in three-quarters stances*. The slight inclination of
the head is reminiscently identified in contemporary works of the painter
Tzafouris, and other similar examples are St. Stephen from the Pala d’
altare in Boston*, St. Lawrence from the composition with the Virgin
Madre della Consolazione®, etc. The inclination of St. Antony’s palm,
with its two middle fingers joined together and the thumb extended,
is a reference to Byzantine-influenced Italian artwork of the Trecento
and Quattrocento, and to later Italo-Cretan works of the 15™ century=.

The stylistic analysis together with the painter’s iconographic preferenc-
es suggest a dating from the middle of the 15" century to the early 16"
century. As our research has demonstrated so far, the artwork under
examination appears to be the earliest example of this iconography,
as no earlier Western works were found to exhibit this iconographic
element, that is, the full-length Christ standing on the codex. However,
an interesting fact is worth noting regarding the iconographic models
for depicting St. Antony of Padua and the Franciscan saint in general.
Studies have shown that, early on in his veneration from the 13" up
to the 16™ century, there were no centres of production exclusively
of these works in the West, and as such no established iconographic
models. There is an observable freedom in the saint’s iconography and
numerous episodes from the Life of the saint are depicted>.

20 Tsigaridas 2018: 397-399, img. 212; Chatzidaki 1993: 134-137, 140-141; Kefala 2016: 138-145.

21 Chatzidaki 1993: 40, 120-124.

22 For similar stances and movements and further bibliography see Constantoudaki-Kitromilidou
1994; Chatzidaki 1993: 40. For the style of the period and the aesthetic preferences see also Stav-
ropoulou 2014: 105-113.

23 Siomkos 2013: 258-164.

24 Constantoudaki-Kitromilidou 2001: 291-299; Vassilaki 2011: 59-61.

25 Chatzidaki 1993: 132.

26 This stylistic element began to change in the 16" century and was finally transformed into the
typical gesture of mannerist artists, see Stavropoulou 2015: 600.

27 Baggio 2017.



Fig. 3. Triptych, St. Spyridon, St. Francis, and St. Anthony of Padua,
late 17" century — early 18" century. Painted and carved wood, 27x15.2 cm.
Photo after Isabella Stewart Gardner Museum, Boston (P28e33)

The icon of St. Antony is a family heirloom, part of a private collection
in the Western Peloponnese, more precisely in the city of Patras®®. The
stylistic elements of the work, together with the iconographic subject,
lead to questions regarding its provenance and initial patron. Of course,
the obvious question of the patron’s provenances as reasonable as it is
puzzling, given the situation of the “urban” societies of this period®.
However, the inscription, written in Latin, means that we can posit with
a degree of certainty that he was Catholic. The city was a centre of Latin
rule already from the 13" century thanks to its position on the eastern
Mediterranean trade routes of Venice. Its location meant that it also
played a prominent role in the struggle for supremacy between various
powers after the Fall of Constantinople®. Of the monastic Orders which
established a presence in the city, the Franciscans were among the most
prominent and they are mentioned in sources from the 13" to the 15"
century. Their seat was the Catholic monastery of St. Nicholas, located

28 It has belonged to the family — according to the testimonies of their ancestors — since before
the middle of the 18" century. Family tradition states that the initial owner was a Catholic citizen
of Patras and gave the icon as a wedding gift. Unfortunately, as it is evident, there are no archival
sources to confirm that.

29 Kazanaki-Lappa 2000: 169.
30 Saradi 2005: 162; Georgopoulou-Verra 2005: 113; Kolyva 1998: 119-134.
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Fig. 4. St. Antony of Padua. Detail of Fig. 1

outside the walls of the fortress and
close to the city’s commercial centre?,
and they are mentioned in sources
from the 13" to the 15" century. The
Franciscan monastery of St. Nicho-
las was among the most prominent
religious edifices in the city, second
in importance only to the pilgrim-
age site of the Apostle Andrew. Fur-
thermore, however, a traveller’s text
dating to the 14™ century describes
the local veneration of St. Anthony?,
without going into detail regarding
whether it was St. Anthony the her-
mit or St. Anthony of Padua®.

The painting under examination, the
portable icon of St. Anthony, became
a vehicle through which the vener-
ation of the popular Western saint
was disseminated throughout the
Greek-speaking Venetian Peloponnese. The exquisite technique and
effective combination of the Byzantine and Western styles suggest the
existence of a corresponding artistic environment. Unfortunately, it is
impossible to identify where this icon was created. However, the anon-
ymous painter has been apprenticed in workshops well versed in differ-
ent styles. He has created an iconographically and stylistically eclectic
composition similar to those artworks that were produced by workshops
in Venice, Crete, Corfu, or other painting centers of the period. Patras
was a crucial seaport in the 15™ century, and its position facilitated its
economic and social exchanges with the major commercial and cultural
centres of the time, such as Venice, Ragusa, etc.>* Its importance as a cen-
tre of entrep6t trade and resupply, primarily for smaller coastal vessels

31 Thomopoulos 1950: 318, n. 2, 389, n. 2; Triantaphyllou 1980: 28-29; Saradi 1975: 18-19; Saradi
2005: 167.

32 Saradi 1975: 25; Triantaphyllou 1980: 24-25.

33 Although itis not included in the context of this paper, it is noted that in Western versions
of the Vita of the hermit saint, it is mentioned that he passed through the city of Patras on his
way to Egypt, Triantaphyllou 1980: 24.

34 Thomopoulos 1950: 364, 340, 358-359. About the Society of Patras and the relations between
Catholics and Orthodox Christians during the Venetocracy, see Malliaris 1997: 45-47.



sailing in the Adriatic and Ionian seas, was only temporarily impacted
by its fall to the Ottomans in 1458%.

Was the icon under examination meant for private veneration and most

likely ordered by a Westerner living in Patras? Or was it acquired later

by the Franciscan community of the city?, possibly during the brief pe-
riod of Venetian rule over the Peloponnese after the mid-17" century>?

The veneration of St. Anthony was widespread among the Franciscans.
Concurrently, the beloved Western healing saint would see a notable

increase in popular veneration, being called upon by both the Catholic

and Orthodox Christian believers to intercede on their behalf and to

protect them from the outbreaks of plague which ravaged Patras and

the wider Peloponnese in the mid-15" century and throughout the 17"

century?®. This was a period in which panicked populations, driven by
fear of the plague, flocked to the regions controlled by the Most Serene

Republic®. The veneration of intermediary saints, as we discussed at

the beginning of the present paper, was widespread in both the Catho-
lic and the Orthodox traditions. In fact, archival sources attest to the

widespread veneration of Western saints such as St. Roch in the 15

and primarily the 16™ century, in Greek-speaking Venetian overseas

possessions such as Crete, Corfu and Cythera with the dissemination

of corresponding artwork+.

To conclude, the coexistence of various populations and the resulting
mixed marriages, permanent residents and transient merchants gave rise
to a wide-spread syncretism throughout Venice’s overseas possessions.
In any case, the portable icon of St. Anthony was either ordered by a local
patron or transported to the city of Patras, and was possibly connected
with an outbreak of plague. What's more, it raises research questions on
the social, religious and cultural processes in the regions controlled by
the Most Serene Republic of Venice during the Venetian-Turkish wars.

35 Saradi 1975: 15; Saradi 1980: 148.

36 Inthe 17" century, apart from St. Nicholas, there were two more Franciscan monasteries, one
within the city’s castle and the second in Rio’s castle, which were dedicated to the Immaculate
Conception and to the Life-Giving Font, respectively, see Thomopoulos 1950: 468, n. 2.

37 Malliaris 2008: 56-135.

38 With a particular flare-up in 1687-1688, see Constantinidou 2007: 224-248. A large-scale pes-
tilence is reported between the years 1522-1525. Some notes at Par. gr. 938 f.109v provide infor-
mation on the epidemic in Crete, Rodos, Zante, Corfu, Arta, Ioannina, Morea, and Athens, see
Detorakis 1971: 125.

39 Maltezou 1998: 178-179; Thomopoulos 1950: 465.

40  Kalafati 2003: 314.
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Between Byzantium and the West:
The Iconography of Franciscan Saints
in Post-Byzantine Icons

Aikaterini-Konstantina Kontopanagou

E:J’ A~ u’:l‘ j;

The current research topic is the dissemination of Western saints throughout
the Latin-controlled regions of the Greek-speaking post-Byzantine world.
Fundamental research questions include the artistic and social eclecticism
of Venice’s overseas possessions, the adoption of Western saints by Ortho-
dox Christian populations, and the spread of their veneration concerning
disease outbreaks.

St. Anthony of Padua is included in a group of Franciscan healing saints.
The epidemics, especially of bubonic plague, which ravaged Europe from
the 14™ to the 18" century, served to increase their veneration. Regardless,
his life primarily focuses on his philanthropic activities. The starting point
of this paper was an unpublished icon from a private collection in Western
Peloponnese (Greece). The icon exhibits the standard iconography of St. An-
thony. No painter’s signature survived.



St. George, St. Nicholas, the Relics of
St. Spyridon, St. Anthony of Padua -
East-West Intersection Points in an Icon
from the National Church Historical
and Archaeological Museum, Sofia*

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

Abstract: The icon came in Sofia from the town of Achtopol on the South coast of the
Black Sea. It is part of the collection of icons of the National Church Historical and
Archaeological Museum, Sofia. The origin of the icon, its icon-painter, and its commis-
sioner are unknown. Some details in the iconography of the saints, the religious, polit-
ical, and cultural context to which it could refer, lead to the assumption that it should
be executed in the 18" century and in the Ionian tradition. There is another hypothesis
that it was transferred to the Achtopol during a migration of the Greek population
from the Ionian Islands during the 18" or 19* centuries.

Keywords: Ionian Islands, Black Sea, Orthodox and Catholic relationships, policies'
impacts in icon-painting, idiosyncratic compositions

1 The present article is a part of the research project “The contribution of Ivan Goshev in the
foundation of the Iconography Department of the National Church Museum of History and Ar-
chaeology (research and documentation of archives and collections)”, supported by the Bulgari-
an National Science Fund (contract No. KP-06-H40/4/10.12.2019).

2 Tereza Bacheva, PhD, Assistant Professor at the Institute of Art Studies — Bulgarian Academy of
Sciences; working in the field of Byzantine and Post-Byzantine art, iconography of Roman saints, transi-
tions in the imagery between East and Wests. E-mail: tereza.bacheva@gmail.com
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In 1939 an icon from the town of Achtopol (Agathopolis) on the South

coast of the Black Sea became part of the collection of the National Church

Museum of History and Archaeology in Sofia (Fig. 1). The icon is not
preserved in its entirety. Along the lower part, where the icon-painter
may have left his signature, the layer of painting is ruined. Large frag-
ments are missing in the upper part, so that the integrity of two figures

is broken — as a result, the areas at the heads are destroyed up to the

wooden base. Surprisingly, all the inscriptions here are well preserved.
They are mixed, in Greek and in Italian. The leftmost is St. George — [O]

AT'TIOX | TEQPTIOX. - in military clothing and equipment. Beside him

is St. Nicholas — O [ATTOZ] NIKOI AAOZ. — with the bishops” vestment:
phelonion, omophorion, epigonation, holding a codex in his left hand

and blessing with the right. Next, is the monstrance of the relics of St.
Spyridon — [AEIJWANO TOY ATIOY | K(AI) BAYMATOYPI'<OY>
SITVPIAONOLX. The fourth figure on the far right is that of the Francis-
can saint Anthony of Padua - IL. S(A)N(TO) | ANTON[IO].

The composition is “hybrid’. The first two saints are depicted without
any deviation from the Orthodox tradition. The monstrance with the
relics of St. Spyridon follows a common model imposed in icons from
the 17" century onwards. Usually, these representations have a certain
realistic correspondence to the moments of the veneration of the saint
in the cathedral of the main city of Corfu?, dedicated to the patron
saint of the island St. Spyridon. Several times a year the sarcophagus
with the relics of the saint is taken out and stands on a bishop throne
at the entrance of the diaconicon. The relics, being transferred in the
late 15" century from Constantinople after the fall of the Byzantine
capitalt, have been preserved to the present days in the cathedral of
Corfu town since the ninth decade of the 16™ century, when the church
was built to house the precious body of the saint. Thanks to the relics
the island was said to be saved several times from famine, plague, and
Ottoman attacks. As a result, the cult of St. Spyridon grew to such an
extent that replaced almost entirely the cult of St. Arsenios, the patron
saint and first bishop of the island of Corfu, and spread to the neigh-
boring islands as well as the mainland, influencing the veneration of
the relics of many other saints°.

3 Fortini Brown 2016: 56.
4 Bakalova, Lazarova 2006: 437-439.

5 Fortini Brown 2016: 51; Erdeljan 2019: 74-77; Karalis 2021: 35-36. On the processions dedicated to
St. Arsenios see Nikiforou-Testone 1994: A-51 — A.53.



Fig. 1. St. George, St. Nicholas, the Relics of St. Spyridon, St. Anthony of Padua. National
Church Historical and Archaeological Museum, Sofia, 50x36 cm. Photo I. Vanev

Icons representing the saint’s relics first appeared in the second half of
the 17" century (Theodoros Poulakis (1670-1692)% Emmanuel Tzanes
(ca. 1675)7; loannis Karydis (1682)%, and others) and were widespread
among Orthodox pilgrims, as well as among the Catholics®. The rel-
ics of St. Spyridon could be as well part of compositions (Madre del-
la Consolazione, St. Mark and the Relics of St. Spyridon — Georgios
Chrysoloras, 18" c., the Byzantine and Christian Museum, Athens*), or
included in the scenes of the Life of the saint in vita icons (St. Spyridon
and Scenes from his Life — Nicholaos Kallergis, 1744, the Velimezis

6 Chadzidakis, Drakopoulou 1997: 312.
7 Chadzidakis, Drakopoulou 1997: 416.
8 Chondrogiannis 2006, 95-96.

9 In the 18" and 19" centuries many printed images of the relics of St. Spyridon began to spread
from Venice (Papastratos 1990: 289-292).

10 Chadzidakis, Drakopoulou 1997: 464, fig. 368.
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Collection). Some examples represent the relics of various saints (St.
Nicholas, St. Athanasios) (Fig. 2); St. Spyridon himself as a bishop™*
and the great saints of the Franciscan order St. Francis of Assisi and St.
Anthony of Padua (triptych originated from Corfu, late 17" c., Isabela
Stewart Gardner Museum, Boston).

From that point of view the appearance of St. Anthony of Padua next
to St. Spyridon on the icon from Achtopol is not at all surprising. The
Franciscan saint is depicted here in accordance to the Western models®,
with specific details of the iconography that relate to the late 16" and to
17"-century types. On the icon from Achtopol the saint is represented
as a tonsured boy with a golden nimbus, he wears the gray habit (tunic)
of a monk from the confraternity of Conventuals — this image prevails
in Western representations of St. Anthony from 16™ century onwards™.
In the left hand he holds a lily stalk, a constant element in the iconog-
raphy of the saint from the 17" centurys; in his right hand there is a
closed book (one of the earliest attributes related to the importance of
the saint as the first preacher of the Franciscan Order)™ upon which
the infant Jesus Christ as Salvator Mundi'7 stepped. In Western art,
from the second half of the 16™ century onwards, the representations
of St. Anthony with the infant Christ were very common, based on a
narrative from the Life of the saint according to which during prayer
he had a vision of Christ as a baby with radiating light'® (St. Anthony
of Padua - El Greco, 1580, Museo del Prado; Saint Anthony of Padua
with the Infant Jesus — Guercino, 1656, Bologna, private collection;
The Vision of St. Anthony of Padua — Bartolomé Esteban Murillo, 1656,
Cathedral of Seville, Chapel of St. Anthony of Padua, etc.). It is con-
sidered that the theme was influenced by the scene Virgin Mary with
the Child, favored by the Western painters in the 16" century, as well

11 Chatzidakis 1997: cat. No. 46, 346-353.
12 Erdeljan 2019: 100-104, figs. 22, 24, 25.

13 Since St. Anthony is not venerated in the Orthodox church, the image follows the Western
iconography, as is the case with some other Western saints (Bacci 2019: 289-290).

14 In contrast to those appeared in previous centuries, when the saint is usually represented as
an adult man (Mandach 1899: 30).

15 Mandach 1899: 58.
16 Acta Sanctorum 1867: 200-201; Mandach 1899: 159-160.
17 For the iconography of Salvator Mundi see Drandaki 2013: 109; Zollner 2021: 71-78.

18 Acta Sanctorum 1778: 729/24; Mandach 1899: 332; Huber 1947: 60-61.
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Fig. 2. Triptych with the relics of St. Spyridon flanked by
St. Nicholas and St. Athanasios (17* c.), unknown provenance,
at auction in lot-art.com [accessed 15.06.2023]

by the subject of the apparition of the Seraph before St. Francis®. The
theme of the vision of St. Anthony became dominant in the representa-
tions of the saint in the Western art, even acquired a “folk character”,
especially in the Italian art®. From the 17" century it is almost constant.
But the presence of the infant Jesus as Salvator Mundi is less common
in the depictions of the Franciscan saint.

St. Anthony owes his popularity both to the miracles of healings he
performed during his lifetime** and after his death*?, but he was re-
vered as the first great preacher from the Order of the Franciscans

19 Mandach 1899: 332.
20 Mandach 1899: 333.
21 Acta Sanctorum 1867: 216-220.

22 Acta Sanctorum 1867: 210-214, 221-230.
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and the first Franciscan Doctor of the Church®. The saint was known
in the East due to the influence of the Catholic Church, and especially
of the Franciscans, which had established many convents*. However,
it is possible that the fame of St. Anthony may have travelled beyond
the borders of the Catholic Church and the reasons for the appearance
of the saint in the works of Greek icon-painters could refer to a wider
context — social and political.

The mechanisms of adaptation of the Venetian rule to the social, cul-
tural and especially religious environment of the subordinate lands
created conditions for local impacts on different levels, and in the
17" and 18" in Corfu, the administrative center of the government
for the Ionian Island, these mechanisms took to a precedent that the
historical studies define as “local religion’*. The Venetians who easi-
ly accepted the local cults*, such as that of St. Spyridon during their
rule of Corfu from the 14™ to 18" century, adapted® them to their re-
ligious practices (the annual processions with his relics were actually
decrees of the governors of the island*®), but simultaneously, made
a successful propaganda to their own saints. St. Anthony was one of
the patron saints of the Republic: in 1652 Francesco Molino, doge of
Venice (1646-1655), received from the shrine in Padua part of the relics
of St. Antony on the occasion of the altar consecrated to the saint in
the Church Santa Maria della Salute in Venice®. That took place at a

23 Acta Sanctorum 1867: 200-204.

24 During the 16" and 18" centuries, on the Ionian Island three Franciscan orders had their
own convents — Order of the Friars Minors, the Observants, and the Conventuals (Hofinann
1936: 165-174).

25 Nikolaidis 2014: 155-156; Triantaphyllopoulos 1994: 20-22.

26 Nikiforou-Testone 1994: B-97 — B-98; Thomaidis 2017.

27 See Hofmann 1936: 167; Karapidakis 1992; Nikiforou-Testone 1994; Triantaphyllopoulos 1994: 20-
22; Nikolaidis 2014: 159; Erdeljan 2019: 97; Vlassi 2020: 22.

28 Nikiforou-Testone 1994: B-102; Thomaidis 2017: 6. On the religious processions in Corfu and
the influence of the Venetian tradition see Bakalova, Lazarova 2006: 446-448. For some parallels
with the transfer of the relics of St. Mark from Alexandria to Venice see Nikiforou-Testone 1994:
B-92 — B-100.

29 Acta Sanctorum 1867: 237-23. In 1652, the doge Francisco Molino made a vow on St. Antho-
ny’s relics for the favourable end of the war with the Ottomans, one which was fought along the
Adriatic coast and the islands under Venetian rule, especially Crete, which the Venetians had
held for a long time until 1669, when the island was finally taken by the Ottomans. The vow
would be renewed annually until the fall of the Republic in 1797 (Niero 1965: 78). Two decades
later, with the help of St. Anthony, there was a miraculous salvation from the plague that spread
among the Venetian army during the occupation of Castelnuovo (Niero 1965: 81-82).



very important time for the Republic, which waged war for the Crete
Island against the Ottomans and hoped for the heavenly intercession
of St. Anthony of Padua®. As with the other patrons of the Republic,
this cult was incorporated into the governance system, and depic-
tions of the saint appeared consequently in the official documents.
The figure of St. Anthony is represented repeatedly on frontispieces
of appointments of the Venetian governors (commissioni ducali), and
especially for the Eastern territories — in the governors” appointment
in Corfu and Cefalonia for example’* (Fig. 3, 4).

It is natural for the Venetians to impose the saints they venerated in

the territories under their authority>. This had not only a religious

but also a political meaning. For example, the miraculous salvation of
the island of Corfu during the Ottoman siege in 1716 both the Italians

and the Greeks attributed to St. Spyridon, but also to the patrons of
La Serenissima — Virgin Mary and St. Mark. Moreover, the signifi-
cant mark here is not only the salvation of Corfu, but those of Venice,
the kingdom of Naples, too, in other words, of the Christian world.
Although I do not have precise historical information involving the

heavenly intercession of St. Anthony himself in the repulse of the

Ottoman conquerors from the beginning of the 18" century, it could

be expected he had “intervened’ in these important events, bearing in

mind the importance of the saint’s cult in the policies of the Republic.
Hence, the interpretation here of the saint’s intercession should be in

direct analogy with the battles for Crete a few decades earlier, though

the Venetians lost the island.

The icon from Church Museum in Sofia seems relevant to the similar
religious and political background and most likely it was made on these
territories, i.e., the island of Corfu or in the areas under the Venetian
rule — the Ionian Islands, the Adriatic, or even Italy. The other icons
that are available today, which date from the late 17" and 18" centu-
ries, are also connected to this context and these territories. These are
usually small icons (single-part or triptychs), votive icons or intended
for prayers at home, a practice that was common among the Venetians,

30 For the Cretan War II see Anderson 1952: 148-184; Setton 1991: ch. V-VII.
31 For the depictions of the patron saint in the official Venetian documents see Szépe 2013.

32 For the infiltration of the St. Mark’s cult in the island of Corfu see Nikiforou-Testone 1994:
A-38 - A-41.

33 Nikiforou-Testone 1994: B-97 — B-98; Thomaidis 2017.
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Fig. 3. Commission of the doge Giovanni Corner Fig. 4. Commission of the doge Bertucci

for Vittore da Mosto III elected for capitano and Valier and Alvise Gritti elected for
provveditore of Corfu, 1715. Biblioteca del Museo ~ provveditore of Cefalonia. Venezia, Biblioteca
Correr, ms Classe III 119, c. 1v. del Museo Correr, ms. Classe ITII 1101, c. 1v.
Photo nuovabibliotecamanoscritta.it Photo nuovabibliotecamanoscritta.it
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and which was carried over into the Orthodox circles’. Besides, the
icon from the Church Museum in Sofia is also not large — 50x36 cm, and
in all probability, it had the same purpose. It differs from the rest by
being a syncretic, connecting ‘la maniera greca” and ‘la maniera latina’.

Unfortunately, the signature of the painter of the icon has not survived
(or it was never there at all), which would limit the hypotheses con-
cerning the place and the time when the icon was created. Obviously,
this is an artist who was well trained in both the Greek and the Western
manner of painting. Many details can be correlated with tendencies

34 Drandaki 2013: 112-113; Erdeljan 2019: 100-104; Voulgaropoulou 2019: 21; Voulgaropoulou 2020:
38. See also Bacci 2019 with historical remarks on the private devotional panels.



imposed by the Heptanese School* from the 18" century — the handling
of volumes and chiaroscuro, the marked striving for naturalism, the
Baroque interpretation of figures and elements, the coloring, etc. In
all likelihood, the icon was executed somewhere in the Ionian Islands,
most probably in Corfu, where, unlike in Zakynthos, not all the artists
switched to the Western way of painting in the 18" century.

If the stylistic features point to the 18" century, as a time when the icon
was probably executed, few historical events can be used as a frame-
work for the period in which it could have been made. The Ottoman
siege of the island of Corfu in 1716 should be the earliest date of the
creation, most probably in the next few decades after the attack and
the last intercession of St. Spyridon which took to the miraculous sal-
vation of the people of the island?”. And the latest year before which
the icon could appear is probably 1797, when the Venetians left the
island. After that there was a strong shift to the Roman Catholicism,
and the cult of St. Spyridon began to serve even as anti-Roman prop-
aganda®®. These circumstances rather exclude the hypothesis that the
icon could have been painted after 1797, since the idea of mutual pa-
tronage of Eastern and Venetian saints no longer existed. Therefore,
the year in which the icon was made could be placed in the middle or
in the second half of the 18™ century, when the echo of the aforesaid
historical event continued to resonate and reflected the practices of the
‘local religion’, while on the other hand the schismatic confrontation
was not manifested yet.

The religious and social status of the icon’s commissioner remains
unclear®. The circumstances surrounding the veneration of saints
traditionally associated with the Eastern or the Western Church cross
the boundaries between the Orthodox and the Catholic devouts more

35 Vokotopoulos 1990: «f3’; Triantaphyllopoulos 1994: 29-31; Milona 1998: 37-39. For the influences
of the Western art in the Ionian Islands forming the stylistic trends of the Heptanese School, and
the tendencies to secularization of the art see Kouria 2016.

36 Triantaphyllopoulos 1994: 30.

37 After the Ottoman siege of Corfu in 1716, a significant production of icons representing the
miracles of St. Spyridon and the salvation of the island with the intercession of the saint is ac-
counted. I. Bitha admits, however, that the theme was not necessarily created in Corfu, but also
in any of the other islands, cf. Bitha 1995: 164-165.

38 Nikolaidis 2014: 160-161.

39 The determination of the social and religious status of the commissioners of this kind of icon
is more often complicated (Triantaphyllopoulos 1994: 30; Voulgaropoulou 2020: 35-38).
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easily in the contact areas, making it impossible to definitively con-
clude, according to the tradition, whether the icon was commissioned
by a Catholic or an Orthodox. Generally, we can draw the hypothesis
easily here on the basis that these kinds of icons were commissioned
to Greek icon-painters from the Catholic communities — both monastic
and secular, intended for individual prayers, as well as like a habit to
collect objects of art*, mostly because of the presence of St. Anthony.

On the other hand, St. George is a particularly venerated saint in the
East, which gives us some reason to suppose that it is possible that
the commissioner was an Orthodox, although this statement is too
questionable, since this image could be related to a “personalization
of religious imagery”+'; the presence of St. Nicholas, as well — the
patronage of the saint in the maritime territories is generally sought
after (he is one of the most common saints in the icons with St. Spyri-
don’s relics). The same thing can be said about the monstrance of
the relics of St. Spiridon, just because of the fact that icons with the
monstrance were executed and spread over in a wide area, and as
mentioned above, such icons could be ordered by both Orthodox
and Catholic believers. Despite the fact that there is not a defining
condition to determine the commissioner of the icon from Achtopol,
the hypothesis of a possibly Orthodox commissioner cannot be com-
pletely abandoned. Especially considering the religious situation in
the territories under Venetian rules, the sharing of practices between
the two religions” denominations, the common marriages, the use
of Orthodox churches by the Catholics and of Catholic Churches by
the Orthodox#, even the taking of communion from Orthodox by a
Catholic priest*?, and of course the ‘borrowing’ of saints for their strong
apotropaic functions, etc., should be mentioned. But still, if there is
not precise information about the icon’s commissioning, technically
it could have been ordered by both a Catholic, and an Orthodox, yet
within the specific religious conditions established as a result of the
intersections of East and West.

The appearance of such an icon in a city on the shores of the Black Sea,
associated with locally defined parameters of cults, specific themes

40 Voulgaropoulou 2020: 38.
41 Bacci 2019: 285.

42 Erdeljan 2019: 97.

43 Nikolaidis 2014: 159.



within a limited perimeter is, of course, unusual. Achtopol was one of
the important ports on the South coast of the Black Sea between the
16™and 19™ century#. There was a predominantly Greek population
there, and the town flourished due to the import and export of goods
to and from the cities on the Black Sea and the Mediterranean*. Some
of the historical records indicate that in certain periods the Ottoman
authorities imposed restrictions on the maritime trade*, affecting
specifically the Italian merchants who controlled a large part of the
maritime imports and exports in the Black Sea area, whereby they
had to withdraw, and left as their successors the Greeks originating
from the Greek estates of the Italian republics — the islands of Chios,
Crete, the Ionian Islands later. Consequently, there was a migration
of Greek population from these islands to the Black Sea port cities. In
the 18" and 19" centuries this process continued*. Therefore, it can be
assumed — hypothetically anyway — that the icon came here from one
of the aforementioned estates, purchased from a maritime trader or
brought in Achtopol during the migrations of population either in the
18" or in the 19" century, respectively by its first owner or by his heirs.
Likely, it was used as a household icon or was ex voto icon in some
of the private chapels in the city. There is a lack of historical archives
before the 20" century. The Greeks left Achtopol in 1914%. And the city
was almost destroyed by fire in 1918. Therefore, there were reasons
for the icon to be removed, probably several times — from the home of
the family that owned it, from one of the family chapels* to which it
was perhaps donated to a safer place during the fires* that destroyed
many buildings inside and outside the fortified city of Achtopol.

44 Gorov 1957: 25; Shterionov 1999: 187-189.
45 Dalopchiev w.y.: 33; Shterionov 1999: 27-29.

46 During the period between the 16" and 17" centuries, in accordance with the Ottoman leg-
islation, commercial activity was carried out in a very wide range of different goods. Some ac-
counts indicate trade with the Ionian Islands (Dolapchiev w.y.: 36; Shterionov 1999: 183).

47 See Shterionov 2009: 38, 41, n. 157; 81-82.

48 Hatzigeorgiou 1963: 361.

49 Hatzigeorgiou 1963: 371.

50 In a letter to the Metropolis of Sliven from 1918, the priest Stamat Raykov reported that
after the fire from 10 October of the same year, only 23 houses, 1 school and 2 chapels remained
standing, in which 264 families took shelter (1A — Causen, ¢. 44K, o1. 1, a.e. 19, 4. 168 p.). In the

middle of the 20™ century, after the scientific expedition in the Strandzha mountain, A. Vasiliev
and A. Gorov reported two surviving churches in Achtopol (Vasiliev 1957: 257; Gorov 1957: 25).
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St. George, St. Nicholas, the Relics of St. Spyridon,
St. Anthony of Padua — East-West Intersection Points
in an Icon from the National Church Historical and
Archaeological Museum, Sofia

Tereza Bacheva

@ ,5',3' x.f.'.;:_.'_:-..\c :/3

The icon entered the National Church Historical and Archaeological Muse-
um in 1939. According to the museum’s inventory it was transferred from a
monastery of Achtopol dedicated to St. Marina, for the existing of which no
data can be found. The icon represents four saints — St. George, St. Nicholas,
the relics of St. Spyridon in a sarcophagus, and the Franciscan St. Anthony
of Padua. The selection of the saints is unusual for the Orthodox tradition
and therefore it may be assumed it was executed in the areas of interactions
between Catholicism and the Orthodoxy. Some hypotheses about the com-
position of the icon are put forward, and an attempt is made to trace the
political impact on the cults in the territories ruled by the Venetians. Some
arguments are given for the dating of the icon, as well as its supposed origin.
Furthermore, since there is no record of how exactly the icon ended up in
Achtopol, the only hypothesis that can be derived here is based on evidence
of migrations of Greek populations from the Ionian Islands under political
and economic conditions affecting maritime trade in the Black Sea area.



An Icon of the “Immaculate Virgin”
on an Inverted Crescent (1865)

in the Chryssopigi Monastery, Canea,
Crete: A Hidden New Meaning

of an Old Allegory?
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Abstract: The “Immaculate Virgin” (1865), in the Chryssopigi Monastery, Canea, paint-
ed and donated by Georgios Koutsoukakis, depicts a seated Virgin holding Christ and
stepping on an inverted crescent moon and a serpent. Its indirect prototype, labeled
“The Lady of the Angels”, was created by Ioannis Frangopoulos (1841), inspired by a re-
lief on the facade of the homonymous church in Zakynthos, and by the Catholic devo-
tional imagery of the “Immaculate Conception”. The diffusion of this peculiar iconog-
raphy in Ottoman Crete since 1840’s through the painter Antonios Vevelakis (copied
by Koutsoukakis), possibly indicates its re-interpretation as an anti-Ottoman symbol.

Keywords: iconography, Virgin Mary, Apocalypse, Immaculate Conception, Christian
symbols, 19t c. paintings, religious prints
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The icons of the iconostasis of the Holy Patriarchal and Stavropegic
Monastery of Chryssopigi (Xpvoomnny), dedicated to the Virgin
Life-Giving Source and founded in the 16! century on the outskirts of
Canea, Crete?, are associated with Mishail Marmarakis (1818-1869)>.
Mishail, bishop of Kydonia (the ancient name for Canea) from 1859
up until his death and formerly an abbot of the Chryssopigi, played
a key role in the large-scale renovation of the catholicon, including a
new iconostasis and two lateral chapels. The icon titled The Immacu-
late Virgin (H AMOAYNTOX [IAPOENOZ, dimensions 92,5x60 cm)
has been placed on the iconostasis of the southern chapel, dedicated
to St. Catherine (Fig. 1).

The icon represents Virgin Mary seated among clouds and lovingly
holding Christ Child’s left hand. Christ is depicted with an upward
gaze and holds the heavenly sphere, rested on his knee, with his right
hand. The Virgin’s right foot is ostentatiously placed on the head of a
black serpent with ears, resembling to a dragon and biting an apple.
The monster is coiled around an inverted crescent moon, which serves
as a pedestal for the Theotokos’s left foot (Fig. 2). On either side of
the Virgin’s head, two small-scale Renaissance angels with flowing
green tunics and golden robes are depicted in a contrapposto stance
(Fig. 3); they hold an unfolded band, in the form of a triumphal arch,
bearing a verse of the Akathist: XAIPE OTI YIIAPXEIX BAXIAEQZX
KA®EAPA, XAIPE OTI BAXTAZEIX TON BAXTAZONTA TIANTA
(Rejoice, for you are the throne of the King; Rejoice, for you hold him Who
sustains everything®). A total of twelve putti, ten of them in pairs, are
scattered between the clouds.

The dedicatory inscription, written with calligraphic minuscules on
an open scroll, folded in the edges, is painted below the dragon and
mentions the name of the iconographer, who is also the donor:

Aénotc Twv 60vAwv TN¢ xapnto oov Aéomowa 'ewpyiov Kovtoov-Ikaxn
kai e Zvupiac avtov AyyeAikoc. dia uvnuoovvov avl[ne kat] tov
TFovéwv €toc 1865. [¢]lpyov k(atl) apirépwua Tov 1dtov (Supplication of
the servants of your Grace, Our Lady, Georgios Koutsoukakis and his spouse

2 Psilakis 1993: 255-293; Proskeneétario 2006; Nikolakakis 2020a, 38-39, 93-95 and passim; Nikolakakis
2020b; Nikolakakis 2020c.

3 Psilakis 1993: 275-276; Railakis Vranas 2009: 39-40.
4 Acathist Hymn, English translation: https://www.goarch.org/el/-/the-akathist-hymn-and-small-
compline [accessed 11.12.2023].



Fig. 1. Georgios Koutsoukakis, “The Immaculate Virgin” (1865).
Holy Patriarchal and Stavropegic Monastery of Chryssopigi, Canea, Crete.
Photo 1. Vitaliotis

Metamorphoses




Fig. 2. “The Immaculate Virgin” (1865). Detail. Holy Patriarchal and Stavropegic
Monastery of Chryssopigi. Photo L. Vitaliotis

Fig. 3. “The Immaculate Virgin” (1865). Detail. Holy Patriarchal and Stavropegic
Monastery of Chryssopigi. Photo L. Vitaliotis



Angeliko for her commemoration and that of the parents, in the year 1865.
A work and offering of the above person).

The lower part of the inscription has been covered by a later repaint
in the form of a narrow frame. The icon has not yet been restored.

The form of the name of the donor’s wife, Angeliko (AyyeAik®), used
to be common in vernacular Greek of Crete and the Cyclades. Kout-
soukakis is not included among the known Cretan iconographers and
the “Immaculate Virgin” seems to be the only icon painted by him
for the Chryssopigi. Let us add that in the 19™ century his surname
is found in the district of Canea®.

The “Immaculate Virgin” has been rendered in a naturalistic and
rather naive style, similar to that of Western engravings®, while the
Post-Byzantine tradition is resounded, apart from the iconography, in
the schematized facial features of Mary and the Christ. A third stylistic
component is the impact of the academic religious painting, which
style in the Greek Orthodox world since the 1840’s, mainly through
the, then new, School of Arts of Athens. Our icon is therefore a token
of a “mixed” and eclectic style, which is very common, in a multi-
tude of forms, in the Orthodox communities of the Balkans during
the 19t century?. Compared with the contemporary icons created for
the Chryssopigi by Emmanuel Tripolitakis and his workshop?, the
“Immaculate Virgin” seems even more distanced from the Post-Byz-
antine tradition.

This peculiar icon is not a hapax in Crete. The hitherto unknown im-
age appears for the first time in the Preveli Monastery (1845-1850).
It is titled The Lady of the Angels (H KYPIA TQN AITEAQN) and is
signed by Antonios Vevelakis (1819-1914)%, an extremely productive

5 Psilakis 1993: 242 (donation of kyr Giannios Koutsoukakis to the Tzankarolon Monastery,
1848). I thank Denise-Chloe Alevizou for sharing this information with me.

6 On Post-Byzantine painting and engravings see Rigopoulos 1998; Tourta 1999; Rigopoulos 2006;
Bonovas 2009; Tsimboukis 2013; Vassilaki 2015; Kuyumdzhiev, Moutafov et al. 2018; Stosi¢ 2019; Vitali-
otis 2020 (with further bibliography).

7 Graikos 2011; Georgiadou-Kountoura, Graikos 2013; Graikos 2013. Especially on 19t century icon
painting in Crete see Alevizou 2013; Graikos 2022.

8 The work of Cretan iconographer Emmanouil Tripolitakis remains unpublished; cf. Alevizou
2010: 59, . 62.

9 Kamilakis 2020: 285, No. XIV. On Antonios Vevelakis: Drandakis 1992; Kamilakis 2003; Alevizou
2010: 49-57; Kamilakis 2020; Kamilakis 2023. On the "Lady of the Angels" painted by Vevelakis see
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Fig. 4. Antonios Vevelakis (attr.),
“The Lady of the Angels” (1888),
donor hieromonk Paissios Kounelis.
St. John the Theologian Monastery,
Aptera, Crete. Photo I. Vitaliotis

Fig. 5.

The enthroned
Virgin with Christ
Child (1687).
Church of

the Lady of

the Angels,
Zakynthos.

Photo archim.

D. Lykogiannis




iconographer from Rethymno and heavily inspired by Western prints.
Vevelakis reproduced the same image at least eight times (Fig. 4). He
is not its creator, nonetheless: he copied an 1841 icon by Ioannis Fran-
gopoulos, originated from Zakynthos, who had painted the “Lady of
the Angels” for the village of Potamia, in Naxos™. Antonios Vevelakis
had sojourned as a refugee on that island, as his daughter went to the
Ursuline School located there, but also in Tenos and Syros, two other
islands of the Cyclades being home of a large Catholic community.
The same model was chosen by Ioannis Stathakis, in 1882, for the
Arkadi Monastery, following its restoration after the Cretan Revolt
of 1866-1869"".

For his rather innovative “Lady of the Angels” Ioannis Frangopoulos
was most likely inspired by a sketch, supposedly kept in his personal
archive, of the provincial baroque relief on the western facade of the
homonymous church in the town of Zakynthos (1687)* (Fig. 5). The
characteristic long neck of the Virgin, Christ’s upward gaze, the fly-
ing angels and the putti, are all motifs found in Frangopoulos” alleged
template, contrary to the crescent and serpent complex, which are his
additions. In his “Immaculate Virgin” Georgios Koutsoukakis, albeit
the change in the title, has appropriated ad verbum the same “Lady
of the Angels”, as it was reproduced in Crete by Antonios Vevelakis.
Koutsoukakis probably used an anthivolon. At the same time, the flaws
in design, evident, among others, in the clumsy rendering of Christ’s
face, indicate that Koutsoukakis was not a master iconographer: he
might even be an amateur painter, though a skilled one.

Apparently, the Chryssopigi icon is related to the allegorical image of
the “Woman on the Crescent” surrounded by twelve stars, based on
the Book of Revelation (12.1-2): “And there appeared a great wonder
in heaven: A woman clothed with the sun, and the moon under her
feet, and upon her head a crown of twelve stars. And she being with
child cried, travailing in birth, and pained to be delivered”*>. The
original exegesis of the vision refers to the Woman as the symbol of

Kamilakis 2020: 456-457, fig. 54-55, 58-59, 60.
10 Kamilakis 2020: fig. 59a.
11 I thank Denise-Chloe Alevizou for sending me a photo of the icon.

12 On the church of the Lady of the Angels see Konomos 1967: 76-77. Archimandrite Dionys-
ios Lykogiannis, an expert in religious painting in Zakynthos, has informed me that he has not
found any painting on the island signed by Ioannis Frangopoulos.

13 Revelation 12.1-3, KJB.
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the Church. However, according to an alternative interpretation, first
set forth about 8oo by Alcuine of York, the Woman is none other than
the Virgin Mary™.

Although the repercussion of this Mariological interpretation becomes
obvious in Medieval and Early Modern illustrations of the Revela-
tion”, a deliberate ambiguity in the symbolism of the Woman, rep-
resented as the Regina Coeli, should not be ruled out*. Anyhow, the
dramatic picture set forth by Revel. 12.3-6, namely how the Woman
and the Child were chased by the “great red dragon, having seven
heads and ten horns”*7, becomes an ideal illustration of the persecut-
ed Church of the Latter Days*. It is in this context that the “Woman
on the Crescent” is found in Post-Byzantine cycles of the Apocalypse
on Mt. Athos", based on imported paradigms, such as the Albrecht
Diirer’s woodcuts (1498)*.

It was Diirer again, followed by other artists of the Early Northern
Renaissance, that explicitly depicted the Virgin with Christ Child
standing or sitting on the crescent*' (Fig. 6). However, as early as the
14 century, such images and statuettes had appeared in the German
countries and in French Brittany*?, while later they migrate to Nor-
mandy and Spain®. The seated “Virgin of the Apocalypse” has been

14 Resseguie 1998: 121-123 (the Dragon), 142-145 (the Mother); Painter 2002: 561. On the
Mariological interpretation of the Revel. 12.1-6 see Lobrichon 1996: 407-439; Baron 2011: para. 16;
Derbes 2016: 966, n. 38.

15 De Winter 1983: 406. On the iconography of the Revelation in the Middle Ages, in general, see

De Winter 1983; Emmerson & McGinn 1992: 105-292; Derbes 2016. Concerning the illustration of the
Apocalypse in Early Middle Ages see Palmer 2014.

16 Willoughby 1940: 375-390. Cf. the Mc Cormick Greek Apocalypse (Chicago MS 931, 17" c.),
where the Child of the Woman bears a cruciform halo and lays in a manger (Willoughby 1940:
PL. XXXVI).

17 Revelation 12.3-6, K]B.
18 Baron 2011: para. 16.
19 Tsimboukis 2013.

20 Perrig 1987; Price 1994; Hall 1996; Kriiger 1996; Campbell Hutchison 2000. Cf. also: https://www.
jstor.org/action/doBasicSearch?Query=durer-+crescent+tmoon.

21 Hall 1996: fig. 13, 16. Cf. also: https://www.metmuseum.org/art/collection/search/428012 (The
Metropolitan Museum); https://www jstor.org/stable/community.27024141 (Museum of New
Zealand); https://lucascranach.org/en/DE_BStGS_6276/ (Staatsgalerie im Schloss Johannisburg,
Aschaffenburg) [accessed 11.12.2023].

22 Cf. the “Woman of the Apocalypse” by the Circle of the Master of the Amsterdam Cabinet,
1480--1490: The Metropolitan Museum -- Cloisters, https://www.metmuseum.org/art/collection/
search/469862 [accessed 11.12.2023].

23 On Spain: Stevens-Arroyo 1998; Herndndez 2019. On Normandy: Fournée 1953; Baron 2011; Riv-
iale 2011.



apparently inspired by
the 14™-century Italian
Madonna dell’Umilta.
Another variant of the
same devotional image-
ry is the “Nursing Ma-
donna” (Virgo Lactans)
on the crescent, created
by the Spanish painter
Lloreng Saragossa (late
14 ¢.)® and reproduced
by Diirer for Das Ma-
rienleben (c. 1510/11)%.
The “Virgin of Guadelu-
pe”?, as well as numer-
ous paintings, sculptures
and engravings by 17
and 18-century Europe-
an and Mexican artists?®,
may be regarded as a pic-
torial commentary of this
Marian (re)interpretation
of Revel. 12.

Fig. 6. Albrecht Diirer, “The Virgin and the Child
standing on a Crescent moon” (1508).

The Cleveland Museum of Art. Photo credit https://
www jstor.org/lecommunity.24604507

24 Cf. the seated “Virgin of the Apocalypse” by Diirer: The Cleveland Museum of Art, https://
www jstor.org/stable/community.24604666 [accessed 11.12.2023]. On the “Madonna of Humili-
ty”: Meiss 1951: 132ff.; Polzer 2000 (with further bibliography). A church dedicated to the Madonna
dell’Umilta was erected by the Jesuits in 16" century Venice (Lillywhite 2018).

25 Gomez Frechina [2019]: fig. 44; https://es.m.wikipedia.org/wiki/Archivo:Workshop_of_Llo-
reng_Saragossa_-_Altarpiece_of_the_Virgin_Suckling_the_Child,_Saint_Clare_and_Saint_An-
thony_the_Abbott_-_Google_Art_Project.jpg [accessed 11.12.2023].

26 The Cleveland Museum of Art, https://www jstor.org/stable/community.24604686 [accessed
11.12.2023].

27 On the Immaculate Conception and the inculturation in Mexico see Stevens-Arroyo 1998: 52-
54; Mong 2018; Granziera 2019.

28 We will limit here to name but a few artists having painted either the “Virgin of the Apoca-
lypse”, holding Christ Child, or the “Immaculate Conception” (either with or without the Child):
the painters Francisco Pacheco, Velazquez, Zurbaran, Murillo, Guido Reni, Gianbattista Tiepolo,
Miguel Cabrera, Juan Patricio Morlete Ruiz, Miguel Vallejo, the printmakers Jacques Callot and
Frangois de Poilly, the sculptors Ignaz Giinther and Johann Pieter Wagner. See also Derome 2019;
Granziera 2019: 469-477; Herndndez 2019.
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Fig. 7. Johann Peter Alexander Wagner and his
workshop (attr.), “The Immaculate Conception” (c.
1765). The Cleveland Museum of Art. Photo credit
https://www.clevelandart.org/art/1963.674#
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Fig. 8. “The Miraculous Medal”, “Christ with the Holy Women”. Catholic devotional
images, 19™ century, France. Inv. No. D 996.1.797 B. Photo credit https://www.pop.
culture.gouv.fr/notice/joconde/Mo537000812 [accessed 11.12.2023]
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The title “Immaculate Conception” given to the above Baroque paint-
ings is a direct allusion to the dogma of the same name, which, though
not institutionalized yet, was gaining popularity in Southern Catho-
lic Europe®. This new tendency in theological thought resulted in a
meaningful change in iconography: the seven-headed dragon was re-
placed by a giant snake coiled around either a crescent, or a full moon,
and biting an apple. The latter is a literal illustration of Genesis 3,1-4
(“the fruit of the tree which is in the midst of the garden”*)>" (Fig. 7).
Through engravings this image reached the Orthodox East, though
deprived of its typically Catholic theological implications. Such a

token is an 1820 icon by Georgios from Selitsa (Greek Macedonia)>.

A new impetus to the above imagery is given after the visions of
Catherine Labouré, in the 1830s, in the convent of Francis de Sales
in Paris, rue du Bac. Thousands of medals and prints of the Médai-
lle miraculeuse were circulated soon afterwards® (Fig. 8), a devotion
apparently favored by the 19t century Catholic Revival in France.
Thanks to the proclamation by Pius IX of the dogma of the Immac-
ulate Conception (1854), the latter became one of the most favorite
Marian subjects®. It is useful to remind that the conception of Mary
without the Original Sin never became a part of the teachings of the
Eastern Orthodox Church3®.

Georgios Koutsoukakis, like Frangopoulos, had most likely seen such
devotional prints. This explains the “correction” of the original title

29 On the doctrine of the Immaculate Conception and its official proclamation: Mitchell 1954;
O’Connor 1958; Prosperi 2007; Nwatu 2009; Adams 2010; Alvarez 2016; Fastiggi 2019.

30 Genesis 3,3, KJB. In the “Lady of the Angels” in the Aptera Monastery (1888), also attributed
to A. Vevelakis, the serpent is biting a fig (Fig. 4).

31 Genesis 3,3, KJB. See Levi D’Ancona 1957; Ostrow 1996; Baron 2011, para. 14-19; Blake Mcham
2016; Galizzi Kroegel 2017. Interestingly, in the “Lady of the Angels” in the Aptera Monastery
(1888), attributed to A. Vevelakis, the serpent is biting a fig (Fig. 4).

32 Unpublished icon. Courtesy of Dr Theocharis Tsambouras, Hellenic Minsitry of Culture. For
the diffusion of the image of the Immaculate Conception in Orthodox Slavic countries, namely
in Ukraine, Northern Serbia and Bulgaria (18" — 19" c.), see Genova 2014 (I thank my colleague
Margarita Kuyumdzhieva for indicating to me the above article).

33 Polistena 2012; Carminati 2018; Carminati 2019.

34 Cholvy 1997: 135-138; Boss 2019.

35 Cf. the fresco of the Proclamation of the Dogma of the Immaculate Conception by Francesco
Podesti (1859-1861), https://m.museivaticani.va/content/museivaticani-mobile/en/collezioni/mu-
sei/sala-dell-immacolata/francesco-podesti--proclamazione-del-dogma.html [accessed 11.12.2023],

and the painting by Ferenc Szoldatits (1820-1916) https://en.wikipedia.org/wiki/Woman_of_the_
Apocalypse#/media/File:Woman_Apocalypse_Hungary jpg [accessed 11.12.2023].

36 Duoornik 1958; Romanides 2002; Louth 2019.
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“The Lady of the Angels” of the Frangopoulos — Vevelakis’ synthesis.
Still the epithet “the Immaculate” (7 AuoAvvtog) is not innovative in
Crete: it had been adopted by the Cretan School as early as the 15t
century, but it was associated with the Mother of God in bust holding
Christ, most commonly the Virgin of the Passion?.

A story related with 16 c. Venice is quite suggestive of the “secular”
connotations of the “Woman of the Apocalypse” in reference to a
public not familiar with academic theology. In 1560 Francesco and
Valerio Zuccato executed, among other mosaics in San Marco, a panel
inspired by Revel. 123, In September 1573, a member of the millenarial
sect of Benedetto “Corazzaro” (“the armorer”), summoned before the
Inquisition, interpreted the then new mosaic as follows: “that woman
has twelve stars, signifying the twelve apostles, and the sun signifies
the Holy Spirit, and the moon under her feet indicates that she will
dominate that lord who carries the moon as his banner, that is, the
Turks”; as for the dragon, “it represents Martin Luther and the Turk”.

Apparently, that Venetian common man was not the only one holding
this view and in cases like this it becomes difficult to separate popular
beliefs from scholar theology: the exegetical tradition associating the
“Turk” with the Antichrist is a well-attested fact, both in the Catho-
lic West and in the Orthodox East after the fall of Constantinople#.
Thus, the commemorative tableau created by Tintoretto (c. 1582) for
the Doge’s Palace and representing doge Pietro Loredan before the
Virgin, is a repercussion of the Zeitgeist: the monstrous black snake,
whose tail is visible on the left side, is probably a metaphor for the
Ottomans adversary+.

37 Mbormboudakis 1993: No. 139 (Hodegetria dexioukratousa, Toplou Monastery), No. 7 (Virgin
of the Passion, Hermitage Museum). The same iconographic type is rarely accompanied by the
epithet “The Lady of the Angels” (1) Kvpia tov AyyéAwv; see Drandakis 1951).

38 Merkel 1994: 136, fig. 131.

39 Paul 2011: 83-85.

40 Argyriou 1982: 17-25; Schnapp 2017: 202-210; Green-Mercado 2020. On Greek apocalyptic liter-
ature under the Ottoman domination, see Argyriou 1982.

41 Paul 2011: 86-87. Cf. a woodcut depicting the Holy League attacking the Turkish Dragon
(1570) in Paul 2011: 77, fig. 4.4. See also Harper 2011. On the commemorative paintings of the
Palazzo Ducale see Wolters 1987.



Fig. 9. Jacques Callot,

“The Immaculate Conception”
(1607-1611). Princeton University Art
Museum.

Photo credit https://artmuseum.
princeton.edu/collections/
objects/45742 [accessed 11.12.2023]

Conclusions. The conceptual change of the Chryssopigi “Immaculate Virgin”

Before concluding, let us take a brief look at the “genealogical tree” of
the “Immaculate Virgin”. In early 1840’s Ioannis Frangopoulos created
a new variant of the enthroned Virgin with the Child, inspired from
a 17t century relief on the fagade of the Lady of the Angels Church,
in his native island of Zakynthos, and fusing it with the Immaculate
Conception; he borrowed, namely, from the latter the crescent and
the serpent biting the fruit. The fact that this Catholic imagery is de-
rived from the “Virgin of the Apocalypse” might have favored the
reception of Frangopoulos’ novelty by the Greek Orthodox milieu, its
theological implications going unnoticed. This iconographic amalgam,
aptly labeled “The Lady of the Angels”, was copied soon afterwards
by the Cretan icon painter Antonios Vevelakis. As for its 1865 replica
by Georgios Koutsoukakis (a Vevelakis” disciple, or, probably, just
an imitator), the change of the original title might be a proof of the
artist’s acquaintance with the “Immaculate Conception”. In any case,
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Fig. 10. The war flag of the island of Hydra (1821): the Cross and the inverted Crescent.
National Historical Museum, Athens. Photo credit https://nhmuseum.gr

the choice of such an image for an Orthodox church is indeed peculiar.
Furthermore, the fact that the crescent is inverted is thought-provok-
ing, given that the latter is mainly found in a few 17t — 18 century
devotional paintings** (Fig. 9).

The relative popularity of the “bizarre” Cretan “Virgin of the Apoc-
alypse” (at least ten icons in the western part of the island between
1840’s and 1880’s) could be elucidated by the historical context. En-
couraged by the Tanzimat Reforms, especially after the Crimean War
(1853-1856), the Greek Orthodox Cretans had high hopes for equality
with their Muslim fellow citizens, while their ultimate goal remained
the union with their “mother country”#. It is fascinating that Kout-
soukakis’ sacred offering was painted on the eve of the Cretan Revolt

42 Cf. the “Immaculate Conception” by Francisco Pacheco, https://commons.wikimedia.org/
wiki/File:Inmaculada_con_Miguel_del_Cid,_de_Francisco_Pacheco._(Catedral_de_Sevilla).jpg)
[accessed 11.12.2023], and by Carlo Maratti (Whitaker, Clayton 2007, No. 149).

43 On Crete between 1830 and 1898, see Kalliataki Mertikopoulou 1984; Malandri 2015: 29-50 (with
further bibliography).



(1866-1869)*, which ended up as an insurrection of national character.
Let us add that one of the preliminary gatherings of its leaders took
place in Hagia Kyriaki, a metochion of the Chryssopigi*.

Taking everything in account, the Chryssopigi “Immaculate Virgin”
is an instructive example of mutation in the symbolism of an image.
As seen above, as early as the 16 c., the crescent had often been taken
for granted to symbolize the “Turk”. If the connection of the “Woman
on the Crescent” with the aspiration of a final victory over Islam was
prevalent in Early Modern Europe, we can assume that this would have
been, to an even greater extent, the case in 19t century Ottoman-ruled
Crete. It is not a coincidence that the inverted crescent with the snake
is also found on an 1871 icon of the Theotokos Life-Giving Spring
from the Rethymno county, a work by priest Nikolaos Kounoupas+.

It was not the first time in popular Greek imagery that the inverted
crescent was a veiled illustration of the defeated Ottoman, as it shown
by the war flag of the revolted Greek island of Hydra (1821) (Fig. 10).
Shortly before Vevelakis’ death, in 1912, the Sultan was depicted as
a serpent in a propaganda lithograph, labeled “The Balkans against
the Tyrant”#. In other words, a variant of the “Immaculate Concep-
tion”, fittingly renamed “The Immaculate Virgin” by an Orthodox
Cretan iconographer, was taken out of its original context and put
at the service of the national aspirations of the Greek population of
his native island.

In this short study we put forth yet another example illustrating the
well-known quality of iconography to overstep geographical borders,
and even denominations. At the same time, as is the case with the “Im-
maculate Virgin”, the Christian imagery, during its journeys, encoun-
ters surprising metamorphoses, both morphological and conceptual.

44 Bourne 1956; Tomadakis 1966; Mamalakis 1983; Stavridis 2013; Malandri 2015: 51-86; Papanastaso-
poulos 2017; Nikolakakis 2020c, 25-52.

45 Mamalakis 1983: 46-53. On Hagia Kyriaki see Psilakis 1993: 290.
46 Unpublished icon. I owe thanks to Denise-Chloe Alevizou for bringing it to my attention.

47 National Historical Museum, Inventory ID 4951-1. https://nhmuseum.gr/images/sylloges_
mouseiou/12693_5378_400_499.jpg [accessed 11.12.2023].
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An Icon of the “Immaculate Virgin” on an Inverted
Crescent (1865) in the Chryssopigi Monastery,
Canea, Crete: A Hidden New Meaning
of an Old Allegory?

loannis Vitaliotis

KL’ A~ u/n,\ O

The icon of the “Immaculate Virgin” (1865) in the Chrysopigi Monastery,
Chania, painted and donated by Georgios Koutsoukakis, depicts the Vir-
gin seated with Christ Child; she is surrounded by clouds and putti and is
stepping on an inverted crescent moon and a serpent biting an apple. Its in-
direct prototype, labeled “The Lady of the Angels”, was created by loannis
Frangopoulos (1841), inspired by a relief on the facade of the homonymous
church in Zakynthos, and by the typically Catholic devotional imagery of
the “Immaculate Conception”. The fact that the latter has been based on the
“Virgin of the Apocalypse” might have favored the reception of this icono-
graphic amalgam by the Greek Orthodox milieu. The diffusion of this image
in Ottoman Crete since 1840’s through the painter Antonios Vevelakis (who
was copied by Koutsoukakis), might indicate its re-interpretation as an an-
ti-Ottoman symbol.



IIpesbriabuieHNs Ha eaHa AeTeHjaa
Reincarnations of a Legend

Meanxa I'epeosa’

Mncmumym 3a uscaedeare Ha uskycmeama
Bovazapcxa axademus na nayxume

Abstract: The text presents legends of miraculous icons in five monasteries in the Plov-
div diocese — Bachkovo Monastery, Sopot Monastery ,, Ascension of Christ”, Kaloferski
Monastery, Krichim Monastery ,Dormition of the Virgin Mary”, Perushtenski Monas-
tery ,,Sts. Theodore Tyrone and Theodore Stratilat”. The legends have similar elements:
the icon moves by itself and chooses a place to settle, which in most cases leads to
the construction of a monastery; liturgical processions are made with the icon; healing
springs are present everywhere. Although there are some variations, it can be conclud-
ed that the legendary story of the Bachkovo miracle-working icon was a prototype for
the others that arose with the desire to ensure the prosperity of the monastery.

Keywords: miracle-working icon, monasteries in the Plovdiv diocese, print of Sopot
Monastery “Ascension of Christ”

AobcrpakT: ITpeacTaBAaT ce aereHAM 3a UyAOTBOPHU MKOHM B IIeT MaHacTupa B I110B-
aubcka enapxus (baukosekn, Conorcku ,Brsnecerne Xpucroso”, Kazodpepcku Mbx-
ku, Kpmanmckn ,Ycnenne boropoamuno”, Ilepymencku ,Cs. Teogop Tupon n cs.
Teogop Crpatnaar”), KOUTO UMaT CXOAHU eAeMeHTH: UKOHaTa ce MPUABIKBA caMa U
1301pa MAICTO, KbAETO 4a Ce yCTaHOBM, KOETO B IIOBEUEeTO cAydau 40BeXAa 40 IOCTPo-
sIBAHETO Ha MaHACTMP; C MKOHATa Ce TPaBAT AUTUITHI ITIeCTBIS; HaBCAKbAE IIPUCHCTBAT
AeyebHN n3BOpK. Makap 4a MMa M3BeCTHM BapMaHTH, MOXe Ja Ce 3aKAI04ul, 9e AeTeH-
AapHaTa uctopus Ha baukosckaTa 4y 40TBOpHa MKOHa e 611.4a ITPOTOTHII 3a OCTaHaAMTe,

BB3HMKHAAU C J)KeJaHVe 3a OCUTypsBaHe IIpOCIepuTeTa Ha odureara.

Karouosu AYMI: 1yAOTBOPHA INKOHA, MaHACTPU B HAOBAI/IBCKa erapxul, maMiia Ha

Comnorckus MaHacTup ,,Bbrsnecenne Xpucroso”

1 DSc Ivanka Gergova is a Professor at the Institute of Art Studies, Bulgarian Acadenty of Sciences, Corre-
sponding Member of BAS, working in the field of Bulgarian and Balkan Orthodox art (15" — 19" centuries).
E-mail: v.gergova@yahoo.com

(319
N



320 )1

baukosckaTa 4ys0TBOpHa MKOHa Ha boropoauiia e Haii-crapaTa rmo4n-
TaHa 11 AHec B ObArapckmTe 3eMu MKoHa Ha boxumsara maiika®. Heitamsr
ernter HBAAXEPNIQTIZA, nosTopeH u BbpXy cpeObpHIs OOKOB?,
II0ACKa3Ba, ye, M3HayaaHO Ch3JajeHa KaTo peranKa uAu KoIue Ha
IIpouyTa 4yA0TBOpHaA KOHCTAaHTMHOIIO0ACKA IKOHA, Ts1 O MOTIAa olje
CKOpO cae/ Ch3jaBaHeTo Ci Ja e oOrpajeHa C 4yAOTBOPEH OpeoA.
ITpes BekOBeTe Ha OCMaHCKa BAaCT OKOAO Hes Ce e Ch3jad AeTeHJa-
PeH KOMIL1eKC, MOTVBITE Ha KOWTO CbM M3A0KIAa B CBOSI IIO-CTapa
pabora* 1 TyK HsIMa Ja ce CIIMpaM Ha TsX ¢ IogpoOHocTH. /lereHau-
Te 3a baukoBckara 4y40TBOpHa MKOHa O11Xa MOTAM Ja ce IOCTaBsAT B
MaaKoO IO-IIMPOK KOHTEKCT, KaKTO OaAKaHCKM, Taka U B paMKUTe Ha
[TaoBaAMBCKa emlapXimst, 1 TOBa € OCHOBHATa I1eA Ha TO3M TeKCT.

OcHoBHUTe e1eMeHTH Ha MeCTHOTO IIpejaHle ca CAeAHNTe: 1. MKOHaTa
Ha boropogauiia e pucysana ot es. /lyka; 2. MKOHaTa e 40I114a caMa OT
I'pysnst 1 ce ycraHoBMAa Kpali MaHacTHpa B MaJKa Ielliepa, HapuJaHa
Kaysusra (BapmaHT — CKpUTa B IIelllepara, 3a ga ObJe 3allaszeHa); 3.
HaMepeHa e OT MeCTeH OBUap/Ko3ap, Ha MMe AHre, KOMUTO 5 3aHacs B
MaHacTUpa; 4. e HaMIpaHeTO Ha MKOHaTa BoJaTa B MeCTHaTa peKa
ce yBeamyana, 40 Kaysusra nMa as3mo; 5. B 4ecT Ha HaMMpaHeToO e
IIOCTPOEH MapaKAMC Ha MMeTo Ha oBuaps — , Cs. Apxanrean”. Besaxa
roAVHa Ha BTOpM AeH Ha Beaukaen ce mpasu Thp>KeCTBEHO AUTUITHO
IIecTBIe OT MaHacTupa 40 Kaysusira n odparHo.

Em0aeMaTuHNTe 3a MaHacTHpa AereHja 3a OTKpMBaHeTO Ha KO-
HaTa ¥ AUTUITHOTO IIIecTBUe ca 1300paseHu mpe3 1807 I. B IpaBiopa,
U3bAHeHa BbB Buena’, u caeg tosa, nipes 40-te roannu Ha XIX B.,
BBpXy dacagaTa Ha I0>KHOTO MaHACTUPCKO Kpnao®.

/lereHAQpHILAT KOPITYC, CBBP3aH ¢ baukoBckaTa 4y AOTBOPHA MKOHa, €
IT'bA€H C OOIIIN MecTa, KOeTO He MO>Ke Ja ce oIlpeAeAr KaTo HeoOMJaltHo.

Karo nait-cxoaHmu ¢ 6aukoBckaTa AereHAa HapaTUBU OMX OCOYMAA
AeTeHJaTa 3a HaMIpaHeTO Ha MKOHaTta Ha boropoauiia Meracnn-

2 3a UKOHaTa CBIIECTBYBa HEMaJKa AMTeparypa: Io-crapara e unurtupana B Gergova 2012. Bx.
orue Bakalova 2016; Paskaleva 2017.

3 Paskaleva 2017: 203.
4 Gergova 2012: 121-127.
5 Tomov 1975: 19, 20, UA. 19.

6 Kolev 1970; Gergova 2012: 134-135, 1. Ha C. 124, 125, 132, 133, 134.



AeoTuca (M3Ir'bAHEHa OT pbKaTa Ha eB. /lyka) B Ileaononec’, namu-
panero Ha uxoHara boropoauna Cymeanoruca 8 Maaa Asus, 0an-
30 20 TpamesyHa, CbIIO AeA0 Ha eBaHTeANCTa®, M Tasy, CBbP3aHa C
ucropusAra Ha MaHactupa Crimaeoruca nay XpucocnmAaeoTnca B
Enmp, natocrpupana ot Xpucropop Kedaposuu npes 1749 1.9 Kem
IIOCOYEHNTe KaTo Ilapalea MCTOPUM BepOsATHO MOraT Aa ce 400aBsAT
ollle, HO TOBa eABa A € Heo0xoAuMo. IIMa au DaykoBckaTa AereHaa
HsKaKBa AMPeKTHa Bpb3Ka C HAKOS OT TAX, e4Ba AM IIfe Ce U3SCHH,
Makap 4ye IpUAMUKUTE ca 40CTa IToOKa3aTeAHN. MUTOTBOpUYeCTBOTO I
TYK, KaKTO BIHAIY, ce OIlMpa Ha aBTOPUTETHMU IIperiedeHTH. Bebi-
HOCT I10-Ba>KHO €, 4e MOXKeM Aa IIpocAeAUM KaKBO BASHIE e IMaja
JAereHAapHaTa ucropusa Ha baukoBckara 4yA0TBOpHa MKOHA BBPXY
OoKoAHNTe MaHacTupu B [110BaMBCKa emapxms.

B conpxara na HAVIM — Codpunsa numa mamna Ha Conorckus MaHa-
crup ,, Bpsnecenne Xpucroso”, ocranasa 40 gHec HelyOAMKyBaHa U
Heu3BeCcTHa'. B goaHaTa 11 4acT e OCTaBeHoO I10/1€e 3a HaAIINIC, KOMTO
He e HaHeceH. [IlaMI1aTa e rpaBipaHa OT YOBEeK, KOJITO He e II03HaBal
0coDeHOCTHUTe Ha TPapMUHOTO U3KYCTBO — MAM € PUCYBaA AUPEKTHO
BbPXYy MeJHarTa I1104a, LAY HellpaBIAHO e IpeKoIupaa IoATOTBH-
TeAHaTa PUCYHKa M HaKpas OTIeYaTbKbT Ce € II0AYy4nA B HeraTus.
Koraro o6 bpHeM 13o0paskeHneTo, Bi>KAaMe OpUTMHAAHUS MY B4,
B 11lenTBhpa e pasnoaokeH MaHaCTUPBT — BO(3)HECEHIE XP(VIC)
TOBO M(A)H(AC)TBIPb COITOTCKIU - ¢ maaka LIbPKBa, HUCKI
SKUAMIIHY CIpajy, ABa ABOpa U TPU KyAU, KOUTO TU 3alljuTaBar.
AKO 1IpoyeTeM Ha4yaa0TO Ha pomaHa ,llog nroro”, xkorato Kpaan-
9BT ThpcU yOeXKullle B MaHaCTUpa, Ije yctaHOBIM, de VIBan Basos
OITNICBa OOMTeATa TOYHO IO CBIMs HauMH". O4eBMAHO IPaBbOPBT
e BB3IPON3BeA CTPUKTHO HeMHNTe IOCTPOMKI I OKOAHMS MeM3ax,

7 Vicropusita Ha MKOHATa — HAMIPAHETO U YyJecara i1, ca M300pa3eHy B IIOpeANIia OT CLIeH!
B LIJaMIIaTa Ha MaHaCTHpa, U3IIbAHEHa I1pe3 1780 I. BbB BeHewns, u BTOpa 1ogobHa ot 1813 I.:
Papastratou 1986: . 544, 545; Full of Grace and Truth: Icon of Panagia “Megalospilaiotissa” (of
the Great Cave), full-of-grace-and-truth.blogspot.com [rmoceren na 19.06.2023].

8 HaMupanero Ha MKOHaTa U 4yJecara i1 ca IIpeACTaBeH! B IMKbA CIIEHU B IpaBIOpaTa Ha Ma-
HacTupa, u3IrbAHeHa 1pe3 1840 r. Bxx. Papastritou 1986: 538; The History of the icon of Panagia
Soumela, pontosworld.com [rmoceTeH Ha 19.06.2023].

9 Davidov 1978: Xar. 50, cA. 57, 58; Papastratou 1986: n. 167. I'pasiopara e BB3IIpoOu3BejeHa J0C-
J0BHO B IIKOHA, AHeC BbB BU3aHTMIICKISI My3eil B ATHHA, KOSTO Ce AaTipa MPUOAMSUTEAHO OT
kpas Ha XVIII B.: Ekthesi 1985: cat. 28 (asrop O. I'parny). baaroaaps Ha xoaerara I'puropmoc
MaHorya0c 3a KOHCyATaIlMATa BbB Bpb3Ka ¢ OnbanorpadusaTa Ha MKOHATa.

10 HAVM, uns. No 2714. Pazmepu 55x43,5 cM.
11 Vazov 1956b: 21-24, 38, 39.
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@r. 1. [Ilamna na Conorckusa manactup ,Brsaecenne Xpucroso”. HAVIM-BAH.
Cunmka V. Teprosa

KaKTO MOXKe 4a ce yBepu BCeKM 3puTea Ha MsacTo. Hali-matepecHa
3a HalllaTa TeMa e AsBaTa 4acT Ha IIjaMIlaTa, KbAEeTO Ha ABa ChCeAHU
BbpXa, pa3aeAeHu OT 404, B KOITO Teue peKka®, e ,KallHaaa"” MKOHa
Ha boropoauiia c Maagenenia. CpirjaTa MKOHa e HOCeHa B AUTUITHOTO
IIIeCTBIe, KOeTO 13AM3a OT IOpTUTe Ha MaHacTupa. CpaBHeHMeTo C
IjaMIlaTa Ha baukoBckimsl MaHacTUp NOKa3Ba OYeBUAHM CXOACTBA.
3amasena e oO1laTa cxema, sIBSIBAaHETO Ha MKOHATa B OKOAHOCTUTE
Ha MaHacTupa e IIpeACcTaBeHo ChII0 Ha ABe ChbCeAHM Bb3BUILICHIS B
AsBaTa TopHa JacT Ha ancra. Karo ce mma npeasng A0CTOBepHOCTTa
Ha ITpeACTaBsHe Ha apxuTekTypara Ha COoTCKIsA MaHaCcTUp, e4Ba AU
HeN3BeCTHMAT 30rpad) 1AM rpaBbop 01 400aBMA MCTOPUsATA C MKOHATA,
aKo T He e ChIIlecTByBaJa B OOMUTeATa B IIOAHOXMETO Ha baakaHa.

TamnaTa na Conorckusa maHacTup , Busnecenue Xpucroso”, kakto
U olleAeAnTe OT MMHAAOTO IIPOM3BeAeHMsl Ha IIPaBOCAaBHOTO U3-
KyCTBO B HEIO 3acAy>kKaBaT CIlell1MaAHO 13cAeBaHe, KaKBOTO Cce Ha-

12 Pexara, TeyaIja 3aaZHO OT 0OHTeATa, ce Hapuda MaHacTupcka pexa.



AsBaM Ja Hanpass B Obgerte. Tyk 1m1e ce onuraM caMo Ja JaTupam
npubAM3UTeAHO rpaslopaTta. Ts TpsaOBa Aa e cb3jadeHa cael 1807 T.,
3alll0TO IlaMIIaTa Ha baukoBCKisI MaHACTIp HECHbMHEHO e O111a HeMH
Mogea. ITpeacrasena e crapara Maika egHoKopaOHa 1rbpksa Ha Co-
IIOTCKIS MaHaCTHP, KOSITO CIIOpeJ e4HO MHeHIe O111a Bh3CTaHOBEeHa
pes 1752 I."3, criopeg, Apyro — IIorpoMbT 0114 HaHeceH 1pe3 1778, a
BB300HOBsABaHeTO 0611410 1pe3 1782 1. Tasu crapa I'bpKBa, OIllcaHa
ot VBan Basos, 6uaa cobopena npu eana Oypst mpes 1869 r., Korato
BBbPXY Hesl ITagHaA BeKoBeH O0p™. Ha caeaHaTa rognHa 1rbpKsaTa 61maa
IIOCTPOEHAa OTHOBO I10-TOAsIMA U € Kyroan'®. HeuspecTHUAT rpasbop,
U3raexJa, e umaa IpeJ oun 1 mjaMinara Ha TposHCKIS MaHacTUP,
U3IIbAHeHa pe3 1839 I. oT JiepoMoHax PraoTei” — B Hesl iMa MHOTO
CXO4Ha OpHaMeHTa/AHa paMKa, KaKTo I IIpuAMKa B M1300pa’keHNneTo
Ha AUTUITHOTO InectBue. Taka Hait-001110 nrammarta Ha COImMOTCKISI
MaHaCcTUp MOXKe Ja ce gaTupa MexAay 1839 1 1869 T.

ConoTckuAT MBXKI MaHACTUP € pa3pylLleH UANM CUAHO IIOCTpajas
rpe3 1877 r. 1o Bpeme Ha Pycko-Typckara BoiiHa 11 CKOPO cAeA TOBa
e Bb3CTaHOBEeH Ha CBITOTO MsACTO™. CBIeCTBYBaT HAKOM IIpeJaHIs,
CBbP3aHM C OCHOBaBaHeTO MAU Bb30OHOBABaHeTO Ha COIOTCKIS MbXK-
K1 MaHaCTUP, KOUTO AbAXKUM KaKTO Ha Bb3poxkAeHeria Paitno ITomo-
BIY'9, TaKa ¥ Ha MHOTOOPOIHIUTe CTIOMEeHM Ha 4leHose Ha Basosu:
PO4, YMUTO ITpe AN ca O1AM TACHO CBhp3aHy ¢ MaHacTupa®. Huxbae
B TSIX He ce roBopu 3a nkoHa. Ho Bce nmak aerengara, naiocrpupasa B
mamriata Ha CooTcKmsl MaHacTup, e O1la 3alloOMHeHa I AHeC e 13-
BecTHa Oaarogapenne Ha I1. bepanes, nscaesosatea Ha ucropusATa
Ha oOuTeATa, KOMTO 5 3aIlical IIpe3 1990 I. OT Bb3pacTeH JKUTeA Ha
rp. Conor*'. Cnopeg Herosus paska3s B cpegara Ha XVII B. Monacure B
MaHacTIpa KMBeeAN B 0OXOACTBO U pa3KoIll. EAMH 4eH xpaMoBaTa UKO-

13 Petrov 1986: go.
14 Berliev 2016: 39.

15 CpOuTHeTOo € 4a10 I0BOJ 3a HAaIlMCBAHEeTO Ha ITbPBOTO CTUXOTBOpeHMe Ha Vsan Basos ,bo-
ppr”. Vazov 1955: 77-79. Bx. u Berliev 2016: 70, 91-94.

16 Vazov 1956a: 134.

17 Tomov 1975: na. 114, 115. Makap rpaBbopbT Ha IaMiiaTa 3a COIOTCKISI MaHacTUp Aa e 0ua
HeOIINTeH, PICyHKaTa Ce OTAM4YaBa C MHOTO IT0-TOAsSMO MalCTOPCTBO, OTKOAKOTO Ta3! Ha Jiepo-
MoHax Praoreit 3a TposHCKIA MaHaCTUP.

18 Chavrakov 1974: 298-299; Berliev 2016: 75.
19 Undzhiev 1968: 25.
20 Vazova 1981; Vazova 1997; Valchev 2005.

21 Berliev 2016: 41, 42.
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Ha M34e3Hala OT XpaMa I He MOIAM Aa 51 HamepsT. Br3pacren Monax
pPa3TbAKyBaa TOBa KaTO 3HaK 3a CKOPOILIHO OeACTBUe, HaKa3aHue 3a
rpexoBeTe Ha OpaTCTBOTO. JelCTBUTeAHO, MaHACTUP'LT O1A HallagHaT
1 pasrpabeH OT TaTapy, HAKOU MOHacH ce cnacuan B baakana. Eann
OT TsIX, AOKATO Ce AyTaa B IIAaHMHaTa, HaMepuA MKOHaTa I10/ eAHa
CKaaHa Ko3upKa. B3ea s, a 3a4 Hesl Ha cKaaaTa BUASLA M300pa’keHNeTo
I ,,CsAKalll ce oTIleyaraao”. MoHaxbT OTHeChA MKOHaTa B OIIOXKape-
HIsI MaHaCTUp, chbOpaau ce u Apyru Oparts, Bb3CTaHOBUAU OOUTeATa
U 3aXKMBeAu IIpaBeAHO 1 OoroyroaHo. Vikonara 6maa HamepeHa B
MecTHOCTTa ,Meuara mrbp3aska”, Ha KUAOMeTbP CeBepHO OT MaHa-
ctupa. /o TaM BIIOCAeACTBME Ce MPaBUAO AUTUITHO miecTsue. [Tpes
1948 . MecTHM KoMcomoauy ot Opuragara ,,OrHeH Med” B3pUBUAU
CKajaTa C n300pa>keHMeTo Ha MKOHaTa, 3a 4a YHUIIOXAT ,,THIAOTO
MMHAAO U PeAUTMO3HUTe 3aD0AyAM cpel HaceAeHneTo”.

M3KAIOUNTEAHO MHTEPECHMAT pas3kas3 HaMupa IIOTBbp>KAEHNe B IIlaM-
nata. KakTo maraexaa, cXoACTBOTO I € IaMIlaTa Ha baukoBckusa
MaHaCTUpP CbBCEM He € CAydaliHO, 3alll0TO IPUAMKUTE Ca KaKTO B
AeTeHAUTe, TaKa U B pUTyaAHIUTe PaKTUKI. B eayHus ot BapuanTure
Ha DauKOBCKaTa AereH/a MaHacTupcKaTa MKoHa Ha boropoaniia 6uaa
CKpMTa B Ilelriepara 1o BpeMe Ha TYpCKOTO 3aBOeBaHIe, KbAeTO MHO-
IO II0-KbCHO, I10 BpeMe Ha Bb300HOBsBaHe Ha O0UTeATa cAed IoxXKap,
61aa HamMmepeHa>. Makap aa AUIICBa MOpaAM3aTOpcKaTa MOTUBAIIAs
Ha COIIOTCKaTa AereHaa, MOTUBIUTE ca MHOTO cXoaHu. B memmepara
Kaysusirta, KbAeTo UKOHaTa € HAaMepeHa, IMa HelfHO M300pa>keHue
BBPXY CKalara*, KOeTo e 00eKT Ha MHAMBIAYaAHO IIOKAOHEeHNe OT
CTpaHa Ha BApBaINTe ¥ UTPae poAsl B €XKerog4HOTO AMTUIIHO IIeCTBIe.
B MectHOCTTa ,,Meua rpp3aaka” Hag ConoTckus MaHaCTUp ciopes,
MeCTHITe CIIOMEHI CBIIO € IMal0 U300paskeHle Ha IKOHaTa BbPXY
CKaJaTa, KoeTo obayue TyK e 00sICHeHO KaTO CaMOIIOsIBIAO ce (Hepb-
KOTBOPHO). be3 chMHeHIe, ckaAHOTO M300pa’keHne Ha MKOHaTa 1
TyK e 61110 0OeKT Ha ollpeAeAeH! PUTYyaAl 110 BpeMe Ha IIeCTBIeTO,
KOeTO MOHACHTe ¥ COIIOTHeHIIM ca U3BbpIIIBaAN KaToO Bb3IIOMEeHaHNe.
Otaeann ¢ppecko n3oOpakeHns BbPXy CKaAl ce CpeljaT B OKOAHO-
CTUTe Ha HsAKOM OaAKaHCKM MaHacTupu oile oT CpeagHOBEKOBIETO,
KaTo MMaT PYHKIUATA 4a CAKpaAN3UpaT IPOCTPaHCTBOTO U CAY>KaT
3a IIOKAOHHUYECKY MapKepu I MEMOPUI*.

22 Gergova 2012: 126.
23 Gergova 2012: 135.

24 Smolci¢ Makuljevic 2015: 143-145; Smol¢i¢ Makuljevi¢ 2019: 391-399.



®ur. 2. Aeraiia
OT IIlaMrara

B comorckara mmamiia e rpeacraseHa MKoHa Ha boropoaniia, nsoGpa-
3eHa 40 KOASTHO, KOSITO Abp>K1 MajeHel1a Ha AsiBaTa Ci p'bKa, TOYHO
KaKToO e B OauKOBCKaTa rpasiopa. Tbi1 KaTo rpapMuHOTO M300paKe-
HIIe e 3aceTa eMHCTBEeHO CBIAeTeACTBO 3a HounTaHata boropoanuna
nkoHa B COITOTCKIMSI MaHaCTUP, MOXKEM JAa IPeAII0A0KNM, 9e U Ts
e nMaza ukoHorpadus, mogooHa Ha Tuna boropoauiia Ogurnrp.

VMma or11e HeIro, KOETO CBBP3Ba ABeTe 00UTeAN U TEXHUTe Uy AOTBOPHMA
nkoHn — 4o Kaysusita B okoaHOCTHTe Ha baukOBCKIsI MaHACTHP MMa
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as13MO, KbAETO Ca Ce CAy4BaAu MHOroopoiinn naneaenns. KyarsT Ha
Baukosckarta 4y40TBOpHa MKOHa e TACHO CBbp3aH ¢ Bogara. Kpait Co-
IIOTCKISI MaHACTUP, B 0AM30CT 40 MACTOTO Ha HAMIpaHe Ha MIKOHAaTa
CBIIIO MMa asA3MO, IocBeTeHO Ha boropoauria JKuBoHoceH M3TOYHMK™.

M3o0pa>keHneTo B cONOTCKaTa IllaMIla HacoyBa 1 KbM M3BeCTHaTa
ucropus Ha Oanskusa Kaaopepckn Mmbxku MaHactup ,, Poxaectso
Boropoamuno”. Eano onucanne Ha Kaaodep BbB B. ,VI3TOuHO Bpeme”
oT 1875 I. Ka3Ba: ,, 110 IIpeJaHle Ha deauTe HU B OeACTBEHOTO BpeMe,
KOeTO M3NuTaaAu OpaTsiTa HI, 9y40TBOpHaATa MKOHa Ce IIpeMecTiiAa
Ha Opera, r4eTO U cera CTou Kp'bCT, CBIAeTeA Ha IIpuceleHneTo m”.
BripoueM, BbpXy O-BMCOKMS XbAM C MKOHATa OT COIIOTCKAaTa IjamIia
e n3obpaseH KpbeT. Victopuxst Ha Kaaopep Huxoaa Hauos gomrpa-
Ba C IIO4pOOHOCT: cAe/ pas3pylllaBaHeTo Ha 0auskms ['oasmocea-
CKI MaHaCTUP, eAMH MOHAaX ce CIlacla, HOCeMKI ChC ceDe Ci MKOHa
Poxxaectso boropoanuno. Toii ce 3aceana B ckaaute U caes Bpeme
nounHaa. Ha gpyr oTiieaHuk, xmseel B OKOAHOCTUTE, ce IIPUCH-
HIAa MIKOHATa, TOM s HaMepPUA U CAe/, Pa3HM IIPOU3IIeCTBUS KaTo
XBbpUyeHe Ha MKOHaTa I CMsHa Ha MSCTOTO I, HaKpasl 014 IOCTpo-
ex Kazodepckuar manactup. To3u MaHACTUP € CBIIJO U3TOPEH 10
BpeMe Ha OcBobOOaMTEAHATA BOVIHA 11 BH3CTaHOBEH CKOpO caej ToBa”.
Kakro 1 B caydas c 6agukoBcKaTa MIKOHA, Y1€TO HaMIpaHe e CBbP3BaHO
C yBeAn4yaBaHe BoAuTe Ha p. Yas u c u3dAnksaHe Ha AedeOHa BoJa I
IIOCTpOsIBaHe Ha asg3Mo, I TyK, Kpait Kaaodepckus maHacTup, nMa
MHOTO ITocelraBaHo as3mo ,,Cs. Ilanreaernnmon”.

Apyrurte HapaTuBy, KOUTO, CTPyBa MU Ce, MaT Bpb3Ka C pasrae-
AaHINTe, ca OT MaHACTUPU B ceBepHUTe 1oan Ha PogonnTe, cbiio B
[LaoBaMBCKa enapXusl.

B okoaHOCTNTE Ha Ip. Kpranm e MMa10 B MMHAA0TO TpU MaHACTUPA,
KOUTO ca OMAM pa3pyIleHN B pa3ANMIHO BpeMe, ABa OT TsX Ipe3 AIl-
puackoro Bbcranne®. B barak ce paskassa, 4e cAe/ paspyllaBaHETO
Ha ApeBHaTa IIbpKBa Kpall 'pada, M3BecTHa 1104 UMeTo ,/laTiMHCKa
Boropoaumna” npes XV B., ukona Ha boropoauiia 6muaa ckpura B
ropata. Caeg roauHu 6111a HaMepeHa Hejaled OT pa3BaAMHITE Ha

25 Mutafchiev 1973: 294; Berliev 2016: 24.

26 Gergova 2012: 181-183.

27 Chavrakov 1974: 304, 305.

28 Tsonchev 1946: 221-226; Deliradev 1953: 278-279.



Kpmunmckns manactup ,,¥Ycnnenue boropoanano”?. VI3TbaxyBaHo
KaTO 3HaMeHNe, TOBa OTKpUTHe 40BeA0 A0 Bb30OHOBIBAHETO Ha
obureara. TpsiOsa aa ce criomeHe, ye B KpuunmMckust maHactup e
3araseHa KaMeHHa I1104Ya Ha JYellrMa C HaAIlNC OT 1592 TI., B KOITO ca
CIIOMeHaT! HIKOAKO MMeHa oT barak3®.

Apyra aereHja 3a Kpuunmckms boropoanden manactup?* 406ass
1moapoOHoCTH. /10BN YyBaAM rAac OT e4YH XbAM OT ApyraTa CTpaHa
Ha peKkara, KbAeTO MMaAa0 KpbeT. Tam Hamepnan MKoHa Ha APsTHOBO
ABPBO B ropata. Torasa 614a rmocrpoeHa 3a Hesl ITbPKBa, B KOSITO ABP-
BOTO 01110 OCTaBeHO BbTpe, a KOHaTa 0111a Bbp3aHa ChC CUHAKMP 3a
Hero. EauH OoT BapuaHTUTe 3a HaMMpaHe Ha MKOHA € MIMEeHHO BbpXy
ABPBO, HO Hali-0AM3KO CXOACTBO MMa AereHgaTta oT ETponoackus
Manactup Baposuren. Criopeg Hesl B A0II€HCKOTO 3eMANIIle UMaao
MaHacTUpuIle, OTKbAETO eJHa UKOHa ,,0erada” 1 AOIeHIIN 51 HaMe-
puAN BBPXY APSHOBO AbPBO B MecTHOCTTa Baposuren. Onmuraan ce
Aa s BbpHAT, HO MKOHAaTa OTHOBO M30srazla Ha IpeAUIITHOTO MCTO
U HaKpasl eTPOIIoALM IIOCTPONAM 3apaayt Hesl Ha MsACTOTO Ha ApeHa
Erpornioackus Manactup®. B KprunMcKus BapuaHT HeoOn4yaeH ee-
MEHT e BKAIOYBaHeTO Ha AbPBOTO B HOBOIIOCTpOEHATa ITbPKBa.

ilereH,zLaTa IIpoAdbA>KaBa: Ha IIaTpOHHUS ITPpAa3HNK B KpI/I(H/IMCKI/UI
MaHacTup ce cTuiaan IoKAOHHNIN OT 0a130 u Adaded, BCeKI ce
CTpeM:1Aa Aa B3eMe MKOHaTa 1 KOWTO ycIriaBa4, 3ario4dBad Aa Tu4da 13
OKO/AHOCTUTe, 0ABCKaH OT caMaTta nkoHa. Kakro ¢cbM MMaza Bb3MOXK-
HOCT ga OT6€A€)Ka, TYK MO2Ke Ja Cce€ O9aKBa BAVISIHNE OT KOHCTaHTMHO-
IIOACKNSI pUTya/ € IKOHaTa O,Zl,I/Il"I/ITpI/Iﬂ, VAN OT AereHANTe 3a HAKOU

29 Stankov 2010: 299. B pa3anyHy M3TOUHMI MAaTPOHHUAT IPa3HUK Ha MaHACTUPa Ce II0COYBa
pasanyHo. B cucbiyTe Ha ciomolecTByBatean oT Buapakaanero u apyrage e nan , Kpuanm-
cxkn maHactup” nan ,,Cs. boropoanna”. Ilaosausckusar cserennk Koncranrus npe3s 1819 r. ro
Hapuua ,BbBesenne boropoamano”. Bxx. Narachnik 1935: 200. Taka e u B: Balgarsko 1963: 193.
CraHKOB ro omnpejeas Kato ,¥Ycrnenne boropoanuno”. Jnec Toii e nocsereH Ha Poxxaectso bo-
ropoanuHo. Taka e 6mao u mpe3 XIX B., KaKTo IIOKa3Ba I1eyaThbT Ha MaHACTUPa, U3paboTeH 1pe3
1860 r. [leyarsT ce chxpanssa B Victopuaeckus myseit Ha rp. batak, uns. No 1566.

30 Tsonchev 1947: 223. Tl KaTO HAMaMe HUKAKBYM OPMEHTMPH 3a BpeMeTO Ha IOsBSABaHe Ha
Ta3y AereHAa, O1xa MOTAM 4a ce TI0A03MUpaT ABe IIPMYMHM 3a Bpb3KaTa Ha barak ¢ Kprunmckist
MaHaCTup — UAM AereHjaTa e mo-crapa ot XVI B. u Garayanu ca mocemasaay MaHacTupa (1
yJacTsaau B u3pabOTBaHeTO Ha YelliMaTa) 3apaay MKOHATa, KOSATO ca IIOYUTaAM KaTo CBOSI, UAM
AereHjara e Bb3HMKHaAa I10-KbCHO, Bb3MOXKHO ITOBAMSHA OT HaAIllca Ha KaMeHHara I1404a.

31 Balgarsko 1963: 193.

32 Tatsov 2012: 512-513.
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@ur. 3. [llamria Ha baukosckus manactup. Buena, 1807. Cuumka HBEVB — I1aosaus

XMAEHAAPCKM 4y A0TBOpHM NKOHM?. KakTo Biskaame, B KpuanMckms
MaHaCTUP CHIIO Ce € U3BbPIIBaAA €KeT0AHO AUTU C UKOHATa U3BbH
xpaMa. VI Tyk 40 MaHacTMpa MMa MUHEpaAHU AeKOBUTH U3BOPMU.

B namre Bpeme aerengara 3a KpudamMcKara 4yAOTBOpHa IKOHa € Ha-
ITbAHO 3a0paBeHa, HO 3a HeliHaTa IOy ASPHOCT B MHAaA0TO TOBOPH
HaMeHOBaHMeTO Ha oOpoka , Kynmiiara”.

B 6amzoct a0 cpcegnoTo Ha Kpuunwm rpague Ilepymuiia e nmaao
Manactup ,,Cs. cs. Teogop Tupon u Teogop Crpatnaar”?, cpiio pas-
PpYILIEH 10 BpeMe Ha ATIpIACKOTO BbhCTaHUe, KOMTO A0 AHeC € OcTaHaA

33 Gergova 2012: 185.
34 Stoilov.
35 Balchev 2001; Hristov 2021.



HeBb3cTaHOBeH. Herosara aereHaa’ e 3amaseHa ¢pparMeHTapHO 1 €
Bb3MO>KHO C TeUeHIie Ha BpeMeTo Ja ce e 0T4aleuiila OT OpUTMHAAHNS
cu Bug. ETo KakBo e 3anomHeno: ,Kynara” nsxspbKHasa OT IIbpK-
BaTa M OTUIILAAa Ha KaM'bKa, KbA€TO e KPBCTHT. XOANAN Aa 5 B3eMar,
HO T4 He ce JaBaJa Ha Hukoro. EaBa egHa Maaga Oyaka yciisiaa Aa st
B3eMe I Ja 51 3aHece B MaHacTupa. Kaksu ca Oman npuanHuTe 3a 13-
XBpbKBaHeTO Ha MKOHaTa OT IIbpKBaTa I 3alIllO ce € ChbIIPOTIBAsIBaAa,
He ce 00sCHABa. Bp3aM0O>XXHO e HapaTUBBT Aa e O1A CXOJeH C TO3! 3a
OsArcTBOTO Ha MKOHaTa OT XpaMa Ha COITOTCKIMS MBXKKU MaHacTup.
B komnizaekca Ha IlepyiieHckuss MaHacTUP CBIIO € MMaAO asg3MOo.

Pasraeaganunre aerenau ce pasroaarar B IIMPOKNS KOHTEKCT Ha IIpaBo-
cAaBHaTa U KaToAmdeckara Tpaaunus. VI3BecTHO e, 4e MKOHM, KOUTO
ce IpMMNCBAT Ha YeTKaTa Ha eB. /lyka, ca 10 IpaBuao APEeBHI 1 CUAHO
IIOYMTaH!U 9y AOTBOPHM M300pakeHN s, YMITO IPeCTIHK ce 3aCiABa OT
,,aBTOPCTBOTO” 11 1 AeATa, ue camarta boropoamniia ru e 61arocaosuaa.
[ITe ctoMeHa camMo Hali-U3BeCTHUTE IIPUMePH Ha MKOHM, 38 KOUTO ce
e BApBalo, ue ca U3II'bAHeHH OT eB. /lyka: boropoauna Oaurutpus s
Koncrantunonoa, boropoauna Baagumnpcka”, boropoauna Knkn-
otnca, boropoaniia Uencroxoscka B [Toarma®®. Mukeae baun e ycra-
HOBILA, Ye IOA00HM IIpUMep ce HaMMpaT edBa AU He 10 1154 CBAT,
KaKTO B KaTOAMYEeCKM, TaKa 1 B IIpaBocAaBHU XpaMose®. Ha kaprara
Ha pasnpocTpaHeHnero uM mpe3 XVII B., KOATO e cbCcTaBmA crioped,
eJHa Karoandyecka Iyoankauma*, baukoBcKMsAT MaHaCTUp AUIICBA.

Haii-pasmpocTpaHeHUsAT TOIOC B MECTHUTE AeTeHAN € IIpe0A0AsIBa-
HeTO OT CTpaHa Ha MKOHaTa Ha 3BeCTHM, IIOHAKOTa ToAeMI pa3CTo-
SIHUSI, IPUABVDKBAHETO 11 0e3 uy>KAa IIOMOII I M300PBT Ha MSICTO,
KbAETO Aa ce yCTaHOBM. MOTHBBT 3a AeTsIIuUTe UAN I1AYBaIly KO-
HI1, HaITyCKaII[ MACTOTO CH, € XapaKTepeH 3a KPM3NUCHU ¥ OIIacHU
JICTOPUYECK) BpeMeHa VI Bb3HUKBa BEPOSITHO IIpe3 MKOHOOOPCKILA
nepnoa. Ha baakanute, nsraexxaa, ce pasrpocTpaH:Ba BbB BpeMeHara
Ha ocMaHcKa BaacT. Tps0Ba ga ce oTOeaexxn, 4e TOIIOCHT IMa MHOTO

36 Arnaudov 1930: 8.

37 Shchennikova 1996.

38 NiedzZwiedz 2010.

39 Bacci 2000, ¢ Io-cTapara AuTeparypa.

40 Bacci 2000: tav. II1.
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HO-IINPOKO paslpocTpaHeHune — crenmnaano B Pycuat' n Iloamma®.
OBOuKHOBEHO HaMIpaHeTO Ha MKOHaTa Ch34aBa HOBO CaKpaAHO IIpOC-
TPaHCTBO — B HeJIHa Y4eCT ce CTpOU ITapaKANC, ITbpPKBa 1AM MaHaCTUP,
1AV ce Bb30OHOBsIBa CBIIIECTBYBAIIIO pa3pyIlIeHO, OIIOXKapeHo 1A
HaITyCHATO CBATO MscTO. Hait-001110 B CXOAHMTe A€TeHAY BapUaHTUTe
3a MsCTOTO, KbAeTO MKOHATa ce € CKpyila UAU CIIpsaa, ca ABa — AN
BBPXY ABPBO/XpacT, UAU B Ieliepa. BepoATHO He e caydaiiHO, e B
MHOTO OT pa3Ka3uTe OTKpMBaTeAM Ha MKOHUTE U ITbPBU CBUAETEAN
Ha yy/ecaTa, U3BbpIIBaHU OT TsAX, AN Ha 9yAeCHUTE sABSBaHNA Ha
Boropoauna, ca nactupn (MeractimaeoTuca — >keHa, I1acsia KO3u;
Muptuanotnca u Xpucocmmnaeorica — opdap). bubaerickure napa-
AUTMU TpsIOBa Aa ca M3UTPaAU POAs B TO3U cAydail. /loBuuTe, Ha-
MecBallll ce B Kp4MMcKaTa MCTOPHsI, ca ChIIJO IIePCOHaX!, KOUTO
OTKPMBAT CKPUTU MAY HEU3BECTHU caKpaaHM OOeKTU, Hallpumep
MOIIY Ha OTINeAHUITY,

KoHnenTpanmsTa Ha CXOAH! A€TeHAY 3a 9y 40TBOPHM MKOHU B I1108B-
AVIBCKa erlapXms e 3HaMeHaTeAHa I eABa A1 e cAydariHa. Te ca mo-
AOBJHATa OT BCMYKM M3BeCTHN 3acera B bvarapusa#. Vicropuure 3a
HaMMpaHe Ha MKOHUTe ca OT KaTeropusTa Ha CTpaHCTBaIllUTe CIO-
xetu. Te mpugasar B ounTe U Chb3HAHMETO Ha IIOKAOHHUIIATE CIIe-
II1aJeH CTaTyC Ha MaHACTUPUTe, B KOUTO ce Ias3AT — J0Kas3Bar ,00-
rousdpaHocTTa” Ha MACTOTO, IpUBAMYAT BspBalllU 3a IIOKAOHEeH!e
U OCUTypsABaT 0AarochbCTOAHNETO Ha MaHacTHpa 1 A0pU CaMOTO My
chlllecTByBaHe. 3a TOBa CIIOMaraT U asi3MaTta BbB BCMUKM pasraeja-
HIU caydan. Makap ye Maakute maHactupu B [11oBauBcka ermapxus,
3a KOUTO CTaHa AyMa, 4a He ca IIpOy4YeHN 3a40BOANTEAHO, MOXe 4a
ce IIpocaeAy TSIXHOTO CXOACTBO — BCMUKM MMaT BIledaTAsIBaIlia ChbC
cypoBarta cu KpacoTa IIpUpOAHa cpeja U eAHaKBU KyATOBY OOeKTHU
(as13Ma, cKaaM ¢ KPBCTOBe), Pa3oA0>KeH! ca B 0AM30CT A0 pa3BU-
TH 1 OyAHM BB3POXKAEHCKIU CeAunIlia, C KOUTO MOAABPKaT BPh3KU
U CIIOAeAAT cbabata uM. Uy 0TBOpHUTE UM MKOHU M PUTyaAUTe C

41 Poselyanin 2002.
42 Sosna 2001.

43 /loBIIM HAaMMpAaT MOIIIMTE Ha CB. Woan Puacku (Hapoano >xutue Ha cs. Noau Puackn); nap
Amnoren namupa cs. [Tpoxop ITmuuckn no speme Ha 208 (Hapoano sxutue na cs. ITpoxop); a0-
BIM Hammpar Momute Ha cB. Moakim Ocoroscku (ITpocTpanHo skutue Ha cseteria). Bx. Stara
1986: 129, 130, 167, 180.

44 Gergova 2012: 117-203. Tyk ca cbOpaHu cedeHnsI 3a 4y40TBOPHU MKOHY Ha boropoaniia, kon-
TO IpeobaajaBaT, HO O TpAOBaAO Ja ce 400aBU M UCTOPMATA 3a UyAOTBOPHATa MKOHA Ha CB.
l'eopru B I'a0:xenckust manactup, ,404etsaa” ot Kues. Bxx. Gergova 2016: 154-155.



TAX, HapeJ, CbC CBellleHNTe U3BOpH, Oe3 CbMHeHIe, ca 011111 OCHOBEH
¢akTop 3a npocrnepuTeTa UM B HaBeyepureTo Ha TeXHUs PasrpoM
rpes 70-Te roaunn Ha XIX B.

B nenTbpa Ha ,, pOA0OCAOBHOTO 4BPBO” Ha pasraejaHuUTe HapaTUBU
Ou TpsA0BaA0 Aa IIOCTaBMM DayKOBCKaTa AereHAa, M KaTo Haii-crapa
3acBUAeTeACTBaHa, U KaToO IMPOMU3X0XKAallla OT Hall-aBTOPUTETHOTO
KyATOBO MSICTO Ha ertapxusTa — baukoscknsa manactup. ,Kaonnre”
Ha TOBa AbPBO Ca NOAXPaHBaHU U OT APYTU U3BOPU. Jaau e caydaitHo,
AU He, He MOTa Aa onpeAeAsl, HO BCMYKI MaHaCTUPU, KOUTO CIIOMe-
HaxMe, ca Onau 6bATapCcKi, a OT TPBIIKUTE MaHACTUPU B OKOAHOCTUTE
Ha baukoBo He ca U3BecTHU IT0OA00HM A€TeHAN.

Haxkpas mie criomena HakKpaTKo 1 KpusaTa B KyATa Ha baukosckara
4yJ0TBOPHa MKOHA, HaCThIIMAa 110 BpeMe Ha Exsapxmsra, 3a KOATO
paskassa Mapun Jpunos: ,B baukoscknsa Manactup npeau xogean
MHoro nokaoHHuuu. Cera (1876 r. — 6ea. V1. I'.) Obarapure He X0AAT.
Cpea ceackOTO HaceaeHMe ce e pa3IpOCTPaHIAO TBbPAOTO yoeK de-
H1e, ye boropoguiia, pasrHeseHa Ha Ir'bpLIUTe 3apaAM TAXHOTO Oe3-
yecTiue, e HallyCHaJda MaHacTupa 1 IpeAn ABe TOAVMHU e IIpeHecaa
cBosiTa 04aarodat BbPXY APYT U3BOp 40 ObarapckoTo c. Karbpan npu
CranuMaka 1 cera HapoAbT OTHBA TaM Ha ITIOKAOHeHMe. bbarapure
ca IIOCTPOMAU TyK ITapaKAMC ¥ MUCAAT Aa IO 3aMeCT:AT ako He C Ma-
HacTUp, IOHe C roasiMa Irbpksa. 4 KakBo ce e cAy41a0 B TOBa cea0
I KaKBO e OCTaHaA0 JAHeC OT OINTa 3a IpeMecTBaHe Ha KyATOBOTO
MSICTO, € BBIIPOC Ha ObJeI0 IpoyJBaHe.

45 Drinov 1969: 451.
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Reincarnations of a Legend

[vanka Gergova

Z';‘J 'i . - .{: "_-I -"..\: ;2

The text analyses the legends of the miraculous icon of the Virgin Vlacher-
nitisa in the Bachkovo Monastery in view of their parallels in the Balkans. It
reveals the impact of the cult of the icon in several monasteries in the Plov-
div diocese, which also ensured their well-being through miraculous icons.
All these monasteries were ruined or destroyed at the end of the 19" cen-
tury and their icons have not been preserved. Only legends bear withness
to them (in the case of the Kalofer Monastery of the Nativity of the Mother
of God, the Krichim Monastery of the Dormition of the Mother of God, the
Perushtitsa Monastery of Sts. Theodore Tyrone and Theodore Stratilat). We
learn about a miraculous icon in the Sopot Monastery ,, Ascension of Christ”
from a hitherto unknown print from the collection of NAIM — Sofia.

The common places in the examined cases are: moving the icon of its own
volition, which conveys holiness and ensures the continuity of cult places,
the presence in all monasteries of springs with holy water, as well as rocks
marked with crosses. It seems that liturgical processions with the miracu-
lous icons were made everywhere.



Metamop¢o3u Ha KyaTa:

OIlle BeAH'bX 3a IIOYNTAHNETO

Ha cB. Puaorest OT gBeTe CTPaHU

Ha /lyHaBa*

Metamorphoses of the Cult: Once Again on
the Veneration of St. Philothea on Both Sides
of the Danube

Mean burspcxu’
MHCWZHWZ]/WZ 34 ucmopuvecxKu uscaedsaHus
B’bAZClpCKﬂ aKademus Ha HayxKume

Mapzapuma Kyromoxuesa’
MHcmumym 3a u3caedeaxe Ha usKkycmeama
B’bAZClpCKﬂ aKademus Ha HayxKume

Abstract: The article traces the veneration of St. Philothea and the metamorphoses
it underwent, especially with the translatio of her relics from Tarnovo to Wallachia.
The cult was originally complex in nature and combined features of a pious matron,

1 Hacrosamoro mpoyusaHe e OCBITeCTBEHO IO ChBMECTeH IPOeKT M3kycmea, Aumepamypa u
6AACIT 6 KOHmAKmHume 3011 (NpasocAasue 1 UCASIM; Npasocaasue u kamorutusvm) / Arts, Literature
and Power in Contact Areas (Orthodoxy and Islam; Orthodoxy and Catholicism) ¢ VincturyTa 1o ap-
XeoA0Tus U ucTopus Ha u3Kycrsoto B Kayx-Hamoka, PymbHCcKa akagemiust 1o IporpaMaTa 3a
ExBuBasenTnara OespaayTtHa pasmsana (EBP) na BAH.

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

3 Margarita Kuyumdzhieva is an art historian, Associate Professor at the Institute of Art Studies, Bul-
garian Academy of Sciences. Her scientific interests are related to Orthodox art in the Bulgarian lands
and the Balkans, Old Testament themes in Christian art, the iconography of the Holy Trinity, the artistic
centres in the Balkans and the icon painters’ ateliers in the pre-modern era, and the connections between
the Bulgarian lands and Wallachia in the late Middle Ages. Email: margaritakj@gmail.com
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areverend and a defender of the faith. In fact, it became widespread after the relics of
the saint were transferred to the capital of the Second Bulgarian Empire. Their proces-
sion later to Vidin and then to Wallachia led to a change of veneration and we find St.
Philothea as a martyr for the faith, who suffered at the hand of her father. In addition
to the narrative textual evidence of hagiology, some of the extant images of the saint
are traced and incorrect identifications made in earlier studies have been clarified.

Keywords: saint’s cults, relics, translation, St. Filofteia, Wallachia

AG6crpaxT: Crarusara rnpocae/ssa mounranuero Ha cs. Puaores u meramopdosnute,
KOMTO TO IPeTLPILIBA, OCOOEHO C ITpeHacsIHeTO Ha MomuTe I OoT THLpPHOBO BLB
Baamko. KyarsT e mbpBOHa4aAHO C KOMIIAEKCEH XapakTep U ODeAuH:ABA 4epTH
Ha ©aarouecTuBa MaTpOHa, Ha ITpernoJo0Ha 1 Ha 3aIMTHMK Ha BApaTa. BebigHocT
pas3npocTpaHeHne TOM I0AydaBa CAe/ IPEHacsHeTO Ha MOINMTE Ha CBeTUIlaTa B
croannara Ha Broporo 6barapcko napcerso. IlectsueTo nM mo-KbCHO BbB Buany, a
ceTHe BbB Baaliko BoAM 40 M3MeHeHMe Ha ITOYMTaHMETO U Hamupame cB. Puaores
KaTO MbUeHNIIa 3a BApaTa, IocTpajala OT phbKaTa Ha cBos Oaira. OcBeH HapaTUBHUTe
TEKCTOBU CBUAETEACTBA Ha armoAOTMATa Ca IPOCAeAeHM U HAKOU OT 3arla3eHuTe
u3o0pakeHMsa Ha CBeTHI[aTa, KaTO Ca JAOYTOYHEHM HaIlpaBeHM B IIO-paHHNTe

uscaeaBaHns HEIIPaBNAHU I/IAeHTI/I(l)I/IKaLU/H/I .

KaiogoBm aymur: KyaToBe Ha CBeTIIM, IIpeHacsHe Ha Moun, Puaores TbpHOBCKa,

Baariko

Csera Pnaores TvpHOBCcKa, TeMHMINIKa, HapeyeHa O-ceTHe Ap-
Axenika (ot Kypra ae Apaxer), e elHa OT CBeTUTE JKEHU C OCO-
OeHo 3araeTeHa cb40a Ha IIOYNTAHMETO, 3a KOSTO Ce CIIOPU AAAU
e mpernoAoOHa 1AM MbUeHNIIa U AaAl CTaBa AyMa 3a eqHa 1AU 3a
ABe pa3ANYHM cBeTUTeAKN. T'bpHOBCKaTa cBeTMIIa e YacT OT XOpa Ha
IIOKPOBUTEAKNUTe Ha BropoTo 6barapcko mapcrso 1 ncropusTa Ha
HEIHOTO IOYMTaHMe IIOBTapsl B MHOIO OTHOIIEHNs KyATOBeTe Ha
Apyru boxxn yroaumnny, 4MmnTo MO ca IIpeHeceH! B CToAnIlaTa
TopHOBO*. KoraTo mppBuTe AceHeBlU 3allouBaT Aa ChbOMpaT U yBe-
Andasat boxmsAra 61aroar B Hesl, Te ce IpyKaT U 3a Chb34aBaHETO
Ha OCTaHaAUTe CAOBECH!U UAM M300pa3uTeAHN eAeMeHTH Ha KyATa.
Taxa nocrerieHHO, HO Ile/€HacoYeHo, ce U3rpakKia eAVH Abp>KaBeH
XPUCTUSAHCKM ITaHTEOH, KOMTO B MHOTO OTHOIIIeHMsI popMIMpa UAeH-

4 Ilo BBIIpOCa 3a 3HAYEHMETO Ha MOIINTE B CTOAMYHILA Tpaj BX. Bakalova 2016: 45-50.



TiaHOCTTa Ha LlapcTBoTo. BebiHOCT Tazyu moanTuka e xapakrepHa
3a BCUYKM CpeJHOBEKOBHI BAajeTeAN 1 MOIIIITe TPhIBaT 10 CBOUTE
mbTuina u3 FOrousrouna Espomna. 110 TO31 HauMH HAKOAKO KyATa,
KOUTO ca OMAM caMo C A0KaAHO 3HadeHue, Ipulo0muBaT o01106aa-
KaHCKM Xapakrep. B gelicTBuTeAHOCT, TOBa He ca KyATOBE, CBbP3aHM C
HsIKaKBa eTHIYecKa Ipyia, 1 He ca 01141 KyATOBe C TOAsIMO 3HaueHue
BB BusaHTns, a 110-cKOpO TakmBa, KOUTO ca ,,3aetn” ot ViMniepusra
J IIOHSIKOTa M3II0A3BaHM 3a 3aMeCTITeAN Ha HIKOM roaeMI 11 3a0e-
A€KUTeAHN OOIOXPUCTUAHCKY OYMUTaHSL.

B nipeaAniHy n3caeaBaHMs ca M3Ka3BaHM CTaHOBMUIIIA 32 OCOOEHOTO
3HaveHle Ha IIOYUTAHMeTO Ha JKeHM CBeTULIM KaTO 3aKPUAHULIM Ha
BaacTra’. Cp. Puaoress NpuHaAAEXKU KbM TAX U KyATHT KbM Hesl Ma
roasamo 3HadeHue B T'bpHOBO. IIo-ceTHe HelIHMTe MOIIM ca IpeHe-
ceHU BBB Buaumn, a geceTmaerns caea ToBa OTKpUBaMe KyAT KbM
eaHouMeHHa ceetunia B Kypra ge Apaxer, croannara Ha Baamxo.
ITpu nero obave ce 3abeas3BaT CePMO3HU OTKAOHEHNUS B pa3Kasza
Ha >KUTHETO U B TUIIa Ha IOYMUTaHKeTo. Jaau OTHOBO CTaBa AyMa
3a I'bTyBalllUTe KyATOBE, AU 32 CMeCBaHe Ha 4Ba pa3AM4YHU KyATa,
e BBIIPOCHT, KOUTO cM IocTaBsaMe. Pasdbupa ce, He e U3KAIOYEHO Aa
Ma e41€MEeHTHU U OT ABeTe.

Cs. ®naores e pogena B rpa [Toansor B [Tampuans B cemeicTso
Ha 3aMO>KHI OAarodecTusy XpuctusaHu. Ts ce caaBeaa cbc cBouTe
Aobpojetean 1 oTgageHocT Ha Xpucra. Koraro 6uaa npunysena
Aa ce OMBXKM, TS CKAOHMAA CBIIO Tped.aro4ecTUBMs M ChIIPYT Aa
ocTaHaT HertopouHu B Opaxa ci. Cae Heropata KoHuMHa Puaores ce
oTTeranaa Ha OCTPOB B 6AM3KO 40 Ipaja e3epo, OTKbAETO IIPOIIOBIA-
Ba/a 1 Bbplleaa dyseca. TaM Ts 4ocTurHaAa 40 KOHIMHATA €U 11 O11aa
norpetaHa. B sopaTta Ha BropoTo 11apcTBo 3arousa mpeHacsiHeTO Ha
Mo B THPHOBO C I1e4 U3AUTaHeTO Ha aBTOpUTeTa Ha CTOAVYHUA
Ipaj HOCpeACTBOM HaTpylBaHe Ha OaarogaT B Hero. ITo Bpeme Ha
3apoeBaHysTa cu B Tpaxus nap Kaaosn npenacst momure Ha ¢B. M-
xana Boun ot [Noryka®, kakTo u Te3u Ha cB. laapmnoH M'braenckn’ n
Ha cB. ®naotest TeMHMIIKa, KaTO B IIOCAeAHIIS CAy4ail IIlepeMOHIATa
€ OIlJcaHa OIIle IT0-AeTaiAHO U 1 € IpUAaJeHO OCOOEHO 3HaueHue®.

5 Biliarsky 2021: 127-147.

6 Katuzniacki 1901a: 178-179; Patriarch Euthymius 1990: 173.

7 Katuzniacki 1901a: 56; Patriarch Euthymius 1990: 79.

8 Katuzniacki 1901a: 95-99; Patriarch Euthymius 1990: 109-112; Pavlov 2019a: 363; Cheshmedjiev 2019: 51-52.
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Kurnero na cs. PuaoTes 1mocrass MHOXKeCTBO IIpo0OAeMM, e AMH OT
KOWTO e Kbae ce e Hamupaa rpaa [loansor n otkbae nap Kazsosn e
npeHechba Momute 1. TyK HAMa 4a 00chKdaMe 3alllo rpalbT e HapeyeH
,Mo0AUBOT”, KaKTO 1 CIOpOBeTe 4aau ce e Hamupaa B Tpaxust, nan s
cpmmHckarta [Tampuans B IOxHa AHaTOAM. BCBIITHOCT He ce Ka3Ba,
ye ObATapCKUAT BAaJeTea e 3aBAaasia pOAHOTO MACTO Ha CBeTuIlaTa’.
Ilo-chbimecTseH e BBIIPOCHT 3a XapaKTepa Ha HEIIHOTO ITIOYMTaHMe.
B cBOs MHTepeceH cpaBHUTeA€H aHaAM3 Ha >KeHCKIUTe ITOYNTaHNs B
IIpaBOCAABHUTE CAABSIHCKU cTpanu AgeanHa AHrymesa-TuxaHosa
U3THKBa HAKOM TeXHM ocoOeHocTn™. TakmBa ca Mo-KbCHOTO 3all0YBaHe
Ha Tasu IpakTuka B bparapms (easa rmpes BropoTo 11apcrso), a cbIjo
11 0c0OeHO ChCcpeJoToYaBaHe BbPXY BAaAeTeACK! LAY MaHaCTUPCKN
XapakTep Ha IIOYMTaHMeTO, HO BIUHAIY C A0KaAHO 3HaueHne. OcseH
TOBa He CTaBa AyMa 3a MeCTHU ObATapCKU CBeTUIIY, a 3a IIpeHeCceH!
oT BusanTus1, KbA€TO ITBK Te He ca MMaAu 0COOeHO 3HayeHue (1Au
TO € 61110 3ary0eHo, KaKTO B cAydasi CbC cB. uMIepaTpuiia Teodano).
Axo caeapaMe KaacuduKauATa Ha JKeHUTe CBeTUIN, IIpeAA0>KeHa
ot Aauc-Mepu Toabot", cB. Puaores: 6u TpsAOBaAO BEpOITHO JAa
ce IpMYMCAN KbM IpyllaTta Ha 04aro4ecTuBuTe MaTPOHM (3aIOTO
e O11a OMBb>XKeHa), HO HeIfHOTO JKUTHe HallOMHs TBbpJe MHOIO Ha
TOBa Ha >KeHa MOHaXIH: (II0pajy acKeT4eH ¥ MOHAIIeCK! HaulH
Ha JKMBOT), a CBIIIO M Ha 3allJUTHNUIIA Ha ITpaBaTa Bsipa (Ilopaau mpo-
roseaure I1). Bk game, ue crasa Ayma 3a KOMILAeKceH (peHOMeH, HO
BBB BCEKM CAy4ail He 3a IIOYMTaHMe Ha MbueHNIla 3a Bsapara. Tosa
VMIMEHHO IIOBAMTa U HAKOU AOI'bAHUTEAHN BBIIPOCH, TACHO CBbp3aHN
C HalllaTa Tema.

Beue crana BBIIPOC, e HAKOM OT TBPHOBCKUTE KyATOBe ce pasIpoc-
TpaHsBaT U B ChbceHU OaAKaHCKM CTpaH!, KbAeTO IIpUA0OMBAT UAN
I10-CKOPO 3ar1a3BaT CBOeTO roAsAMOo 3HadeHne™. [Tpu BCaku TsX, BKAIO-
YUTEeAHO U TP MBXKeTe CBeTIH, TO ce GpopMupa, YTBbpKAaBa AN
BB30OHOBsIBa B ITpeseanTe Ha Broporo 6barapcko napcrso. ViMmenHo
B bbarapus u 3am10To e 4acT OT Abp>KaBHM IaHTeoH, cB. Puaores
110Ay4aBa ¥ OCHOBHIUTE TeKCTOBM AOII'bAHEHNSI KbM IIOYUTAaHUETO.
Tyk moxxem ga ciomeneM JKutuero 1 ot narpuapx Eprumunins,

9 Gonis 2004: 86-89; Pavlov 2019a: 362; Cheshmedjiev 2019: 50.
10 Angusheva-Tihanova 2013: 136, 139-141, 147.

11 Talbot 2001: 4-14.

12 Angusheva-Tihanova 2013: 136, 139-141, 147.

13 Katuzniacki 1901a: 78-99.



TToxsaaHoTo ca0Bo oT Mutporoaut Moacad Bamucku' u Gorocay-
skeOHUTe Tekcrose®. CB. Puaoress HECbMHEHO € eAHa OT JKeHUTe
CBETUIIM, KOUTO CTaBaT 3aKPUAHUIIM U 3aCTBhIIHUIIM Ha IIapCTBOTO,
cpbio KaTo I IpecseraTa boropoaniia. Tosa ce A0Kka3Ba OT ITpeHaCcsHETO
Ha MOIIMTE UM OT I1aJHaAuA B pblieTe Ha ocMaHIuTe ThpHOBO KbM
omle Abpxammnsa ce Buaun. Vssectus 3a Te3u cbOUTIA HaMIpaMe B
pasKasuTe 3a IIpeHacsHeTO Ha MOIIIUTe UM: I'TbPBUAT IIpeACTaBAsBa
AomrbaHeHne KbM JKurtnero Ha cs. Ilapackesa/IleTka u e 11104 Ha
nepoto Ha ['puropmit [Tam6.4ak™, a BTOpUAT e 4acT OT Beye CrioMe-
HartoTo IloxBaaHOTO cA0BO 3a cB. Pra0TEsI OT MUTPOIOAUT I7Ioacac])
baynckn. CrBMecTHOTO IpeHacsiHe Ha MOIINTe Ha ThPHOBCKY JKeHI,
HeOecHI NOKPOBUTEAKH Ha 11apcTBOTO, OT T'bpHOBO BBB BuauH kaTo
NpoAbAXKeH!e Ha CblllaTa [HOANTHKA MIMa Hall-TOAsSIMO 3HadeHle 3a
HallIeTo M3cAeABaHe, IIOHe IO ce OTHACA A0 AUTepaTypHIUTe TeKCTO-
Be. B paskasza Ha I'puropmit Llam6.aaxk He ce crioMeHaBa, 4e Te 3ae4HO
HaIlycKaT cTapaTa CTOAMIIA, U HUe MOXKeM /Ja HallpaBUM 3aKAloJe-
HIETO CI caMO Bb3 OCHOBa Ha TekcTa Ha [loxBasarta Ha cB. Puaoresl.
B nHesa mutponoant Vloacac]) He ce OTrpaHIYaBa caMO ChC CBeTHUIIaTa,
Ha KOsTO e IIOCBeTeHO IIpOoM3BeeHIeTo, HO yKa3ba 1 Ha cB. [Tapac-
kepa/lleTka (HazoBaHa ,BEYHOIIOMHMMaATA ¥ BCeCBeTa IIperoAo0Ha
Iletka”) m Ha mMmeparpuma Teodano (, rpubaaxenara rapuia Te-
odana”)"’. HsaMa chbMHeHIe, 4ye IIpeHacsIHeTO UM e ODII aKT, MaKap
U pa3KasaH IIOOTAeAHO B pa3AnM4HuTe Tekcrose. CXOAHO e 1 I10-Ha-
TaTBIIHOTO UM ITbTyBaHe KbM CrpOust (Kpymesar u bearpag), asa
n3raexaa, ye cs. Pruaores He yyacrsa B Hero. Bus Buaun caeaure n
ce ry0sIT, 3a Aa ce OSIBSAT IIOBeYe OT ABe CTOAeTH s IT0-KbCHO B KypTs
Ae ApAxell, eaHa OT TbPBUTE CTOAUIM Ha Baarmko, aaa ce mocraBs
MIITAHEeTO AAAM TOBA € ChIllaTa CBeTMIIa™. 3a TO3M IIep1oJ He ce 3Hae
IIOYTY HUIIIO, a HAKOM OT IIpeAlloAaraHuTe CBeAeHIs ca OTXBbPAEeHMN.
3a HaleTo nscaeasaHe e oT 3HadeHne, 4ye rpe3 XVII-XVIII B. BbB
Baamko oTkpuBaMe chbBceM pa3AnyeH KyAT Ha MOMIYe MbUeHUIIa,
KOMTO HAMa HUIIO 00110 ¢ pa3kasa oT JKutuero Ha cs. Puaores ot
natpuapx Esrmmuii, Huto c IToxBaaHOTO CA0BO OT MUTPOIIOAUT

14 Katuzniacki 1901b: 109-115; Stara balgarska literatura 1982: 196-200.

15 Kozhuharov 2004: 97-108; Cheshmedjiev 2019: 47-49; Yovcheva 2016: 183-201.

16 Katuzniacki 1901a: 432-436; Stara balgarska literatura 1986: 380-382.

17 Katuzniacki 19o1b: 113; Stara balgarska literatura 1982: 199; Petrova-Taneva 2018: 58, 60-61.

18 Cernovodeanu 2001: 159-176. KyATbT chiljecTBeHO ce TpOMeHs, 3aIla3Baliki caMO MIMETO U Hs-
KaKBa JaJedHa Bph3ka ¢ TprOBO. /. UenmMexues IpueMa, 9e cTaBa AyMa 3a ChIIjaTa CBeTUIIa I
cpiymre Moy (Cheshmedjiev 2019: 55-58). Ha cpIioTo MHeHMe, Makap ¥ ¢ pa3ANYHM apryMeHTH,
e u I1a. ITaBaos (Pavlov 2019a: 361-366).
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Moacad. Taka mpea Hac Bb3HMKBAT ABe IIMTaHU: KOTa MOIIUTE ca
npucturdaan B Kyprsa ae Apaxenn n gaamu craBa gyMa 3a ChIINS
KyAT Ha CbIIjaTa CBeTHIla, KOWTO ce e pa3Bua B IbpHOBO?

/loTHYHO e Ja ce CBbp Ke IIpeHacsIHeTO Ha MolnTe Ha cB. Puaores ¢
nagaHeTo Ha Buaun B ocmancku pbije. B To3u cMucba nioackassa 1
IIpeHacsHeTO Ha MOIIIUTe Ha APYTUTe ABe CBeTUIIM, IPUCTUTHAAU B
AyHaBCKaTa CToAuIIa 3aeaHo c Hest oT TspHoBO. I'pruropuit Llam6.aak
oOaue HIM Ka3Ba caMo, 4e CPbOCKOTO BAaAeTeACKO CeMelICTBO IOMCKaA0
MmornTe Ha cs. [lapackesa. 3a cs. napuiia TeodpaHo 3HaeM 110 IOBOJ,
IIpeHacsHeTO, OCBIIeCTBeHO OT cyaTaH CioaeiiMaH BeankoaenHu ot
bearpag B Koncrantunornoa®. 3a camoro npucrurase B Kpyiesary
u cetHe B bearpas nmame caMo nocaeasaniy ykazaHmsl, a caMuTe
IIpeHacsHMs He ca onucanu. I1py moaydyasaHeTo Ha MOIITITe Ha CBe-
TunuTe oT Buaun bearpag Bce orrje He e cpbOCKH, a TOCIIOAAPAT Ha
cTpaHaTa Ma cBosiTa croantia B Kpyrresarr. Ot cBost cTpaHa IIpecTosT
B bearpaa e 400pe 40KyMeHTHpaH B pa3AUIHU BIIAOBe TeKCToBe. B
TO3M CMIChA HAMaMe HIUKaKBO CBeJeHle, a I CMsATaMe, 4ye HaAMame
OCHOBaHIe J4a IPeAII0A0KIM, 4e 1 MoljuTe Ha cB. Puaores ca Onan
IIpeHeceH! 3aeAHO C APyIUTe ThPHOBCKM CBeTU >kKeHu. Bee mak e
oTOeAeX1M, ue pasliolarame CbC CpbOCKM Ipenuc Ha cAy>k0arta Ha
ceetuniata ot XVI B. (HBKM 154)*, KoeTo nmpaBu TO31 BapuaHT He
HaITh/HO HeBBb3MOKeH. Pasbupa ce, HIMaMe IPSIKO OCHOBaHIeE I Aa
IO M3KAIOUMM, HO CMATaMe, 4e Ou TpsA0Baao 4a n3berneM pa3BuBa-
HEeTO Ha TPyAHOAOKa3yeMI IpeAI0A0KeHs.

OcTraBa HI ga BUAVM KOTa MOIIUTE Ca HaIycHaAu Buann 1 ca ce o1-
IIpaBUAY KbM CcTOAMIaTa Ha Baamko. Vskasanu ca HAKOAKO Ipea-
II0A0>KeHI:I, IIOBeYeTO OT KOUTO ca apIryMeHTHPaHO OTXBbpAeHn. B
CBOsITa KHUTA, IIOCBeTEHA Ha CBeTUIIaTa OT 1933 I., J. Masuay uskas-
Ba MHEHIETO, Ye IIPEeHaCsIHeTO e CTaHaA0 MeXAy 1396 U 1404 I. 110
spemero Ha Mupua Crapu®', ocHOBaBaiiKul ce Ha AaTaTa Ha CMbPTTa
Ha cB. maTpuapx EBTumnii (1404) u Ha egHa rpoOAeMHa IIPUIINCKa B
/loBuanckms coopHuk. CtaBa 4gyMa 3a OeaekkKa, IIpearioaaraeMo Ipa-
BeHa OT pbKaTa Ha Koncrantun ®@uaocod or Kocrener, BB Bpb3Ka ¢
ILAaHMPaHO IIOCeIeHNe IIPU IT0CAeAHIS ObATapCKU IPeACTOSTeA B

19 Ruvarac 1881: 1-5.
20 Kozhuharov 2004: 105-108; Stankova n/a.
21 Mazilu 1933: 228, 231.



baukoso. B beaexxkara cs. Puaorest e HapedeHa , Apasxerka“>. Tosa
ou TpsOBaA0O Ja O3HavyaBa, ye MOIIIUTe ca OMAM Beye B CTOAMIIATA
Ha Baamko. V3kasanu ca pasandHy MHEHNS 32 CTOMTHOCTTa Ha TOBa
CIIOMeHaBaHe OT pa3AMYHM aBTOPU U IpeoO1ajaBallloTO MHEHIE €,
Je TOBa CBeeHIe He MOXKe Aa CAY>K! 3a OCHOBaHMe Aa 3aKAI0UNM, 4e
Moute Ha cB. Puaores ca 6uan B Kyprsa ge Apa>kel 1o speMeTo
Ha Koncraatnna ®naocod ot Kocrenerr. OcobeHocTnTe Ha TeKCTa
IIOKa3BaT, ye e M3TOTBeH He OT TO3M KHIKOBHMK, a HaIIPOTUB, CAeJ
Hero. CaMmsaT pBKONUC e 3ary0eH caea Bropara cseTosHa BOiiHa 1
IIpeAA0XKeHOTO My AaTupaHe KbM Kpas Ha XV-XVI B. e 1o cTpannyHn
CBeJeHIsI, a He KaTO CAeACTBIe Ha KOAVKOAOTMYHMY IIPOYUBaHILI™.
Kato 151210 obaue, ToBa He 1O ITpaBu yoeauTeAHO 1 Oe3CHbMHEHO A0-
Ka3aTeACTBO 3a AaTMPaHeTO Ha IIpeHacsIHeTo B Ta3y ertoxa. CbIlo 1o
BpeMeTo Ha Mupua Ctapu, HO € pa3AMyHH, HeAOCTaThYHO IIPUEeMAUBI
apryMeHTH, AaTUpaT IIpeHacsIHeTO Ha MOIIUTe U APYTU PYMBHCKI
uctopuun®. Tyk 6u Tpsi6Baa0 Aa oTOeaexuM 1 Te3aTa Ha [1aamen
ITaBa0B, ue MommTe nipucturat B Kypts ae Apasxel Ha 7 AeKeMBpU
1397 I, KOATO Cce OCHOBaBa Ha HOBaTa Ka/eHJapHa JaTa Ha CBeTUIlaTa
1 Ha HeAOKa3aHUTe IIpeAII0A0KeHN s Ha yKa3aHWsl ICTOPUK OTHOCHO
nasaHeTo Ha Buaun o ocMancka Baact?. BepIiHocT Takasa gaTtu-
pOBKa He MOXXe ga ObJe HaI'bAHO OTXBbPJeHa, ala OIlje I10-MaaKO
MOXe ga Obae gOKa3aHa M3BbH AOTMYECKaTa I ChbCTOSTEAHOCT U
MIpUEMANBOCT.

I1. YepHoBoAsHY IIpUBEXAa €4HO CTPAaHMYHO 40Ka3aTeACTBO 3a
NPUCHCTBMETO Ha MomuTe Ha cB. Puaoresa BbB Baamko npes XVI
8.7 CraBa gyma 3a OM>KyTa, yKpacsBaAlu MOIINUTe Ha CBeTUIlaTa 1
OTKPUTHU IIPU eAHO IIbTyBaHe Ha Aaekcanapy Oa00ecKy ¢ eKuII B
OKpBI ApasKell 11pe3 1860 I., KOUTO BIIOCAEACTBME ca U3CAeABaHN
1 ny0AMKyBaHI KaTO PUCYyHKa M CHMMKa, HO cera ca 3aryoeHn™,
Cruaosara nHTepIIpeTalyis Ha Te3u IIpeAMeTU II03B0AsBa TSAXHOTO

22 Hristova, Karadjova, Uzunova 2003: No153, c. 86, 133-134, 193-194; Dorobantu 1941: nr. 1, p. 91.

23 Cernovodeanu 2001: 162; Naumov 2013: 426-427, 6ea. 5 (A. Haymos npuema cseaeHneTo ot
OesexxKara 1 AaTMpaHETO Ha IpeHaCsIHeTO Ha MoluTe B Kpas Ha XIV man Havaaoro Ha XV B.,
Mosxe u ripe3 Cpp0Oms).

24 Miltenova 1992: 256.

25 Sacerdoteanu 1968: 104; Serbinescu, Stoicescu 1987: 178-179.
26 Pavlov 2019a: 362, 363-364.

27 Cernovodeanu 2001: 167-168.

28 Odobescu 1915: 1138; Sacerdoteanu 1941: 367, nr. 12 (T. VI); 316, nr. 10 (T. VII); Drighiceanu
1917-1923: 26, fig. 14.
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JaTupaHe Ipe3 nbpsBara noaosuna Ha XVI B., Bpemero Ha Hsroe
bacapab 1 Herosute nmpekn HacaeAHUITM, KOETO JaBa OCHOBaHMe Aa
cMsATaMe, de IIpe3 Ta3) ertoxa MoiuTe Ha cB. PuaoTes ca Ouan Beye
BBB Baarko.

Cnopeg cBugerteacrsara Ha nmpotoc I'abpuea B HerosoTo JKutne Ha
cB. marpuapx Hudon Hsaroe bacapab ce rpukea 3a BCMUKY CBETU-
AWIIA Ha BspaTa He caMo B CTpaHara cu, HO 1 Ha 101 oT Aynas. [Ipu
BCE TOBA HsJIMaMe HMKAKBO CBUAETEACTBO 3a 00AaroaereAcTBaHe Ha
KHsDKeckaTa 11bpkBa ,,Cs. Hukoaa” B Kypta ge Apasxer, HUTO 3a
CIIOMeHaBaHe Ha CBeTHAUIIe Ha ¢B. P1a0TesI, KOeTO CUAHO ITOCTaBs
1104 CbMHeHIe IIPUCHhCTBETO Ha MoIuTe BbB Baamko®. Pasoupa
ce, Hali-CepMO3HOTO Bbh3pa’keHle Cpellly TaKkoBa OKOHJaTeAHO 3a-
KAIOUeHNe e AuIIlcaTa Ha KaKBUTO U Ja O1A0 IIpelncy Ha XXUTHe,
cay>0a 1AM KaKbBTO U Aa OMA0 arMoAOTHMYeH TeKCT oT Baako 3a
cB. uaores, T.e. 3a Ipernogo0HaTa, KOATO ITI0O3HaBaMe OT cAy>kKbaTa 1
OT IIpoM3BeAeHNsITa Ha HaTpuapx EBTuMmit u Mutponoaut I7[oacac1).
CopleBpeMeHHO pasliolaraMe ¢ MOAAOBCKM IIPeICcy Ha SXUTHUETO,
KOUTO CBUAETeACTBAT 3a OIlpejeleH UHTepec B APyTOTO KHSKeCTBO,
HO He U B IpeAIrolaraéMoTO MsCTO Ha MOIIuTe™. Bcnuko Tosa m1o-
CTaBsl BBIIPOCa He caMo 3a AaTUpaHeTO Ha IIpeHacsSHeTO Ha MOIIN-
Te, HO U 3a Pa3BUTUETO Ha IIOYMTaHIETO, KOeTO € HeBb3MOKHO 0e3
OCHOBHITE HETOBU KHI>KOBHI ChCTABKIA.

Bewminocr terminus ante quem 3a mpuCchCTBUETO Ha MoiuTe B Kyptsa
Ae Apasxell e TIOCeIIeHNeTo pe3 1656 I. Ha aHTUOXMUIICKNSA ASKOH
ITaBea Azernicku. B gneBHmka cu Toii mpeaBa HakKpaTko JKnutnero Ha
cBeTHmIlaTa U OTOEAsI3Ba, Ue ce e IIOKAOHIA Ha CBeTUTe I MOoIu, Oe3
obade ga Kaxke 11 AyMa 3a BpeMeTo Ha ITpucturaHeTo uM B Kypts ge
ApasKelll, HUTO 3a CAMOTO OCBIIIeCTBsIBaHe Ha IIpeHacsIHeTO — OT KOTO
I Kak e 0110 TO U3BbpIIeHo. B cayyas ot ocobeH nHTepec 3a Hac e
pas3Kas3bT, KOMTO 3a IbPBU ITHT HU IIpeACTaBsl IOABUTIa Ha MOMIYe
MbUYeHIIIa, a He Ha 04arouecTuBa gepuiia 1 rpenogodna’. Criopeg
paskasza Ha IlaBea Azericku Ts MMaaa CbCTpajaTeaHO ChbpLe U Ce
rpikea 3a OeaHuTe, ala Oarna 1 0114 CKbIIEPHUK U 3bA YOBeK. Bea-
HBX TOM 51 3aBapu4 Ja AapsABa XpaHa Ha OeAHITe B xamOapa 1 B s14a
CU U1 OTCAAKbA raaBarta. Ts40TO Ha MOMIYETO € 3aIla3eHo U Te My ce

29 Turdeanu 1946: 85-86.
30 Mircea, Bojéeva 2005: 62, No. 252; [vanova 2008: 537 (20 Maii).
31 Paul din Alep 2014: 326.



ITIOKAOHIAY, a 3a Hesl IMaAo 1 0COOeH cuHakcap 1 cayk0a. Bibkaame
CBBBPIIIEHO Pa3ANIHO KUTHE U IIOYNTaHNe, HO 3a ChXKaleHue, CIIo-
MeHaTHTe KHI>KOBHI e1eMeHTH Ha KyATa He ca AOCTUTHAAM A0 Hac*.

Ha 19 1041 1746 1. ydeHUAT yrpoBaaxuiicku Mutpornoant Heodur
I Kpurcku nnocetna Kypts ae Apasxeln 1 HI e OCTaB)LA MHTEPeCHO
IpeAcCTaBsHe Ha KyaTa KbM cB. P1110Tes1, KoeTo B 00N AVMHIAM CAe/Ba
paskasa Ha IlaBea Aaericku, Makap M C HAKOM ChIIleCTBeH! 400aBKI
/uAu OTKAOHeHU:s», Hail-chlllecTBeHaTa OT TSIX € CIIOMEHaBaHeTo,
ye cB. PraoTes: M HETHOTO CeMeNICTBO ca CeAssHU OT T'bpHOBO 1AM
TbpHOBCKO. Taka BaalIkaTa ceeTulla ce CBbp3Ba C Ta3!y, YMeTO XKUTHe
nuie narpuapx Esrumnii. bama 11 pabotea Ha HUBUTe, a MOMIYe-
TO TpsI0BaA0 4a My HOCHU XpaHa 3a 00514, HO BCe He ce I10Ay4YaBalo,
3aI110TO T4 s pa3jaBada Ha Oeguure. Eanasx Oamara s 3aBapua ga
BBPIIN Te3u 0aarogesiHins, s40caa ce U XBbpAna OpajsaTta cu 110
Hesl, KaTo M CbCAKbA AeCHUS Kpak. MOMIYeTo M3AbXHaA0 OT KPb-
BO3ary0a, HO HUKOII He MOXKeA Aa BAMTHe TAA0TO I1 OT 3eMATa, 3a 4a
s1 norpedat. MecTHUTe CBeIleHUIIN U eAVH apXuepell OTIIpaBUAU
MO/ANTBY, KaTO CIIOMeHaBaAM pa3ANIHY CBeTUANIIIA, U TSLAOTO MOT-
210 aa Obae BAUTHATO eABa TP yKa3BaHeTO Ha ITbpksaTa ,,CB. Hu-
ko4aa”, usaurnara B Kyprsa ge Apaxxem ot Boesogara Pagy Herpy.
VimeHHO TO31, pa3raesxkaaH cera KaTo AeTeHAapeH NPbB BAajeTea Ha
YIpoBAaxmitcKOTO KHKeCTBO, OCBIIIECTBIA IIPpeHaCsIHeTO ¢ 10400a-
BalM royectu. Tam MoIiuTe ocTaHaAu IIped oATapa Ha ITbpKBaTa
U U3BBPIIBAaAU MHOXeCTBO uyjeca. A. HaymoB, KoiiTo nipeacraBs
U U3TOYHOCAABSIHCKaTa TpaAulns, JaThpa Te3U CbOUTUA cropes,
PYMBHCKOTO >XUTHE, HAKbJAE 0OKOA0 1218 r.3* 3acay>kaBa cu 4a ce
otOeaexxn, ye B bparapus (TepHOBO 1 Buauh) AeHsT 3a yecTBaHe
Ha cB. Puaores e 28 Maii, a BbB Baarko ce ycraHoBsIBa 7 AeKeMBpH,
KaTo IOIIPa3HeHCTBO Ha AeH: Ha cB. Hukoaa 1 Moke O UMEHHO BbB
Bpb3Ka ¢ XpaMa, KbAETO MOIINUTE U ca HaMepuAau CBOETO MsICTO>.

Ouesngno e, ge mpes XVII-XVIII B. € cCbTBOpeH HOB pa3Ka3 3a CBETOCT-
Ta Ha PuaoTes1, KOMTO HaAMa HUIIO OO0 € TO3M Ha ntaTtpuapx Eptu-

32 J3BecTHO OOsicHeHMe Ha Tasy cutyauus Hu Jasa Mutponoant Heodur I Kpurckn B csost
AHEBHUK 3a rocemenyeTo cu B Kyprsa ge Apaxemn. Criopes Hero HAKakbB MeCTeH OOASAPUH Ha-
0aB1A Te3V TEKCTOBE C OIAe] Aa Y Pa3MHOXKM, HO IIPMHYAEH OT OOCTOsATeACTBaTa, MOThPCUA
ybexxurre B MoagoBa 1 Taka Tekcropete Omanu saryoenm: Neofit 1. Cretanul 1980: 272.

33 Neofit I. Cretanul 1980: 272-274.
34 Naumov 2013: 427.
35 Naumov 2013: 427-248. Bx. cpmio u Pavlov 2019a: 362, 365; Cheshmedjiev 2019: 57 6ea. 68 u 69.
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Muit u mutporioant Voacad®. 3a Hero mbppBoHavaAHO pa3dupame
ot IlaBea Aaericku u Hait-sede ot Mutponoant Heopur I Kpurckn.
Toit HaMmMpa oTpaskeHne B pyMbHCKaTa KHI>KOBHOCT Ollle OT BTopara
noaosuHa Ha XVIII 8.7, a ot HauaaoTto Ha XIX B. HaMupame caMmoTO
KITHE Ha CBeTUIaTa C MHOXKeCTBO IIPeNCH 1 ITle9aTHY BapuaHTi,

3a orOeas3BaHe e U IPBLIKOTO XKUTHE Ha CBeTHIlaTa OT BTopara I10.40-
suHa Ha XVIII B., KoeTo 1mosTaps NCTopusATa, paska3aHa HI OT MUTPO-
nnoant Heoput®. B cBosiTa cTaTus, mocseteHa Ha TeMara, /1. I'onnc mo-
cTaBs ABa aklleHTa. [IbpBuAT e cBbp3aH ChC C1AHA CBeTANMHA, 3451344
OT Ts10TO Ha MOMIYETO B MOMEeHTa Ha HerOBOTO MbueHm4ecTso. Tosa
— KaKTo I IT0sIBaTa Ha CBeTell] OTHeH CThAD — e TOIOC, KOMTO € 0COOeHO
pasnpocTpaHeH IPpY HAKOU CBETIIU 11 OCODEHO IIPM HOBOMBbUEHUIINTE
crnopea Maprupoaornona Ha Hukoaum Ceeroropen®. Hecbmueno,
CTaBa AyMa 3a CBUAETeACTBO, KOeTO BICBa pyMbHCKaTa Bepcs Ha
SKUTHETO Ha cB. Puaores B TpaguIusATa OT eIioxaTa Ha OCMaHCKOTO
BAaAMYeCTBO I B 3BeCTeH CMIChA Ha HOBOMBYEHIYEeCTBOTO BbIIPeK!
IpMHIIMITHATA pa3AyKa BbB purypaTa Ha MbIUTeAs U B [IOCAaHUETO
Ha Tekcra. Bropmsar akiient Ha /. [oHUC e cBbp3aH ¢ IpeHacsHeTO
Ha MOIIIITe, KbAeTO IpaB! BIledaTAeHle, Je e OTIIpaBeHa IT0KaHa 40
BaAageTeas Ha Baamiko aa aonge 40 JdyHaBa, 3a 4a TU IIOCpeIHe B
cBosiTa cTpaHat. Pertennero kbae 4a Obae 11010KeHa e OCTaBeHO Ha
caMarTa cBeTMIla ¢ U30posBaHe Ha MMeHa Ha ITbPKBIU U CBeTUANIIA B
ouakBaHe Ha oTroBop oT momute. CtaBa Ayma 3a 0ocoOeH u300p Ha
CBeTM MecTa, KOUTO ca OTgaAedeHn OT TbpHOBO, KbAeTO CLOUTHSATA ce
passusar. /. 'onnc o6pbIlla BHMMaHMe Ha ClIOMeHaBaHeTO Ha XpaMa
,CB. Ilapackesa” B Koncrantnnonoa (Xackboir)**. Toit e oT ocoOeHO
3HadeHMe, BKAIOUUTEAHO U 3apaAM ocoOeHaTa Bpb3Ka ¢ Baarko: B

36 He cmaram, ue Tyk TpsabOBa 4a AMCKyTMpaMe TBbpJAEe CTpaHHaTa BepCus, Ipeslo’KeHa OT
ITaamen TlaBa0B 3a IpHCTUTaHETO Ha HAKAKBO JeTeHJapHO Xutue Ha cB. Puaores or bpara-
pust (KosTo Impoyee O1aa BAaAsiaa 3eMuTe 4ak 40 TpaHcuaBaHcKUTe AAIN), KOETO AereHAapHO
,HapOAHO" XXMTIeE CTOSA0 B OCHOBaTa Ha BJAallIKaTa BepCysl Ha MBbUEHIIECTBOTO Ha ¢B. PuraoTes
(Pavlov 2019a: 363-365).

37 Mazilu 1933: 17-18; Cernovodeanu 2001: 172-173.

38 Cernovodeanu 2001: 174-175.

39 Gonis, Patapios monachos Kausokalivitis 2004: 83-84 (3a ppKkomuca ot ckura Kascokaausus u
Herosara JaTMpPOBKa), 124-169 (TEKCT 1 HOBOTPBLIKM IIpeBog Ha JKurtuero); Gonis 2004: 83-86.

40 Gonis, Patapios monachos Kausokalivitis 2004: 152; Gonis 2004: 84-85.

41 Gonis, Patapios monachos Kausokalivitis 2004: 158-160. To3u pa3kas IpuchcTBa U B AHEBHMKA Ha
murponoant Heogur I Kpurcku: Neofit I. Cretanul 1980: 273-274.

42 Tosu enmsog npuchcrsa B AHeBHMKa Ha MuTtporioant Heogur Kpurcku, Ho Ges criomeHasare
Ha MMeHaTa Ha u3Opoenute wspksu: Neofit I. Cretanul 1980: 273.



XpaMa ca rpoboBeTe He caMO Ha BCeAeHCKU IaTpuapci, ada U Ha
BAaJeTeAl 1 4AeHOBe Ha BAaJeTeACKN ceMeliCTBa Ha KHSKeCTBOTO®,
Tyx a3 6ux go6aBmua 1 Bpb3KaTa ¢ mountanmeTo Ha cB. ITapackesa,
KOSITO 3ae4HO CbC cB. P1a0Tes e HouMBala BbB U IIOKPOBUTEACTBaAA
croanynus rpag TspHOBO, a ceTHe U Buann.

Cs. PnaorTes1, KOATO ITO3HaBaMe OT IMCaHUATa Ha TaTpuapx Eprumunii
U MUTPOIIOAUT I7Ioaca<1), e DaaroyecTmBa AeBIIla, KOSTO 3aIrla3Ba 4yic-
TOTaTa cu 11 B Opaka, KaTo TaKa cAeaBa IIpuMepa Ha AMyH 11 HeroBaTa
ChbIIpyTa, U3BecTeH HM OT /apcanka*. OT cBOsI CTpaHa PyMBHCKMAT
KyAT e BIIMICBa He CaMO B MbUeHIYecTBaTa OT erloxaTa Ha OCMaHCKOTO
BAaAN4ecTBO, ada I B IlapajurMara Ha Ablllepy, IIocTpajaan oT Oa-
ITUTe CU, ¥ Ha MbUEeHUIIN OT PbKaTa Ha OAM3KM U pOAHVMHI U3001110%.
/lBeTe roynTaHus ca TBbpAe Pa3AMdHM U TaKa Bb3HUKBAT HAKOAKO
rmmranus. [lounranmnero, koeTo HaMmupaMe BBB Baaliko, cBbp3aHo
AU € ¥ IpOoAbAXKeHNe AU e Ha ToBa oT bbarapua? Ilpenacsinu an
ca Moty oT bearapusa nan Coepoust B Kypts ge Apasxemn u ako 4a,
kora? [Tpnemansa aAu e TakaBa MeTaMOpo03a, 3a 4a Ka’KeM, de cTaBa
cyMa 3a ChbIINs, a He 3a APYT ¥ HaIll'bAHO pa3ANyeH KyAT?

Bbrpekn rnocoyeHure pa3amku, AseTe IIOYUTaHNUs ca CBbP3aHN I10-
MeXAy CI U TOBa He OmBa Aa Obae nmpeHeOpersaHo. IIMeTo Ha cBe-
TUIIaTa € e4HO U CBIIO U TOBa He e Oe3 3HaueHIe, 0COOeHO KaTo ce
Ma IpeABlUJ U IIpeHacsIHeTO Ha MoIuTe 11 oT TbpHOBO BB Bugum,
KbAeTO caeauTe UM ce ryo:AT. OcBeH ToBa B PyMBHCKITE TeKCTOBE I B
KbCHOTO I'P'BLIKO JKIUTHE HeMHMAT IIPOU3X0 OT ThbpHOBO € M3pUYHO
noguepran. Criopea MeH y KbCHUTE aBTOpM KaTo MUTpornoaAnT Heo-
UT 1AM IPBIIKUS ChCTABUTEA Ma OITpeeAeHO JKeAaHle ABaTa KyATa
Aa ObaaT CBBP3BaHM, MaKap U HEIIPSIKO 1 0e3 U3PUYHO ITI0COYBaHe.
Tosa camo moBuIlIaBa aBTOpUTETa Ha IOYNTAaHMETO HA MOMMYETO
MBbueHnIa oT Baamiko. BchIiHOCT OCHOBHUAT 1Tp00O.AeM ce IoCTaBsI He
caMo OT pa3AuKara B TUIIa IIOYMTaHIe, a 1 OT AUIIcaTa Ha KaKBUTO 1
Aa 61110 KHI>KOBHMU CBIAETeACTBa Ha ObATapCcKus KyAT BbB Baariko.
ToBa, KaKTO 11 KbCHO ChCTaBeHaTa 1 HeyOeauTeaHa ucropusi ¢ Paay
Herpy HI mpedaT KakTo Ada ndeHTupuULIMpame AseTe IIOIUTAHNA,
TakKa U 4a oIlpeAeANM BpeMeTO I HaulHa Ha IIpeHacsHeTO Ha MOIIU-
Te B Kyptsa ae Apaxent. AKo 1o HeOOsCHUMU PUYMHU IIpUeMeM

43 Gonis, Patapios monachos Kausokalivitis 2004: 156; Gonis 2004: 85-86.
44 Clarck 2008: 1-25; Naumov 2013: 426, 428.
45 Naumov 2013: 428.
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paskasa ¢ nmpenacsiHeTo oT Pagy Herpy, To Hama 3a1mo nso0mo ga
ce I10CTaBs BBIIPOCa 3a MPUCTUTaHeTO Ha TeKCTOBeTe Ha IaTpuapx
Estumuii u mutponioant Voacad. B mporusen cayuait, e 6u Tpsio-
BaA0 Ja IpUApy>KaBaT AU Aa caeasaT mouure. ToBa Bogu KbM 13-
BOJa, 4e TsAA0TO Ha cBeTuIlarta e npucrurHaao B Kyprsa ae Apaxern
He I10 OOMYalHus ThP>KeCTBeH HauuH. B To3nu cMucba Ouxme moran
Aa ce cbraacum ¢ nskaszanoto ot I 1. UepHoBoAsHY ITpeaIioa0XeHue,
Je BepOsITHO MoluTe ca Ouanu npenecenu B Kyprs ge Apasxernt 1o
HsIKaKbB HEM3BeCTEeH 3a HacC CAyJ4aeH Ha4lH I10 BpeMe Ha OCMaHCKOTO
BAaAN4ecTBo, Korato EBTuMuesara Tpaguims sede He e 61141a TOAKO-
Ba cuaHa‘®. Taka, Ha OCHOBaTa Ha IIPUCHCTBIETO Ha CBETUTE MOIIIN
B CTapara croAmia Ha Baamko Bb3HMKBa U ce pasBuBa HOYMTaHNe,
KOeTO MMa MaAKo o0mo ¢ ToBa B ThpHOBO.

AKo 0ObpHeM BHIMMaHMe Ha APYTHs BaXKeH acIleKT OT KyATa Ha CBe-
TLMTE, a UIMEHHO BU3yaAHIs, TO MOXKe Aa ce Ka’kKe, 4e B cAydasl OTHO-
BO He pasIioJaraMe € 4OCTaTbYHO AaHHH, KOUTO Aa IIOMOTHAT 4a ce
HaMepu KaTeTrop/4YeH OTTOBOP Ha ITocTaBeHuTe Bbiipocu. HarmpoTus,
caM I10 ceDe 11 TO3M MaTepua IOCTaBs AOI'bAHUTEAHN IIPODAeMI 3a
paspemasane. OT egHa cTpaHa, 110 pa3AMYHM IPpUINHU B Bparapus
He ca olledeau n3o0pakeHns Ha cB. PuaoTes1, KOUTO ga AaTUpaT OT
CpeaHoBexoBueTo nan ot npeAmMolepHoTo Bpeme. OT Apyra cTpaHa,
3alla3eHNTe AHeC BU3yaAHU CBMAeTe/ACTBa 3a pa3BUTHETO Ha KyATa
Ha cesep OT /lyHaB pa3KpuBaT CA0>KHa KapTUHa.

Hskoako ciieHM OT XXKMBOTa Ha CBeTHIlaTa ca M3MICaH!U BbPXY ceBe-
pOM3TOYHMA CTbAD B HaOCa Ha KHsI>KeckaTa ITbpksa , Cs. Hukoaa” B
Kyprtsa ae Apaxent — xpaM'bT, B KOITO ca ce HaMUpaAy MOIIUTeE 1 B
cpeaara Ha XVII B., KakTo pazOupame OT gHeBHIKa Ha AsKOH [laBea
Azencku. LIbpkBsara e M3aurHara sbpxy 1o-crapu ocHoBu mpes XIV
B. B Ilep/MeTbpa Ha BAajeTeAcKaTa pe3alAeHnns 01130 40 gBopelia
U B Hes ca 3alla3eHM IIeHHM CTeHONMcCH, U3IrbaHeHn B ITaseoaoros
crma¥. Ho ciiennte ot >xuBoTa Ha cB. Pua0Tes He ITpuHaAAeXaT KbM
I’bpBOHavYaAHaTa >Xysonuc ot XIV B., a ca 3HaYUUTEAHO ITO-KbCHU —
MBIICaHU ca TPV YaCTMYHO OOHOBsBaHe Ha JKMBOIINCTA B XpaMma,
U3BBPIIEHO Hall-BeposTHO B Kpas Ha XVIII B.#® (Fig. 1). Te caeasat

46 Cernovodeanu 2001: 169.
47 Musicescu, lIonescu 1967; Arta 2018: 148-152.

48 Drighiceanu 1917-1923: 35, 37, fig. 23-26; Voinescu 1974: 168-174; Musicescu, lonescu 1976;
Cernovodeanu 2001: 172-173; Negriu 2011: 129-130, fig. 1; Bakalova 2016: 82.



Fig. 1. CreHommcy cbC CIIeHN OT KUTHETO Ha cB. PuaoTes, ceBepon3ToueH cTba0 B HAOCa Ha
KHsDKecKaTta 'bpksa ,,Cs. Hukoaa” B Kyprs g4e Apaxem, kpas na XVIII .
CHuMKa Ha aBTOpUTe

,BAAIIKNA” BapMaHT Ha XXUTHETO Ha CBeTHUIlaTa, PeKOHCTPYMPaHO
ot mutponoant Heopurt I Kpurckn. CroTBeTHO, ca IpUAPYKEHN
OT PYMBHCKU HaAIIVICU Ha KMPUANIIA, KOUTO IOACHABAT CAeAHNTE
nsoOpasenn ennsoan: Cs. Puaores ciogeas xas10 1 Boja ¢ beaHU-
Te, CB. Puaores pasaasa gpexu u barjata Ha cBeTuIjata padoTu Ha
11041€TO — KOMIIO3MPaH! B €4HO 1300pa3nTeAHO [104e BbpXy TOpHaTa
3ara/Ha cTpaHa Ha cTbaba (Fig. 2), barrjata xBbppas Opaasa 1o cBeTH-
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Fig. 2. C. ®uaores criogeast xas16 u Boga ¢ OegHUTe, Fig. 3. Mbuennueckara cMbpt Ha CB. Praores,
ClleHa OT KHsKecKaTa IrbpkBa ,,Cs. Huxoaa” B Kyprsa ae CLIeHa OT KHsDKecKaTa Ibpksa ,Cs. Huxoaa” B

Apaxerm, kpast Ha XVIII . CHuMKa Ha aBTOpUTE Kyprs ae Apaxem, kpas Ha XVIII 8.
CHuMKa Ha aBTOpUTe

11aTa, 40KaTo T pa3jasa Ha Oe HIUTe, CMBPTHO paHEHOTO JI ITajaIlio
TS0 U aHTeA C AyIlarta 1 B pblie — BbPXY TOpHAaTa 4acT Ha I0KHaTa
crpana Ha crba0a (Fig. 3), TstaoTo Ha cB. Puaores ce uaaura caes
MOANTBATa U CIIOMEHABaHeTO Ha ITbPKBaTa B ApAXKeIl — BbPXY AO-
/AHaTa JacT Ha 3araaHarta crpaHa Ha crba0a (Fig. 4), u ITpenacsuero
Ha MoIuTe Ha cB. PuaoTes B ApAKeI — B 401HAaTa 9acT Ha I0O)KHaTa
crpaHa Ha crba0a (Fig. 5). Tean creHomCK He ca TOYHO JaTUpaHU
" 3a MAeHTUPUIMpaHeTo Ha 3orpadpa ca M3Ka3BaHM Pa3ANIHY MHe-
a4, OHOBa, KOETO e Hall-ChIIIeCTBEHO 3a Hac B cay4asi, e q)aKTbT, ye

49 B panHHuTe U3CAeABaHMS € M3KAa3aHO IIPEAIIOAOKEHNE, Ye Te3U CTEHOIMCH Ca Ch3AajeHN OT
sorpa¢ Pajy, mssecTeH che cBOST GeAeXKHIK ¢ 00pa3Iy 1 PUCYHKM KOTIMS Ha cTeHOmcuTe ot XIV
B. oT rbpKkBata ,Cs. Hukoaa” B Kyprs ge Apasxenn, cbxpansasad B PymbHCKaTa akaseMus Ha Ha-
yxute, BX. Drighiceanu 1917-1923: 35, KOITO yTOUHsBa, Y€ MHEHIETO 3a TOBa aBTOPCTBO IIbPBU
nskaspa H. Vopra. Anec ce cunTa 3a 40Ka3aHO, 4e TO3M 30rpad AEVICTBUTEAHO € yJacTsal B OOHO-
BSBAHETO Ha YacT OT CTEHOIIVICUTE B ChIVS XpaM Ipe3 TpeTtaTa 4eTbpT Ha XVIII B. (Voinescu 1974;
Ciobanu 2020). Ho ripe3 70-Te rogunm na XX 5. T. Bojinecky ripejaara apryMeHTUpaHO CTaHOBMIIIE,
9e aBTOp MMEHHO Ha ClleHHTe Che cB. Pnaores ve e Pagy, a e sorpad Vans, ussecren mo A0ky-
MeHT OT 1804 I. M OCTaB}A MIMETO CU BBPXY ITbpBaTa KOMIIO3MINS OT uKbAa (Voinescu 1974: 168).
CBOTBeTHO, T4 IIpeAaara U APyro AaTHpaHe Ha CTEHOIMCHUTe C KUTUITHMAS IIMKbA Ha cB. Puaores
— Te cAeaBa Aa ca Ouau usIrbAHeHN okoao 1800 I. (Voinescu 1974: 168-174), a He IIpe3 1750/51 T.
nAu 1766 T., KaKBUTO MHEHISI CBIeCTBYBaT B ITO-paHHaTa ucropuorpadus. Heltnara aTpubyrs
e Bp3IIpUeTa B I10-TOAsMATa 4acT OT IO-KbCHUTE ITyOAMKAINM, a B OOIIY AMHUM TOBa Ce OTHACS
u A0 AatupaneTo, BX. Cernovodeanu 2001: 172-173 — ,vers la fin du XVIII® siecle”, ¢ mo-pannara
AuUTepatypa, AOITbABAIlA CBeJeHMATa 3a 3orpada; Negriu 2011: 129 u fig. 1, KbAeTO B TeKCTa ce
criomeHasa gatupase oT KbcHua XVIII B, HO B IOSICHEHMETO KbM MAIOCTpaLusATa — ,ca. 1745";
KakTo u Bakalova 2016: 82 — , XVIII B.” Cpeg, cbBpeMeHHUTe U3CAeA0BaTeAN ChIIECTBYBaAT U APYIU
MmHeHns1, nocodenn pu Cernovodeanu 2001: 173, 6ea. 34 ¢ AuTeparypa.



Fig. 4. Tsa0T0 Ha cB. DuaoTest ce usaura caes Fig. 5. [IpeHacsHeTo Ha MOIIMTE Ha CB.

MoAUTBaTa ¥ ClIOMEHAaBaHeTO Ha ITbPKBaTa B ®uaores B APA>KeLH, CIIeHa OT KHSIKeCKaTa
Apasxer, crieHa OT KHsDKecKaTa Iybpksa ,,CB. ubpksa ,Cs. Hukoaa” B Kypra ae
Hukoaa” B Kyprst ae Apaxen, kpas Ha XVIII 8., Apaxet, kpast Ha XVIII B.

CHMMKa Ha aBTOpUTE CHUMKA Ha aBTOpUTE

Te OTpassBaT KbCcHaTa ¢gaza B 0POPMIHETO Ha KyATa Ha CB. Puaores
BBB Baaliko — eTara Ha HErOBOTO Bb3pa’kaaHe C yCUAUATA Ha Ibp-
KOBHITE BAACTU CAej, 1746 T.

/OKOAKOTO HI € U3BeCTHO, CLIeHITe OT KHsKecKaTa ITbpksa B Kyprs
Ae ApJasxeln octasaT M e AMHCTBEHITe 300paskeHis], Ha KOUTO ce
oOp'bllla BHUMaHNe B IIyOAMKallMITe, IIOCBeTeHN Ha pa3BUTHETO Ha
IOYMTaHNEeTO KbM cBeTuiiaTta. bes ga mmame nperennium 3a nauep-
I1aTeAHOCT, OMXMe MCKaAll Aa KOMeHTHpaMe Ollje IIpuMepy, KOUTO
ca CBbp3aHI C TeMaTa ! IpeAxo>kK4aT XPOHOAOTMYecK! Ilepuoja Ha
OXXIBsBaHeTO Ha KyaTa Ha cB. Puaores: bB Baamko or cpegara Ha
XVIII B. HaTaTBK.

[TepBUAT Ce OTHACS 40 IIpeAIIoAaraeMo n3o0pakeHne Ha CBeTUIIa-
Ta BbPXY AapOXpaHUTeAHNUIIa OT MaHacTupa TrucMaHna, nspaboreHa
IIO ITOp'’bYKa Ha urymeHa lIleTpoHmiT OT YMITPOBCKUTE MalICTOPU
3aatapu SIkos 1 Mapko 1pes 1671 r. JapoxpaHuTeAHNUIIaTa 1Ma
¢dopma Ha XpaM ¢ aricKAa, CTPAaHNIHY KOHXU U KYIIOAY, KaTO BbPXY
CpaBHUTEAHO HeroAsmMara 1 IL101I1] ca rpasupanu Tpu boropoanmann
CIIeHN, ABa AOIOACHN oOpas3a Ha IIpopoIu 1 36 purypu Ha CBETIIN
B OTJe/HM apKOBUAHM I10/€Ta, peAyBallli ce B ABa XOPU30HTAaAHU
peructbpa (Fig. 6). ITbpBoTO 3a4B20049€HO 13CAeABaHe Ha IIpesMeTa

—
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npuHaaaexu Ha Auny /J>Xypecky®, KOMTO 3ariodBa akageMMdHaTa
CM Kapuepa ¢ HAKOAKO U3cAeABaHNs B 001acTTa Ha ITbpKOBHaTa yT-
Bap 1 Be30a, IIpeAcTaBAsiBall/ IleHeH U3TOYHUK U 3a ChBpeMeHHIUTe
crrerinaancTy. ONucBaiky AOAHUS PeruCThP Ha IOKHaTa CTpaHa
Ha ,XpaMa“/aapoxpannteannuara, J. Axxypecky naeHTuguimpa
eAVH OT o0pasuTe Karto , AdaKoHuca Puaores”s'. IlbppoHayaaHo ce
AOBepUXMe Ha IIPelM3HOCTTa Ha PYMBHCKIS M3CAeA0BaTe, Thil
KaTo pasrnoaaraxme c ¢pororpadpun, B KOUTO AUKBT IpUANYaIIIe Ha
SKEHCKM, a ChIIPOBOXKAAIIVIAT HaAIIMC U3TAeXKAallle CbOTBeTCTBALL] Ha
npeaaoxkeHarta naeHtudukanus®. [Ipucscrsuero Ha cs. PuaoTtes
BBPXy IIpeJMeT Ha KyATa OT IIPOTpaMHO 3HaueHle 3a MaHacTupa
Tucmana 01 611410 BbAHYBaIIO, 0COOEHO KOTaTO T € ChIIPOBOJAeHa OT
cB. I'puropmit dexanoant u cs. Hukogum ot Tucmana, unnro odbpasu
B cAydJasl ca TpaBUpaHM PeJOM B ChIINA PeIUCTLp, a KyATOBeTe UM
ot cpegara Ha XVII B. HaTaTBK HAAXBBPAAT A0KaAHOTO CM 3HAUYEHMNE,
HpeBPbIalKM Ce IO-KbCHO B CBETIIM IOKPOBUTEAN Ha AbP>KaBaTa®.
Ho necpmHeHO, mpeacrapsHeTo Ha cB. PuaoTes KaTo AsJKOHICA ce
pasMIHaBa C OOILIOIIpUeTUTe B IIpaBOCAaBHaTa TPajuIVs HAauMHU
Ha 1300pa3siBaHe Ha KeHITe CBeTUIIM U TaKaBa eKCIleHTpUYHa UAeH-
TugUKalms U3MCKBa BHIMaTeAHa IIpoBepKa.

Eapa mipe3 ecenrta Ha 2023 r. mMaxme BB3MOXKHOCT Aa ITOCETUM
Hamnumonaanms mysei Ha pyMBHCKOTO U3KYCTBO B Bykyper, B unsTo
eKCIIO3UIINS € U3A0KeHa AapoxpaHuTeaHunaTta. I lpusnareanu cme
Ha Emanyeaa Uepnea — prkoBogutea Ha otaeaa 3a CpegHOBEKOBHO
U3KYCTBO, 3a IIpejocTaBeHaTa Bb3MOKHOCT Aa pabOTUM C ITpeAMeTa
de vizu n or0amnso. [loeueTo OT M300pakeHUsATa Ha CBeTLIUTE He
Morart ga ObAaT MAHTUPULIIMPAHMA C IIPOCTO OKO, Thil KaTo ca (PUHO
rpaBUMpaHl ¥ MaAK/ IIO pa3Mep, a ChbIIPOBOXKAAIIUTe TU HaAIIVCU
U3UCKBAT CUAHO yBeAMYeHMe M HacOYeHO OCBeTJeHue, 3a Ja
ObaaT pasueTenn u gokyMeHTupanu. [lo-BHnmmaTeanusar nperaes
CIIOMOTHa Ja ce mpeumsupa npeaaoxenara or A. JAxypecky
naeHTuuKanusg — sMecto cs. OPuaores mpescTaBeHUAT Ha TOBa
MSICTO cBeTell e apXuAsakoH Puauil, ¢ TOH3ypa, B Oorocay>keOHu

50 Giurescu 1964: 475-487.
51 Giurescu 1964: 485, note 60. [To-kbcHO Herosarta nAeHTugukanus e ppanpuera or Eaena l'e-
HOBa, BX. Genova 2004: 39.

52 baarogapum cbpgeuro Ha Eaena 'eHoBa, kosTO mpesoctaBu GpOTOCK Ha AapOXpaHUTEAHNU-
1jaTa OT CBOsI apXuB, KakTo 1 Ha Jannea Kaun u Emanyeaa UepHest 3a OT3MBUMBO OCUTypEeHUTe
CbBpEeMEeHHM BJMCOKOKadecTseHu pororpadum.

53 Box. Negrau 2011 ¥ UTHpaHuTe IO-paHHN ITyOAMKaIIIHA.



Fig. 6. [lapoxpaHuTenHuiia or MaHactupa Tucmana, 1671 r.
Doro xpepuT Harpmonanen Myseit Ha pyMBHCKOTO N3KYCTBO B byKypemr

OJeXAM, C KajgUAHMIIA B As]CHaTa pbKa U 3aTBOPEHO eBaHIeAle
B asBaTa (Fig. 7, 8). Tosa e amoctoa ®uaun ot 70-Te n ASIKOH OT
cegeMTe M30paHM Aa CAyKaT M IPOIIOBSIABAT B I0ACVICKUTE 3eMI,
4YIATO ITaMeT ce yecTBa Ha 11 OKTOMBpM, 3a pasamka OT arlocToAa
@uanr — eAVH OT ABaHajeceTTe artocroan, Kororo IIpasocaaBHara
IIbpKBa Bb3lIOMeHaBa Ha 14 HoeMBpu. BbpXy gapoxpanureanuinara
ot Tucmana ca rpasupann u gsata obpasa, KaToO TO3M Ha allOCTOA
®uanm e B TOpHIS PETUCTBP Ha CpelllyIlloA0>KHaTa ceBepHa CTpaHa
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Ha ,Xpama”, B ITbpBaTa apkKa OT 3aIa/ Ha u3Tok. VzoOpaxkenn: Ha
ABaMaTa CBeTIIU €JHOBPEeMEHHO IPMChCTBAT ¥ B MEHOAO3UTe, KOUTO
ce M3INCBAT B IpMAeXKallluTe OT 3allaj Ha Haoca IPOCTpaHCTBa Ha
HSKOM OT ITbPKBUTE U B ABeTe KHsKecTBa orrje oT XIV B. HaTaThK™.
Jormyckame, 4ye crieliaaHoO 3a IIOYMUTTa KbM apXuAsikoH Puaumn B
Oarenns caeg cpeaara Ha XVII B. e cbaelicTBaa0 1 IpuA0OMBaHETO
Ha yacTuiia oT MomuTe My oT Mareit bacapa® (1632-1654). 3aeaHo
¢ mommure Ha cB. Muxana Cunaacku, cs. VMoau 3aaToycT U CB.
Mapuna Te ca gapenu Ha MaHacTupa ApPHOTa, KbAETO BEPOSATHO
ca CbXpaHsABaHM B IAMTKA apKupaHa HMIIa Ha ceBepHaTa CTeHa
Ha oaTtapa®. Ts BuauMo e QyHKIIMOHAAHA, a He 4eKOPaTWBHA, Thil
KaTo 3ara3eHNTe B Hesl CTEHOIINCH BKAIOUBAT MMEHHO YeTupumaTa
CIIOMEeHaTH CBeTUTeAN, KOUTO TPyAHO Omxa OmAy chbOpaHM B TOBa
IIpOCTpaHCTBO Oe3 criennaaHa npuanHa. Purypara Ha apXUASIKOH
Puann e pasnoaokeHa B JeOeanHaTa Ha 3alajHaTa CTpaHa Ha
HUINIaTa, CPeIlyII0A0KHO Ha cB. MapuHa. MHOTO e Bb3MO>KHO Taka
Aa e U3raexkjala IrporpaMara B HUIIIaTa OIlle IIpY I'bpBOHaYaAHOTO
U3INCBaHe Ha Xpama II0 BpeMeTo Ha Mareit bacapab B camoto
Havaao Ha 40-te roannn Ha XVII B., HO BUAMMMNTe AHeC M300pa>keHU s
Aatupat ot 1706 r.** Te ca gea0 Ha exun ot 3orpadu or ,IKoaaTa
Ha Xypesn”, M3IbAHABAAV HPECTVKHU IIOPBUYKM 3a U3IINCBaHe
Ha xpaMose 110 BpemeTo Ha Koncrantun bpaukossny (1688-1714),
KOUTO ca IIpeACTaBUTeAHI 3a M3BeCTHU: B clleljMaAn3VpaHaTa

54 Tasu npakrika ce HabA104aBa OlIje B IIPOHAOCa Ha KaTOANKOHa Ha MaHactupa Kosums (1390/91),
BX. Negriu 2018: 131, 134. B MeHoa03uTe HaunHUTe Ha U300pasABaHe Ha ABaMaTa CBETI[V Ce Pa3al-
vaBar. [Ipu garaTa 11 OKTOMBpPU BIHATK Ce IpeAcTass QuUIypaTa Ha cBeTella, KaTO IIOHAKOTa TON
€ CBIIPOBOJEH C I0-001I] HaATINC ,CBeTH arlocToA”, ABPKI CBUTHK 1 e Oe3 601‘0C/1y)Ke6HI/I 04€eX-
AM, KaKTO e HallpuMep B IIpOHaoOca Ha MaHacTMpcKaTa ITbpksa B Xymop, Moagasus, 1535 I., BX.
Cincheza-Buculei 2014: 189, ¢ur. 44. ITo-uecto e ¢ AIKOHCKU OAEKAY, AApOXpaHUTEAHNIIA B €AHa-
Ta U KaAUAHUIIA B ApyraTa pbKa, HallpuMep B KaToAMKoHa Ha /loOpossll, Moagasus, 1529 I., BX.
Cincheza-Buculei 1992: P1. 11, 3, man B ek30HapTeKca Ha KaTOAMKOHa Ha Boponery, Moaaasus, 1547 T.,
a B HAKOU CAydJal e 1 C TOH3Ypa, KaKTO B IIpOHaoca Ha IybpKBaTta Ha MaHactupa Cyudesuria, Moasa-
B, 1596 T., KbA€TO € CUTHMPAH HO-TI0APOOHO ,,CB. arl. Pyan oT cegeMTe AIKOH” 1 CHOTBETHO € C
TOH3YPa, ASKOHCKY OA€XAM, KaAMAHUIIA ¥ AapoxpaHuTeaHuna, Bx. Cincheza-Buculei 2013: 184, dur.
26. Aokaro anoctoa PuanI ce peACTassi B LA PBCT C XUTOH U XMMATUI, I10-4€CTO B MEHOAO31Te
ce n300pa3sBa HeropaTa MbUeHNYECKa CMBPT — pa3lIbBaHe Ha KPBCT C raaBarta Hazoay. [losedyero
nocouenu Tyk npumepn ot XVI B. mpousxoxaar oT nameTHuUIM B Moa4aBus, OT ChIIOTO Bpeme BbB
Baamko — B mpoHaocuTe Ha KaToAMKOHKTe Ha MaHactupute CHaros (1563), Tucmana (1564), Byko-
BBII (C. 1574) U Kbayity (1594), MEHOAO3UTE ca YAaCTUMYHO 3arla3eH) U He MO3BOASBAT ChIIOCTaBIHe
Ha oOpasuTe Ha gBaMaTa ceTin. Vma 3anaseny mpumepu ot kpas Ha XVII B. 5pB Baamiko — u gsere
HaMeTH Ca MAIOCTPUPAHN B MEHOAOTa B IIPOHAOCa Ha KaTOAMKOHA Ha MaHacTupa Xypesu, 1694 T.,
KaTo AsKoH Puani e ¢ TOH3ypa, KaguAHNIIA U JapoXpaHuTeAHuIa. B oaraproTo mpocrpaHcTso Ha
KaToAMKOHa Ha MaHactupa Koaust (1704/5) OTHOBO ca ITpeACTaBeH) 1 ABaMara CBETLIH, CPeJ OCTaHa-
Aurte jiepapcu u AKoHu, BX. Popa, lancovescu, Negriu, Bedros 2008: 269 (I. lancovescu).

55 Pillat 1980: 19.
56 Popa, lancovescu, Negriu, Bedros 2008: 436, 441 (E. Negrau).



Fig. 7. C. paxon ®umm,
JapOXPaHUTETHNUIIA OT
maHactupa TncmaHa,
1671t

®oro xpeput Harmonanen
Mys3eil Ha pyMBHCKOTO
M3KYCTBO B Bykypern

Fig. 8, 8a. Hazyrnic kpM 06pasa Ha cB. fsikoH Pwni,
JApOXpaHUTENTHUIA OT MaHacTupa Tucmana, 1671 .
®oro xkpegut Haumonanen Myseit Ha pyMbHCKOTO
u3KycTBO B Bykyperr
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U3KyCTBOBeACKa AuTeparypa ,crua bpankossany””. CaeaosaTeaHo
UMa MHAMKAIIUM Ye IIOYUTAaHMeTO KbM apXuAikoH Puaum e
1MaJAo CBOUTe Tpasuuuu BB Baamko, mo-crentmaano B Oarenns,
KbAETO ce Hamupa u MaHacTupbT Tucmana. Beposrno Tosa
e Ja e U egHa OT IpUYMHUTE 3a U30Opa Ha IOpBUUTeAUTE Aa
BKAIOYaT HETOBM: 0Opa3 B CBETUTEACKNs ChCTaB, IIpeACTaBeH BLPXY
Aapoxpanureannnara ot 1671 r. KoncrpyknusTa u cuMBoAMYHaTA
yKpaca Ha AUTYPIUIHUTe IIpeJMeTI OT TO3M PaHTI ca OOTOCAOBCKA
OCMICAEHM, NpeJBapUTeAHO OIpeAeleHM U HaA3UMpaBaHU KaTo
usnrbaHenne. Taka e n B cayyasi c gapoxpanuTeanuiara ot Tucmana,
YuATO MKOHOIpadpcka IIporpama 3acAy’kaBa JAOI'bAHUTEAHO
IIpOy4BaHe, HO Ts He BKAIOUBa oOpasa Ha cB. Puaores. A To3u PpakT
OT CBOsI CTpaHa e OIle eAHO CBUAETeACTBO, Ye JaHHUTe 3a PaHHaTa
¢dasza Ha oPopMAHETO Ha HelHMs KyAT BB BaaIko geiicTBuTeaHO
ca OCKBbAHI.

Heka ce BbpHEM KbM IIBPBOTO CUIYPHO CBUAETEACTBO 3a
rnounTaHmneTo Ha cs. Puaores Ha cepep oT JyHaBa — pa3Ka3bT Ha
ITaBea Aaencku ot 1656 1. B Hero ce criomeHaBa ChIIIECTBYBAIIIO
94eTHBO 3a CBeTHUIIaTa U He ce Ka3Ba HUIIIO 3a HEVIHM M300pakeHns,
HO MOXe Ja ce IPeAroAoX!, 4e OCBeH MOIINUTe B KHs>KecKaTa
ITbpKBa € MMaJ0 U HeliHa MKkoHa. VIzoOpakenue Ha cB. Puaores
OT TOBa BpeMe, 13raexxaa odaue, He € AOCTUTHAAO A0 AHeC, He HI e
IIO3HATO Ja MMa 3alla3eH HeMH 00pa3 1 B HAKOM OT CTEeHOIIVMCHIUTE
aHcamM0AM OT BpeMeTO Ha ymnpasaeHnero Ha Mareir bacapad.
Pasbupa ce, ToBa He O3HayaBa, Ye He € MMaJA0 TaKMBa, OCOOEHO
peAsi HeAOOpPOTO CLCTOsSIHME Ha 4acT OT IaMeTHULIUTe UAU
Ipen3nucBaHeTo Ha Apyru. Ho TeHAeHITM:ATa € sIcHa — OT HaAMYHIAA/
AUIICBAIl] M300pasuTeleH MaTepuaad € BUAMMO, 4ye IO HIKaKBU
NPUYVHA HeTHUAT Ky AT He € TOAKOBa IOy AsipeH BbB Baamiko rpes
XVII B., K0AKOTO HalIpuMep ca APyTuTe ABa A0OKaAHU CBeTUTEACKU
KyATa — To3u Ha ¢B. ['puropuit JekannoanT, YMmnTO MOIIY ITIOYNMBAT
B MaHacTtupa bucrpuna, n na cs. Hukoaum or Tucmana. Karo ue
AV HUe He pasIiolaraMe I ¢ 40Ka3aTeACTBa, Ye TO3U KyAT € CBbP3aH
C oIpeJeleH BAalIK! BAajeTel. B TO3yu KOHTeKCT OmMxme McKaAmn
Aa oObpHeM BHUMaHIe 1 Ha APYTo: IpU yIlpaBAeHneTo Ha Mateit
bacapab B Tbprosuiie npes 1652 r. e oTiedaTaH CBOABLT OT IIpaBHU

57 JKuBorucra ot ertoxara Ha KoHcTaHTUH BpaHKOBHHy n 30I‘pa(l)CKI/ITe areaueTa BbB Baarko
OT Ilep1oJa ca HellpecTaHHO M3CAeABaHM U 10 TeMaTa ChLIeCTBYBaT MHOXKEeCTBO ITy0AMKaIum,
BX. Popa, lancovescu, Negriu, Bedros 2008; Negrau 2019 ¢ IuTHpaHaTa Io-paHHa AnTepaTypa. 3a
CTEHOIIMCHUTE OT 1706 I. B ApHOTa 1 TexHuTe Maricropu BX. Popa, lancovescu, Negriu, Bedros 2008:
436-442 (E. Negrdu) c mocoyeHuTe 1o-paHHM U3CAeABAHMSL.



Tekcrose ,llonmpaBka Ha 3akoHmTe” (Tndreptarea legii), xoiiTO
MOKe Ja ce pasraexkda KaTo IIporpameH 4OKYMeHT 3a Abp>KaBaTa
n IlppxBaTa mo oHoBa Bpeme®™. OdopmaeHMeTO Ha TUTyAHaTa
CTpaHMIla Ha TOBa M3JaHMe U N300PBT Ha U300pakeHsTa BbPXY
Hes1 O cAeABaAo Ja ca IIpeABapUTEAHO OlpejeAeH) 1 OOBbp3aHU
naeoaorndeckn. IlpeacraBenn ca gecer oOpasa Ha CBeTIIM, KaTo
MexXAy TAX ca cB. 'puropmit dexkanoant u cB. Hukogum or Tucmana,
KOETO Ollle BeAHbK yKa3Ba Ha CIIelIaAHOTO IIpeAlIoYUTaHNe KbM
TAX. AKO KyATBHT Ha cB. Pua0Tes e MMaa eKBMBAAEHTHO 3HaUeHIe
3a BAacTTa — Abp>KaBHa MAU IIBPKOBHA, TO HEHUAT 00Opa3 MOXKe
Ou cpIlo OM HaMepuA MACTO TyK. BbpXy rpasiopara Ha TUTyAHaTa
CTpaHHUIla Ma >KeHCKM oOpa3, oOO3HadeH KaTo MBbYeHHuIla —
cs. Teopuaa 1. o/ ¢Puar. (Fig. 9). Cpea mamernte, decTsaHu
ot IlpaBocaasHaTa ITbpkBa IIpe3 KBbCHOTO cpesHOBeKOBUE, He
OTKpHUXMe cBeTHlla C TaKoOBa IMe, He HI € M3BeCTHO U APYTO
11o400HO nsodbpakeHne. Topa 00CTOATEACTBO HECHMHEHO M31ICKBa
110-3a4bA00YeHO MpOoyYBaHe, HO HAMA Kak Ja ObJle IIOAMMHATO B
cayyas. IIpucbcTBuero Ha MaagoAMKa MbUeHHUIIAa Ha TUTyAHaTa
CTpaHNIla Ha Ile4aTHO M3JaHUe OT CBIIEeCTBEHO ABP>KaBHIUECKO
U IIBPKOBHO 3Ha4yeHle CbC CUTYPHOCT He e caydaiiHo. OT gpyra
CTpaHa, HaAulle e CMyIllaBallia IIpMAMKa B 3Ha4eHIeTO Ha IMeHaTa
Ha cB. Teopuaa u cs. Puaoress. MaricTtopsT Ha rpasiopara Teogop
Tumesny, nsraexxsa, He € MeCTeH”, KOETO AOITyCKa BB3MOXKHOCT
umeto Ha cB. PuaoTus Aa e CrpelieHo, HO AaAM BAAIIKUAT
mutponioant CredaH, 104 4neTo MOKPOBUTEACTBO ce M3padoTBa
u3jaHMeTo, 0u AolrycHaa HeToyHOcT? Ha HacTosmms eram ot
13CAeJBaHETO CaMO MOJKeM Ja IIpuBJAeYeM BHIUMaHUE BBLPXY
eAMHCTBeHaTa >KeHa CBeTuIa OT TUTYAHUs AUCT Ha ,,indreptarea
legii” ot 1652 r., 3a1110TO KakBaToO 1 Aa € MHTepIpeTanus TPyAHO
6u Onaa noaxperneHa yoeauTeAHO.

MNzobpaxenne Ha cB. Puaores cbC CHLOTBETCTBAIO CUTHUPaHe,
KOeTO Ja IpaBy MAeHTHPUKaIUATa Ha oOpa3a CUTypHa, Bce TIaK e
AOCTUTHAAO A0 Hac, MaKap 1 B He400po chcrosHue. To e BKaioueHo
B CTEHONNCHATa MporpaMa Ha M3TOYHATa CT€Ha Ha OTKPUTHU
nputBop Ha mbpksata ,CB. Tpouna” na manactupa Cypmnateae,

58 Indreptarea legii 1962.

59 Ilpeamoaara ce, ye masa ot Kues, nosede 3a paGorara My BbB Baarmko s:x. mpu Andreescu 2002:
57-61. B u3janueTo He ca MAeHTUPUIIMpPaHN KOPEKTHO HAKOM OT OOpasuTe OT TUTyAHATa CTpa-
Huna Ha ,Indreptarea legii” ot 1652 r.: BMecto cs. Huxogum or Tucmana ¢urypupa cs. Huxoaa,
sMecto cB. Teogop Crparnaar e cs. Teodpacr, a Bmecto cs. Teopuaa — cs. Teopuaakr, BX. c. 58.

(357



2)

L

358, )

J.

- = TR

f
Frl

I e TR S T T x
'.;-:.Sul_;_;‘::l__g-.mh ‘):(:?xxnl. e ¢

Fig. 9. Cs. Teodua, fieTaii OT JOMHYA JIAB BI'bJI Ha TPABIOPATa HA TUTY/IHATA CTPAHNIIA HA
»Ilonpaska Ha 3akoHuTe ot 1652 1., 0 Indreptarea legii 1962

Adatupama ot 1706/7 1.%° Csermijata e mpeacTaBeHa OT IOXKHATa
CTpaHa Ha BXOJa, B 114 PBCT U C yepBeH Madopuii, HO e TPyAHO
Aa ce pazamMdaT IIOAPOOHOCTU MOpaAM 3aryOuTe Ha >KMBOIVICHIS
caon (Fig. 10, 11). Haanncer obaue e 3amaseH — eTAA cjm/\ow/,\él.
XpaMBT e uU3AUTHAT Ha MSCTOTO Ha ABbpPBEeHa LIbpKBa U IIO-CTap
AeBudecky Ma"actup, ¢pyHkinonupaa mnpes XVII B. Bb3o0HOBeH e
CbC criomoliecTsoBaHneTo Ha Mapws, ceripyrata Ha Koncrantun
bpankossny, u 11og Hag30pa Ha nrymeHa Ha Xype3u apXUMaHAPUT
MoaH, ,AsicHa pbKa” Ha BaajeTeas, IO Ce OTHACA 4O HETOBUTE
MamaOHM IIpOeKT! 3a M3AuraHe U OOHOBsIBaHe Ha ITBPKBU B
oOaacrra. CTeHOIMCKTE Ca Ch3AadeH! OT rpyTa 3orpadu, ocTaBuAu
MMeHaTa CU B IPOCKOMUAVITHATa HIIIIA ¥ TIO3HATU ¢ paboTaTa CU 1 B
ApYTU XpaMOBe OT erioxarta: AHApeli, VIOCMC]) llepoMOHax, XpaHuTe
n Credan. V13BeCTHO €, 4e IIpM OCBIIIECTBIBAHETO Ha IMOAUTUKATA
3a yCUA€HO U3rpaXkgaHe 1 Bb30OHOBsIBaHe Ha XpaMOBe 110 BpeMeTO
Ha Koncrantna BpaHKOBsHY ca OMAM aHTa>kMpaHU TOAsIM Opoit
sorpadu, KouTo ca popmMupain €KUM ¢ IPOMEHAUB CbCTaB 3a
OTAe/AHNTe MOPBUKM, a TeXHUAT IIPOU3XOJ € CMeCeH — HAKOU OT
MaliCTOpUTe ca MeCTHH, APyTU UABaT OT 3eMuTe Ha 10T oT /yHasa,

60 Popa, lancovescu, Negriu, Bedros 2008: 293-310 (I. lancovescu) ¢ onicanme u gatupaHe Ha na-
MeTHIKa, 00pa3bT Ha cB. P11a0Tes e ocoUeH Ha C. 310.

61 Popa, lancovescu, Negriu, Bedros 2008: 310 (I. lancovescu).



Fig. 10. Crenonucu B OTKpUTUsI HAPTEKC Ha IYbpKBara ,,CB. Fig. 11. [leraiin or fig. 10

Tponma“ Ha Manactupa Cypmnarene, 1706/7 1. c obpasa Ha cB. PuioTes,

Doto kpenur https://www.trecator.ro OTKPUTHS HAPTEKC Ha
yppkBara ,,Cs. Tponma®
Ha manactupa Cypmarerne,
1706/7 r. ®oTo KpepuT
https://www.trecator.ro

raasHo oT I'spuma®. B Cypnateae Bogelr MariicTop, U3raexaa,
e AHJpeil, KOWTO € OT TPBLKM IIPOU3XOA U IIO-paHO ydacTBa B
M3IICBAaHeTO Ha KaToAMKOHa Ha Xypesu, 3aegHo ¢ Koncrantmn
u Voan, a roauna mpean Cypriatese paboTu BbPXy CTEHOIHCHTE
Ha mppksara ,Cs. Ilapackesa” Ha manactupa I'ypa Mortpyayi®.
ITosBaTa Ha M300pakeHneTo Ha cB. PraoTes! B OTKpUTaTa HapTHUKa
Ha Cypmarteze KaTo ye AU He ce AbAXKU Ha pellleHne Ha 3orpadure
uau Ha apxumaHaput Voan ot Xypesu, Thil KaTo HUKbAE B
OCTaHaANTe CTEHOIVMCHU aHcaMO0AM, CBbpP3aH! C aHTa’KMMeHTHTe

62 Popa, lancovescu, Negriu, Bedros 2008; Negriu 2019.
63 Tloseue 3a paborara Ha TO31 30Tpad BX. mpu Murariu, Bratu 2019: 196-207; Negriu 2019: 162-163.
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Ha Te3M MaliCTOpM MAM C MHULIMATUBUTE Ha BAalMKaTa, He ce
HosABsIBA HEVHMAT oOpa3. Bb3MOXXHO e BKAIOUBAaHETO I Ja ce
00sICHM C TpeAIOYNTaHNe OT CTpaHa Ha MOHaXMHUTe, KaToO 3HaeM,
ye MaHACTUPBLT € Oua AeBUYecKy, HO Aaau TOBa BbH3OOHOB:IBA
II0-CTapa MeCTHa TpaAUIus Ha HEHOTO IIOYMTaHMe He MOXKe C
KaTeTOPpMYHOCT 4a ce TBbpAl, CAaMO MOXKe Aa ce ITpeAnoaara. Baskno
e, ye n3odpaxenuero Ha cB. Puaoress B CypnaTese mnpegiiecrsa
AertHocTTa Ha MuTpornoant Heopur I Kpurcku n npeacrass eaHa
pasanJyHa HeliHa MKOHOTpa(us, B CpaBHEeHNe C Ta3y OT CTEHOIIMCHIS
SKUTHEH LMKbA B ITbpkBaTta B KypTs ae ApaXKelll — TyK Ts Bce OIlle
e B CTaHgapTHHU:A oOpa3 Ha IpernoJoOHa >KeHa CBeTMIla MAM Ha
MBUYEHUIIA, a He B XapaKTepHUTe 3a Ipumepute ot kpas Ha XIX u
XX B. HAPOAHU OAEXKAM.

OT BCMYKO Ka3aHO AOTYK, MOXKeM Ja 3aKAI04MM, 4e 40P MaAKOTO
3araseHm AHec M3oOpakeHus Ha cB. PuaoTes He AOHpPMHACAT 3a
U3sCHABaHe Ha pa3BUTIETO Ha HeJIHS KyAT BbB Baamko B mepnoga
ot XV g0 cpeaara Ha XVII B. HanmpoTtus, Te pasmmpssar 1oaeTo
Ha HepeIleHnTe podAeM, KaTo OCTaBsIT MACTO 3a AOII'bAHUTEAHN
XUIIOTe3! U UHTepIIpeTal .

AKO ce BbpHEM Ha BBIIPOCa 3a HEIHOTO mouynrtaHue B bbarapus,
TO oOlle BeJHBX TpsaOBa ga IlogYepTaeM AmMIICaTa Ha HeHU
n3o0pakeHUs: 4ak 40 IIO-HOBO Bpeme®. lVsraexxaa, caeh KaTo
MoIuTe 11 HanyckaT Buaun, cs. Puaores TbpHOBCKa HOCTEIIEHHO
e 3a0paBseHa, a Tasu 3abpaBa IpoAgbA>KaBa U IIpe3 Bruapakaanero,
KOraTo B KOHTEKCTa Ha HallMOHaJHaTa uJAes ce BbH30OHOBsBA
IIOYMTAaHMETO KbM CBeTIIM M MCTOpUYecKM (PUIypH, CBbpP3aHU C
Obarapckara uctopus. Ts1 He ce cioMeHaBa B KpaTKIUTe MeCelJOCAOBI
U BeYHM KaleHJapy, HUTO HpU oTIedaTaHus B bykypemr mpes
1840 r. or Xpucrogya Cuuan-Hukoaos, HUTO B HO-KbCHUTe Ha
Xpucro Janos ot 1869 r. u Iletko P. Caaseiikos ot 1871 r., kaTO B
IocAeAHNs Bede Ma U OTAeAeH pas3jea 3a ,0bArapckuTe cBeTIn”.
KoraTo ce nossssa B Oorocay>xeOHUTe KHUTU y Hac, MOXe Ou B
HauyaaoTo Ha XX B., cB. PuaoTes Beue ce rmounTa He Ha 28 Maii, a
Ha 7 AeKeMBpU — JaTaTa Ha KoATO PyMbHCKaTa ITbpKBa IIOMEHaBa

64 Tyxk crienaaHo I1e CrloMeHeM HelHOTO M306pa>KeHI/Ie B ITbpKBara ,,Apx. Muxana” 8 Cumeo-
HOBO, B €4MH OT MegaaboHnTe. CTeHOImcuTe ca Ch3jaleH Ipe3 1981 I. 110 CAy4aii 1300 TOAVIITHNU-
HaTa OT OCHOBaBaHeTo Ha bbarapckara abpxasa oT Aumuthp bakaackm, KoitTo pabotn B ApyTin
1bpKBuU B exun ¢ Hukoaait Pocrosues. baarosapum Ha Beceanna Vonuesa, KosTo HU 0ObpHa
BHIMaHIe BBpXy To3u 00pa3 1 Hu cHaOAm ¢ GpoTorpadus.



mbueHunara cs. Puaorea®. A B ceon 0eaexku ot 30-Te TOAMHN Ha
Beka VIBan CHerapos onmcsa ITbpKOBHUTE CTapyHU U3 THPHOBCKO
U CIIOMEeHaBa 3a e4Ha MKOHa Ha cB. Puaotes, sapeHa npe3 1912 r.
Ha IrbpkBaTta ,PPoxxaecrBo boropoanuno” B TbpHOBO OT pyMBbHCKa
MOHaxMH:I%. Japureakara e orOeas3ala Ha MKOHATa, 4e MOIIUTE
Ha cB. Puaores ce Hammupar B Kyprsa ae Apasxer, KbaeTo Omnan
npenecenn npu Paagy Herpy, a CHerapos otOeas13Ba, ue cBeTuIiaTa
e n3o0OpaseHa Ha MKOHAaTa B ,CeACKM PyMBHCKM KocTioM”. Taka,
B HauaaoTo Ha XX B. cB. Puaores ce 3aBpbllla OTHOBO B TbpHOBO,
Makap ¥ IpeThpIisiia U3BeCTHN MeTaMOpPPO3IL.

65 Petrov 2012.
66 Snegarov 1943: 84.
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Metamorphoses of the Cult: Once Again on the
Veneration of St. Philothea on Both Sides of the Danube

Ivan Biliarsky, Margarita Kuyumdzhieva

The article aims to trace the veneration of St. Philothea and the metamorphoses
it underwent. It began in her fatherland and her pious life. The Life of the saint
woman is very complex. She was a pious lady who married but remained im-
maculate; she rested in isolation and tutored the local Christians; after her death
she was venerated as saint and attracted the attention of the believers in her
country. So, it is not easy to classify her, following the usual criteria.

A crucial moment for the veneration of St. Philothea was the translatio of her
relics to Tarnovo. It was an act of the Bulgarian Tsar Kaloyan and, when they
arrived in the capital city of the Second Bulgarian Empire, St. Philothea became
a part of the sacred Christian pantheon of the state. This was the time when the
main hagiological texts for their veneration were prepared: Vitae, divine servic-
es, panegyrics. It is to stress that the holy women formed a special element of the
mentioned state pantheon: the so-called Imagines Virginis who presented a type
of substitution of the veneration of Our Lady as intercessor and defender of the
Empire and of the City of Constantinople.

After the fall of Tarnovo, the relics of St. Paraskeva, of St. Empress Theophano
and of St. Philothea were transferred to Vidin. After the fall of the traditional
capital, their movement could be seen as a type of translatio Imperii from Tarno-
vo to Vidin and then to Serbia. This event produced one of the most interesting
texts about St. Philothea — her panegyric by the metropolitan Joasaph of Vidin.

The fate of the relics after the fall of Vidin is not clear but we find a homonymous
female saint in Curtea de Arges. The literary evidence, related to her is complete-
ly different and she became a martyr, suffered by the hand of her father. Just this
metamorphosis in Wallachia imposed the main questions about the veneration.
It had also its expression in the visual arts, but it is to stress that in this domain
we cannot make any comparison, because we have no extant image before the
arrival of the relics to the North of Danube. Actually, there are no images of St.
Philothea that have come down to us from the late medieval and premodern
period of Bulgarian art, and this lack continues right up to modern times.

Some of the extant images of the saint in Wallachia are traced and an incorrect
identification made in earlier studies has been clarified. We can conclude that
the few images of St. Philothea do not contribute to elucidate the development
of her cult in Wallachia in the period from the 15" to the mid-17" century. On
the contrary, they widen the field of unsolved problems, leaving room for addi-
tional hypotheses and interpretations.



TBopueckn metamop¢posn:
sorpa¢gpure Moan ITomosua

ot rp. Eaena u Moau Ilonankoaos
ot 'abposo’

Creative Metamorphoses: From loan pop
Raikov from Elena to Ioan pop Nikolov
from Gabrovo

Anexcardop Kyromoxues®
Mnemumym 3a uscaedsare Ha usKycmeama
bovacapcxa akademus na nayxume

Abstract: Based on stylistic attribution and documentary data, the article distin-
guishes between the work of the icon painters Ioan Popovich from the town of
Elena and Ioan Popnikolov from Gabrovo. Until now, these works were known to
science mainly under the name of the master from Elena. Several new works are
also pointed out which should be attributed to the hand of Ioan Popnikolov from
Gabrovo. Some errors in the literature concerning the icons of the two icon paint-
ers are also corrected.

Keywords: icons, mural paintings, churches, monasteries, National Revival art,
19t century, Razgrad

1 Hacrosmoro npoyusane e ocbInectseHo 1o mpoekT ,IIpnHocsT Ha VBan I'omres 3a Gpopmu-
panero Ha mkoHorpagckus otgea Ha HIIVIAM (mpoyusaHe 1 4OKyMeHTMpaHe Ha KOAeKLuu)”
xbM PoHg, ,Hayunu nscaeasanns” Ha MuHuCTepcTBO Ha 0Opa3oBaHMeTO M HayKaTa (40TOBOp
KII-06-H40/4/10.12.2019).

2 DSc Alexander Kuyumdzhiev is an Associate Professor at the Institute of Art Studies, Bulgarian
Academy of Sciences; working in the field of Bulgarian National Revival Art, mural and icon paintings.
Email: kuyumdzhiev.al@gmail.com
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AoGcTpakT: Ha 6asaTta Ha cTA0Ba aTpuOYIIUsI U JOKYMEHTaAHM AQHHH, B CTaTUATa
ce IIpaBM pasrpaHNYaBaHe MeXXAy TBOPYECTBOTO Ha 3orpadpure Moau [Tomosuy ot
rp. Eaena n Moan TTOIHMKOAOB OT I'abposo. Jocera To Oelrte cMeceHO B €4HO I
IIO03HATO Ha HayKaTa IpeAMMHO 1104 MMeTO Ha Maiictopa oT rp. Eaena. ITocousar
ce U peaulla HOBU IIpOU3BeAeHIs], KOUTO TpsAOBa Aa ce IPUIIMIIAT Ha pbKaTa Ha
rabposckus 3orpad. IlompaseHn ca 1 HAKOM IpeIIKU B AUTepaTypara, Kacaelu

MKOHUTeE Ha ABaMara 3orpadu.

KarouoBy Aymm: VIKOHU, CTEHOINCH, ITBPKBY, MaHAaCTUPH, BB3POKAEHCKO U3KY-
crBO, XIX Bek, Pasrpag

Voan Tonosua nau Iompaiikos e Haraea 406pe TIO3HAT Ha HayKaTa
sorpa¢. Ho buorpadusara my e 40 roasiMa cTerieH MUTOAOTU3MPaHa
II0paAy MHOKeCTBO HeTOYHOCTH, ITIpueTH 3a OescriopHu gpaktid. [Tpea-
roJaraeMara My rogyHa Ha paXkaaHe — 17804, BepOsITHO e oObpKaHa
1 TpsiOBa Aa ObAe M3TerAeHa IOHe C JeceTnAeTue Hanpea’. CriopHa e
U IIOCOYeHaTa roA¥Ha Ha CMBPTTa My — 1845°, ThiT KaTo IIpe3 Hesl TO
npaBy creHorucuTe B Kanmuoscknsa” n Knandapesckusa manactup®.
Toi1 e mppBUAT 30rpad OT OBATAPCKM ITPOU3XOA, 32 KOTOTO € JOKY-
MeHTaAHO yCTaHOBEeHO, 4ye ce e oOyyaBaa IIPY CBETOIOPCKM MaliCTop,
HO TOBa ce e cayunao He Ha Csera ropa, a 1o BpeMe Ha U3IJCBaHETO
Ha cTeHonmcuTe B IrbpkBaTta , CB. Hukoaa” B rp. Eaena ot csetorop-
ckure 3orpadu JAasug u fIxkos npes 1810/11 .9 Tosu ¢axr, 3aeaHo ¢
IOAIIMCHTE Ha 30rpada OT Hali-paHHNUTEe My IIO3HATHU JAHEeC MKOHU OT
Kanmnosckns manactup (1820) u irppksata ,,Poxxkaectso Xpucroso”
B ApOanacu (1821)", B KOUTO TOJ IIOCOYBa, ye e OT Ip. Eaena, kakTo
U U3ABYBAHETO Ha yaeHMK pes 1826 1. — Mopaan Muxos®, Koitto e
pPo4oM 1 e oOydaBaH OTHOBO B CBHIIJOTO CeAMIIe, IIOCTaBAT 104 ChMHe-
HIe pasIpocTpaHeHaTa Bepcis, ye VloaH e poAeH 1 KBS KaTo MAaz,

3 Yavashov 1930: 120-123, 173-174; Vasiliev 1965: 547-554; Stefanov 1985: 83-89; Stefanov 2006:
144-151.

4 Stefanov 2006: 145.

Kuyumdzhiev 2011: 41.

Stefanov 2006: 149.

Popova 2018: 633.

Kuyumdzhiev, Vanev 2018: 618.
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Kuyumdzhiev 2021: 222.

10 Popgeorgiev 1907: 304; Vasiliev 1965: 549; Stefanov 2006: 146.

11 Popgeorgiev 1903: 19; Vasiliev 1965: 549; Bossilkov 1989: 329-300.
12 Kuyumdzhiev 2011: 41-43.



B Pasrpag, a eaBa caeg 1810 I. ce 3aBpbina B rp. Eaena®. Tasu Bepcus
e CBbp3aHa C AeTeHJapHOTO cBeeHne, Jye Oaita my ron Paiiko ce e
npeceana B Pasrpag ome nipes Pycko-Typckara BoiiHa OT 1768-1774 T,
samoro ¢aammduipal napu u 61a MOAroHeH OT TypcKaTa BAacT™.
Beomnocr Tasu nudopmanus e ooHapoasaHa oT A. fIBaIiios u e 0cHO-
BaHa Ha JOTINCKa OT 1906 I'. B MeCTHIS BeCTHUK , Pasrpagckm HoBuHM”,
nucana ot V. Ceupayes, cblipyr Ha ITpaBHy4KaTa Ha 11on Paiiko, kato
OYEBMAHO MMa XapaKTep Ha CeMeNHO mpeJaHue’.

I3BecTHUTE AOKYMEHTaAHM JaHHM ITOKa3BaT, ye 0OO3HauaBaHeTO Ha
Voan kato 3orpad ot Pasrpaa aatupa yak oT cpejata Ha 30-Te TOAV-
Hu Ha XIX B. Tosa ca gorosop u nmucmata my ot 1834, 1838 n 1839 1.,
cbxpansasanu B Vicropmaeckns myseitr B Korea, Kouto ca cBbp3aHu ¢
IopbyKaTa Ha MKOHM 3a TaMOIITHaTa Irbpksa ,,CB. am. [leTsp n [Tasea”.
B Ts1x 30rpadybT ce moarucsa Kato rara Voan nara Paiikos ot Pasrpag,
niort Voan ot Pasrpag u narna Moan 3orpa¢ ot Pazrpaa®. B ukonoruc-
HaTa My OpOAYKUM: ca IIO3HATU U MopeAnIia NOAINCH, AaTUpaliy
IIpeAVMHO OT Ha4aA0TO Ha 40-Te TOAVHI Ha BeKa, B KOUTO 30rpadbT ce
HaszoBasa rara loan EaeHo-pasrpaacki, KaKTo ca HaITpyMep MKOHWTe
My oT KazaHabk OT 1842 I."7 1AM OTPOMHMAT UKOHOCTaCeH KOMILAeKT
ot Konpusmnia, paboteH mpes 1843/44 r."®

/IMYIHMAT My IIedaT, IIO0CTaBeH BbPXY 40KyMeHTuTe oT Korea, Koiito
AaTypa ot 1835 I. U € C HaAIIUC ,I1. T1. IOH ITOIIOBIY "%, KAKTO U HAKOAKO
IoATIMCa OT MKOHI>, IOTBBbP>KAABaT, ue Tol ce e Hapmdaa u Ilonosuy,
a IIOHe KbM 1834 I. Bede e 0114 11 pBKOII0A0>KeH 3a cereHnk™. Ho Huro
eAVH OT IIO3HATITe MJ HETOBM IIOAIIICH He e Ha I'P'bLIKM e3UK. VI3Karo-
JyeHye MpaBsT HAKOAKO MKOHH, ITOATIMICAHM Ha TPBLIKN ,,OT pbKaTa
Ha Vloan or I'abposo”. Te ca 4aau ocHoBaHUe 4a ce cMsTa, ue Voan
IToroBuy e >xuBsia 1 pabOTNA 3a U3BeCTHO BpeMe B I'abpoBo, mopaau
KOEeTO Ce IOAIICBa 10 TO31 HaunH>. Obaue 1 Hail-0er10TO CpaBHeHUe

13 Stefanov 2006: 145.

14 Vasiliev 1965: 550; Stefanov 1985: 83-89; Stefanov 2006: 144-151.
15 Yavashov 1930: 120-122.

16 Yavashov 1930: 122-123; Vasiliev 1965: 552-554.

17 Dochev, Tenev 1934: 37.

18 Vasiliev 1965: 551.

19 Yavashov 1930: 122.

20 Popgeorgiev 1903: 19; Vasiliev 1965: 551.

21 Vasiliev 1965: 554.

22 Vasiliev 1965: 549; Stefanov 2006: 147.
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MeXAy CTUAOBUTe Oee3y Ha Te3U MKOHM M OCTaHaAUTe ITOANMCaHN
npousseaenus Ha IMoan Ilonosny nokassa, 4e TyK cTaBa BBIIPOC 3a
Apyr Marictop (®wur. 1-6).

BcaeacTBue Ha cMecBaHeTO Ha ABaMara 3orpadu IisiAata IPOAYKIIV
na Voan [Torosird, KOsITO ce OTHACS KbM Tpectos My B ['abposo, yue-
HUILIUTE ¥ CheKUITHUITUTE, KOUTO MY Ce IPUIINCBAT OT TOBa CeAuIIe,
KaKTo 1 IopeAuIia APyTy MUKOHM, KOUTO Ce CMSTaT 3a HeTOBM I10 CTIAO0Ba
6AM30CT C MKOHM, TToArvicany ot VoaH ot I'abpoBo, BChITHOCT TpsiOBa
Aa ce OTHecaT KbM JeliHOCTTa Ha Apyr 3orpad. Herosoro naentudun-
nnpase Hamupame y [1. CredaHoB, KOIITO IuIIIe CTaTHs 3a TaDPOBCKI
sorpad ¢ numeto Voan [TonHMKOAOB, KaTo IO CMsATA 3a OCAeA0BaTe]
na Voan ITorosuy ot Eaena®. Ho MHOTO OT U3HECEHUTe AaHHU U 3a
Voan IMommmkoa0s ca Hecurypru. He e sicHo gaan ¢pavmansTa Iom-
HIIKOAO0B Tp:A0OBa Aa ObAe CBbp3aHa TOYHO C TO3U 30rpad, Thil KaTo
3acera He e I3BeCTHa ITOAIINICaHa 10 TO3M Ha4MH HeroBa MKoHa. Toi1 He
MOXe aa ObJe IpueT U 3a rnocaejosare Ha [Torosmy KakTo ropaau
CBIIeCTBEHNTe Pa3AMKM B CTIAA UM, TaKa M 3alllOTO Ha Hero Moxe 4a
ce nmpunuie nkoHara boropoauna Eaeyca or Kukoc, gatnpamia ot
1819 r., K0aTO ce chxpansasa B MXV — HI' (uns. Ne HXT 619, pasmepn
39x28,5 cM). T e mo-paHHa OT BCUUKY ITO3HATH AHEC MKOHH, pabOTeHN
ot Ionosuy, a ToBa Moka3sa, ye Voan ot [aGpoBo e roHe chBpeMeH-
HUK Ha [Tormosuy, ako He 1 mo-Bb3pacteH oT Hero. O1ile OT 1824 T. TOI
ce TIOATIMCBA Ha TPbIKY KaTo Voan ot ['abpoBo, KakTo Mokassa Apyra
Herosa ukoHa boropoauna Caagkoneaysanme®, a Ta3u TeHAHIINS
ce 3aI1a3Ba U B IIO-KbCHIUTe My ITpoussesenns. Ha Hero ce mpunucsar
U MKOHM, KOUTO ca paboTeHu OT Apyru 30rpadu, KakTo HaIpumep e
nkoHara Xpucroc Beceabpsxurea ot irbpksata ,, Cs. Heaeasn” B 1opeu.

Taka TBOpUecTBOTO Ha MoaH [Morosumy ot rp. Eaena rerrbpBa mpeacron
Aa ObJe sICHO pasrpaHIYeHo OT TOBa Ha HerOBIIsl TabpOBCKM ChbYIMEHHMK
u chbBpeMeHHMK. TyK e TpyAHO Aa HallpaBUM TOBa U340, ThIl KaTo
CTaBa BBIIPOC 3a MalICTOPU CbC 3HAYMTEAHA MPOAYKIINS. 3aTOBa IIIe
IIOCOYMM CaMO OCHOBHITE VM IIPOM3BEAEHIAS, KAKTO U HAKOU I'PEeILK,
KOUTO, 3a ChbXKaJeHle, N30011ACTBaT B AUTepaTypara, Thil KaTO TEXHU-
Te IIPON3BeACHN He CaMO ca CMeCeHM, HO KbM TsX ca IIPUBHECeHN U
UKOHM, paboTeHM OT Apyru 3orpadu.

23 Stefanov 1981: 43-44.
24 Savova-Kasabova 1977: na. 75.
25 Stefanov 1981: 44.



®ur. 1. Boropoanuita OAurnTpus, MKOHa OT @ur. 2. boropoauiia CaaaxoreaysaHue, MKOHa
Kanmnosckust MaHacTup. Voan INompaiikos ot noaapena Ha JuMurtpaky XasKUTOIIEB OT MaHaCTUpa
rp. Eaena, 1820 r. Canmka I'. lnnkos Kacunen, anec 8 PVIM - Bpana. Moan ITonnnkoaos
or ['abposo, 1824 r. CuumMka PVIM - Bpana

®ur.3. boropoaniia OaurnTpus, NKOHa OT ®ur.4. boropoauna Eaeyca ot Kukoc, ukona
I'bpKBaTa ,, ¥ crieHye Bgropozumﬂo“, Kazanank, or MXI - HI'. Voasn ITonmaukoaos ot I'abposo,
anec 8 HIIMAM. Voan ITompaiikos oT 1819 r. Cammka MXWM - HI'
rp. Eaena, 1842 r. Canmka V. Banes
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®ur. 5. Aeraiia c moarica Ha Voan [Torpaiikos ot nkoHata Xpucroc Beeabpsxurea (1842).
bpksa ,,¥Ycnenne boropoanuno” s Kazanank, gunec B HUIVIAM. Canmka V. Banes

®ur. 6. Aetaiia ¢ moarnvica Ha Voan ITornmHukoa0B ot ukoHara cB. cs. Kosma u JdaMsH ot
Apsxoso, anec 8 CMP31 - Tpsasua. Caumka M. Croiikosa

Caeg xaTo ce e oOyuaBaa 1pu ceeToropckuTte sorpapu Jasug u Jkos,
paboruan B rbpksara ,Cs. Huxkoaa” 8 rp. Eaena mpes 1810/11 1., mbp-
BITe U3BECTHU AHec mpou3Beenns Ha Voan [Torosuy ca 3amasenn ot
KaToAMKOHa Ha Kannosckust manactup. Tosa ca mkonarta boropoauna
Oanrutpus oT napckus pes Ha MUKOHOCTaca, KOATO gaTupa oT 1820 T.,
U HAIKOAKO ITpasHIYHY UKOHI™. /lBe OT Ts1x — BpBe AeH1e boropoauano
u Ilergecernuna, ca myoaukysanu oie ot L. IleTpos, Ho Ges aTpu-
Oynusa*. Ha nmpasHuyHusA pej Ha MKOHOCTaca AHeC CTOST BoeeseHne
boropoamuno, ¥Ycnenue boropoauuno, Brakpecenne Xpucroso u cs.

Hukoaa*, a Tpu cBeturean, kosto e cmsiTana 3a padora aa Ionosma™,

BCBIIIHOCT € IIpaBeHa oT Moanukuii rmara Buranos. Ha Voawn [omosuy
e u PasmATnero or BeHunAKaTa Ha MKOHOCTaca, 3ae4HO C PUMIMANTE,
a E. [lonosa onpegeas XaTo Herosa 1 MKoHaTa Br3necenne na mpop.
Vawns, MonTHpaHa B I0>KHMA Kpall Ha LIapCKs ped Ha MKOHocTaca. T

26 Vasiliev 1965: 549; Stefanov 2006: 146.
27 Petrov 1978: na. 84-8s.

28 Popova 2018: 633.

29 Atmadzhova 1996: 20.



e n3paboTeHa BbPXy AbCKa ChC CTapa AbpBope3OeHa yKpaca, KaTo Ch3-
AaBa BIleyaTAeHNe 3a MKOHa OT IrbpBara 1moaosuHa Ha XVIII B.° Ome
e/lHa TaKaBa IKOHa ChC CTapa AbpBope30a e 13IicaHa HaHOBO OT Voau
Ilonosiua. Tosa e boropoauiia Ha TpoH ¢ mpoponn (100x78 cM), KOATO
e Ouaa B ybpkBaTa Ha KanmHoscknst MaHacTup. Beruku te3u mponsse-
A€HISI TIOACKa3BaT, 4e BEPOSITHO OKOA0 1820 I. 30rpadpbT e u3padboTna
11511 UIKOHOCTaceH KOMILAEKT, KOIMTO He e 3araseH AHec. ChllleBpeMeHHO
TOJ e U3IIHCaA TIOHe ABe IIPOM3BeAeHNs], 3a KOUTO ca IIPen3I10A3BaHN
ABCKM OT CTapU MKOHH, OlleAeAM CAeJ, OIloKapsBaHeTO Ha MaHaCTU-
pa mpes 1794 I., Korato uryMensT Hedpraaum nspudHo yrouHsisa, ye
MKOHUTe O1AM nsropean. Bcuuku rnocouenn mponsseAeHus BepOsSTHO
ca OuAM IpeAHa3HaueH! 3a CTapysl KaTOAMKOH Ha KarnmHosckus ma-
HacCTUP, ThII KaTO HOBaTa ITbpKBa e cTpoeHa 1pe3 1835 I. VIkoHocTachT
B Hes e Cr100eH OT pa3HOBpeMEeHHM eAeMeHTH U CbAbp>Ka UKOHU OT
pasanyHu 3orpadu, KOUTO ca IO-PaHHU OT BpeMeTO Ha Ch3JaBaHeTo
Ha ITbpKBaTa®'.

Ot 1821 I. BepOSITHO AaTMpa HOB KOMILAEKT MKOHM, M3paboTeH OT Voau
Ilonosuu 3a bpksara ,,Poxxgectso Xpucroso” B ApbanHacy, roasma
JacT OT KOuTo Omam usHecenu B gy>xOuna criopeg I1. Credanos?.
Haii-nssectna ot Tax e nkonara OnaaksaHe XpUCTOBO, KOSTO € I104-
IcaHa, AaTHpaHa ¥ MHOTOKPaTHO MyOAMKyBaHa IIOKpail y4acTHeTO It
B MHO>KeCTBO 1310K0u Ipe3 nnocaeaHaTta 4eTBbpT Ha XX B.»> Criopeg
cBeaeHusiTa Ha V. I'eoprues Ts1 e O1aa BASICHO OT MKOHOCTaca U IIpU-
AM4aja MHOTO Ha IIapCKUTe MKOHM OT Hero*, KOeTo e OCHOBaHIe Ja
cMsTaMe, ye Ta3y MKOHa He e CaMOCTOsITeAHa IIopbuka KbM 3orpada.
Orme egHO OCHOBaHMe B Ta3y ITOCOKa e cbxpaHsaBaHaTa B PVIM — Beanko
TvpHOBO MKOHA Ha cB. EKaTepnHa ¢ SKMTUITHA CIIeHH, KOATO MOXe Ja
IIpOM3X0XKAa OT ChIIlaTa ITbPKBa, Thil KaTO Ce 3Hae, ye TaKaBa IKOHa e
1Mazo B xpaMma®. Ts1 He e moamMcaHa 1 AaTupaHa, HO HeCbMHEHO MOKe
Aa ce IpUIINIIe Ha pbKaTa Ha Ilonosuy, a ctia0Bu Oeae3n 1 OTHACAT
KbM paHHaTa My npoaykuus (Pwr. 7).

30 Popova 2018: 633, pasmepu 97x69 cM.

31 Popova 2018: 634.

32 Stefanov 2006: 146.

33 Vasiliev 1965: 549, na. 326; Boshkov 1984: na. 270; Bossilkov 1989: 329-330, ill. 336.
34 Popgeorgiev 1903: 19.

35 Stefanov 2006: 146.
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Caeasamure 1mo3Haty ukouu Ha Voan ITomosmd, KOUTO ca 611au 11oa-
IIVICAaHU MAM AAaTUPaHN, ca 9ak oT 30-Te roagyHm Ha XIX B. Te ce otHacaT
A0 paborara My B KoTea, KosTO e 3acB1AeTeACTBaHa CaMo I10 4OKYMeH-
TaAHM AaHHU B ABe MIICMa U AOTOBOP, AaTUpaliy MexAay 1834 m 1839T.,
OT KOUTO CTaBa SICHO, Ye TOM € U3IIbAHNA MKOHOCTACHUTE KOMILAEKTH
3a ITbpKBaTa U IlapaKAMCUTe, KaKTO M YKpacaTa Ha ITbpKOBHIS MeOe-
anap. Vikonnre ca nsropeau B xpast Ha XIX B.¥, HO 40 TAXHOTO M3pa-
OoTBaHe He ca MM IIO3HATU HETOBM TBOPOM, KOUTO Aa ca IIOAINCAHU
1A Ja MoraT Aa ObAaT AaTUpaHy, BBIIPEKN Ue ChIeCTBYBaT HAKOAKO
MKOHM, KOMTO HECbMHEHO IIpMHajJeXkaT Ha HeropaTa pbKa. Takusa
HalpuMep ca MKOHuTe My oT Ip. Eaena: Cs. CrimpugoH ¢ KUTUITHA
cienn, Beseaenne boropoanuno, boropoanita JKusoHocen n3TOYHUK,
cB. Moan Puacku, cs. /lyka pucyBa nkoHa Ha cB. boropoauria Eaeyca
ot Kukoc, kouto ce HaMmupar B pa3AMYHU ITBPKBU U MY3€el B Ipaja,
HO He MoraT Ja ObpAaTr A0pu U IpUOAU3UTEAHO AaTUPaHH, C U3KAIO-
JyeHMe Ha MKoHaTa Tpu ceerurean ot rbpksara ,,Cs. Hukoaa”, xosaro
e oamcana ot Voan xato Ezeno-pasrpaacku sorpad u e gaTupasa
oT 1843 1. (Pur. 8). KuM Tsx TpsiOBa 4a ce npubasu 1 ejHa MKOHa Ha
Bboropoauiia Oaurnrtpusi, KoATo MMa MHTepecHa uctopust. B Hasaaorto
Ha 40-Te roauHM Ha XX B. T BEPOATHO € JapeHa Ha CaHaTOpuyMa 3a
Heaoapobum 6oaectu B TpsiBHa, HO cA€4 1944 T. € ITIOCTaBeHa KaTo I1A0T
Ha Maca. B kpast Ha 60-Te roannn Ha XX B. e OTKpuUTa U IpejajeHa Ha
CMP3I1 - TpsiBHa, KbAETO IIPeCTOsABa B €TI0 A0 pecTaBpaliysiTa I Ipe3
2013 T. oT Crepxo Aencku. ITponsxoasT Ha MKOHATa He € MI3BeCTeH, HO
cTuAOBUTe 11 Oeae3n He caMO MoOraT Aa 51 OTHecaT KbM TBOPYeCTBOTO
Ha Voau [ToroBmy, HO 1 Aa 51 JAaTupar OT Kpasi Ha 30-Te — Ha4yaA0To Ha
40-Te roauHan Ha XIX B.

Cpea nny0anKyBaHNTe CBeAeHMsI 3a TBOPYECTBOTO Ha 30rpadpa 1Ma 1 He-
Ma/AKO, KOUTO ca IOTPelllHM AV He MOTaT 4a Ce OTHeCaT ChC CUTYPHOCT
KbM pabotata Ha Voan [Tortoiry. Takapa e HarrpuMep TpUITICaHaTa
my ot I1. Credanos uxona Ha cB. cB. Koncrantun n Eaena ot [latpu-
apIIeckns MaHacTup 40 Beanko TepHOBO, KOATO gaTupasa OT 1824 T. 1
3a KosITo Oman naarenn 60 rpomta®. Ho B iurupanmst ot I1. Credpanos
TBHPHOBCKM KOAEKC BCBITHOCT HAMa HUIIO OTOeAS3aHO I10 BhIIPOCca KOl
e aBTOp Ha Ta3u ukoHa®. ChIIOTO ce oTHacA U A0 MKoHaTa boropoan-

36 Vasiliev 1965: 553-554.

37 Stefanov 2006: 149.

38 Stefanov 2006: 146.

39 Snegarov 1941: 87, No. 51.



®@ur. 7. Cs. Exatepuna ¢ xutuituu crienut u ceetiyr,  @ur. 8. Tpu cBeTutean, nkoHa OT ITbpKBaTa
ukoHa ot PVIM - B. Tvpnoso. Voan ITompaiikos ot ,,Cs. Hukoaa”, Moan Ilompaiikos ot rp. Eaena,
rp. Eaena. Canmka V. Banes 1843 r. Caumka V1. Banes

11a ot Kukoc, mponsxoxaaia ot wppksata ,,Cs. Tpoura” 8 'abposo,
kosTo criope I1. CredaHoB gaTnpasa ot 1826 1. 1 61aa MaaTeHa Ha
sorpadpa**. Ho n 3a es B iputnpanms 4okymeHT y V1. CHerapos ce Ka3Ba
caMo, 4e ca I1aTeH! 103 Ipollla Ha 11 ¢peBpyapu Ha 3orpada Vsanuo,
0e3 aa ce YTOYHsIBA HUIIIO ITOBEYE*, A cBbAeliKY IO CTUAOBUTE Deae3n
Ha MKOHaTa, To3! ,,JIBaH40" BCBITHOCT e 30rpadpbT Moat ot I'aGposo.

VsBecTHy ca 1 mpuMepn, B KOUTO MKOHM Ha I ooy ca arpubyupann
Ha Apyru sorpadu. Takasa e nkonaTta Xpucroc Beanx apxmepeii cbc cB.
Voan Kprerurea u cs. [Terka ot [XT — T1108auB, KOATO € my6AMKyBaHa
kato Aeao Ha Heaxo Togoposnu ot JKepasna, a mpousxo>kaa oT ITbpK-
BaTa B C. luepa*. OT Tasu ybpkBa MMa Ollle MUKOHM, KOUTO ca IIpaBeHn
rak ot [TomoBIY, KaKBaTO HAaTIpUMep e MKOHaTa Ha cB. Voan Kpberutea,
Hamupamia ce cpio B I'XI' - ITaosams (mHB. No 108, 100x61) (Pwur. 9).

40 Stefanov 2006: 146.
41 Snegarov 1941: No 58.
42 Moskova 2013: 178-179.
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®ur. 9. Cs. Voan
Kpbcrurea, uxona

ot c. Muepa, anec B

I'XT - I1aosaus, Voan
INomparikos ot rp. Eaena.
Cuumka I'. luHKOB

Vxonara Ycnenue boropoamdano ot eaHouMeHHaTa ThPHOBCKa ITbpKBa
II'BK € punmcana Ha Vlopaan Muxos, 40kaTo BCHIIHOCT IIpUTEXaBa
BCUYKM CTUAOBM Deae3u Ha MKOHa, pabotena ot VMoan ITorosma®.

EaBa oT Ha4aA0TO Ha 40-Te TOAVHM Ha BeKa ca I3BeCTHI Beue ITIopeulia
OT MKOHY U CTEHOTINCH, TIOATIVICAaHY U AaTupanu oT Voan [Torosuy,
KOMTO KaTo 114410 CBIAeTeACTBaT 3a 3aBpblilaHeTo My B I'bpHOBCKM: pe-
rvoH. Tosa ca crenorncute ot Kaaomen (1841), Kannmuosckust (1845) u
Kuandgapesckust (1845) MaHacTup, KakTo 1 koHMTe OT KaszaHADbK (1842)

43 Popova 2010: 299-300.



u Konpusiuma (1843/44). Caeg 1845 I. He ce 3Hae HUTO €4HO AaTVPAHO
1.AU TIOAIIIICAHO HETOBO IIPOM3BeAeHNsl, HO TOBa He O3HauaBa aBTOMa-
TUYHO, 4e 30rpadbT e MoYMHaa, KaKTo ce IIpueMa B AuTepaTyparta*.

/JOKyMeHTaAHNTe CBeAeHII 3a WVoau [MorHnko08 He ca Mmuoro®. Ho
cpe4 TsX ca eNUTPOIICKUTe CMeTKM, BOAeHM MeXAy 1844 1 1851T. 3a
U3IMCBaHeTO Ha MKOHMTe B ITbpKBaTa , CB. Ilapackesa” B c. /leciuapka,
B KOMTO Ce Ka3Ba, ue ca rnaarenu Ha ,JIsanya non Hukoay” 1530 rpoma
3a uKoHMTe*, Te3y MKOHU ca AaTUPaHU OT 1843/44 I. 1 Ca IIPUIIVICAHN Ha
Moau IMorosuu ot IT. CredaHOB, KOITO CMsITa, ye Moau TTOmHMKOA0B e
IIpaBIA CaMO MeAaAboHUTe U TabAaTa Ha MKOHOCTaca*’. Ho BebIHOCT
MKOHITe He ca IIOANNCaHM, a II0 CTUA0BY OeAe3V MIMeHHO LIapCKIUTe U
aIl0CTO/ACKITe MOTaT De3CIIOPHO Aa ce MPUIINIIIAT Ha pbKaTa Ha sorpada
Voan ot F'a6poso. Te otaasHa ca cebp3anu u ¢ umeto Ha Voan [Tormm-
KOAOB, Thil KaTo o1le A. ATMaA>KoBa IIOITpaBs IpelllHaTa aTpUOyIs Ha
I1. Crepanos*. Ho Ta3du HETOYHOCT TP’BIBa OT IIO-CTapaTa AUTEpaTypa,
TBII KaTo A. boxxkoB 1y0AuKyBa eAHa KOHa YOpyc ot c. Jlecmyapka
Karo paboTa Ha Voau ITorrosuy ot rp. Eaena, pabotena npes 1835 1.4
Anec nxonara ce Hamupa 8 CMP311 — TpssHa, kaTo cBUAeTeACTBa 3a
xapakTepHus ctua Ha Voan ot T'abposo (Dwur. 10-12).

O1ie eaHO IOTBBPKA€HUE B Ta3y IIOCOKA Ca ¥ CMETKUTE OT A0OBEIITKOTO
ydamauite ot 1852 I., Kb4eTO OTHOBO Ce ClIOMeHaBa IMeTO Ha 3orpada
Vloan IorHnkoa08 ot [abpoBo BHB Bpb3Ka ¢ I14aljaHe 32 KOHKPETHN
UKOHM, u3paboTeHn 3a Irbpksata®. Cpeg TsX e TocoueHa 1 MKOHaTa Ha
c8. Vloan KpbeTuTea, KOSITO U AHec e Ha MACTO B ITPKBATa, a 10 CTUAO-
BU Oeae3u Oe3CTIOpHO IpuHaAAexy Ha Voan ot [aGpoBo, BbIpekn de
ocTaHaAMTe MKOHMU, KouTo My npunucsa [1. Ctedpanos ot To3u Xpam, He
ca Heron”'. Taka cTaBa SICHO, Ye IOANIMCBAIINAT Ce Ha IPBLIKY 30rpad
Voan ot [aGpoBo Moske KaTeropidHo Aa ce ugentuduippa karo Voan
ITormHMKO0A0B, BBHITPEKH Ye 3acera He e 3BeCcTHa HeroBa MKOHa, IO ATINca-
Ha C I15110TO My MMe. ToBa ITbK Ch34aBa BB3MOXKHOCT Ja Ce BL3CTaHOBU

44 Stefanov 2006: 150.

45 Stefanov 1981: 43-44, C UTUpaHaTa AUTepaTypa.
46 Kovachev 1965: 21.

47 Stefanov 1981: 44.

48 Atmadzhova 1996: 42-43.

49 Bulgarische Ikonen 1985: 16.

50 Nedelchev 1931: 105.

51 Stefanov 1981: 44.
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U yTOYHM HerosaTa TBOpYecKa
Ouorpadus1, octaHaa OYTH 13-
11510 B CSIHKaTa Ha ChbYMEeHHIKa
My ot rp. Eaena.

3a paHHOTO TBOpUecTBO Ha Voan
ITonHMKOAOB He e M3BeCTHO
nouty HuIno. Toi e cmoMeHaT
3a IpPBB IIBT OT A. MapTuHOB?,
KakTo otOeas3Ba 1 [1. CtredpaHos,
Ha KOTOTO AbAXXUM ChOMpaHe-
TO Ha MHpOpMar 3a 3orpada,
MakKap 1 T4 4a € HeBspHa B 40CTa
OTHOIIIeHM:I, Thil KaTo peAnIia
HEeroBM IIpOU3BeAeHIs ca IIpU-
niucanu Ha Voan [Torosuy ot rp. :
Eaenass. CnopeA A. Bacuamnesn ®@ur. 10. YOPyC, MKOHa OT I[bpKBaTa

TOI e O1A U Xa AKVISL, @ € yInTea »CB. Ilapackesa”, c. /lecuaapka, AHec B
CMP3MU - TpsasHa. Voan IlonHukoaos ot
v Ha VIBaH XaaxuBacyiaeB OTIa-  agposo, 1835 r. Crunvka M. Croiikosa

Oposo’. ITbpBuTe My U3BECTHU

3acera MKOHU, 3a KOUTO CTaHa

BBIIPOC U IIO-TOPe, AaTupaT OT 1819 1 1824 I., KaTO CBUAETEACTBAT, 4ye
II0 TOBa BpeMe Toil e 0114 Bede YTBbPAeH MaliCTOp C HaIl'bAHO M3Ipa-
aeH ctua. Vikonara Ha boropoauia Eaeyca or Kukoc or MXIM - HI' e
caMo gaTupaHa oT 1819 T., 0e3 4a e oanucaHa, HO Ta3u Ha boropoan-
nja CaaaxorieayBaHue ot 1824 I. € Hall-paHHaTa M3BeCTHa AHeC MKOHa,
KOSITO € C HeTOB ITOAIINIC Ha TPBLIKM e3UK. Ta3u MKOHa e O14a mogapeHa
Ha JdumMuTtpaku XaaxxuToies oT MaHacTupa Kacuner, a mo-KbCcHO 110-
creniBa B PVIM - Bparia, kato gHec ce cbxpaHsBa B Heropara KbIlja My-
3e11%. VI3BeCcTHU ca MU OIlle ABa TaKMBa IToArica Ha 3orpada. Eavamsat
e oT ukoHaTa Ha cB. cB. Kozma 1 Jdamsan ot ApsHoBO, chbxpaHsaBaHa B
CMP3U - TpsasHa, KosATO He e gaTupaHna (Pur. 13), a gpyraTa e crioMe-
HaTaTa oT A. Bacuanes nkona na Xpucroc Becegbp>xurea ot iyppKsara
,1Ipop. Mana” B Cuiios ot 1833 I., HoamncaHa Ha IPBIIKM, BbIIPEKU
Je KTUTOPCKUSAT HAAIINUC € Ha ITbPKOBHOCAABSHCKI®.

52 Martinov 1940.

53 Stefanov 1981: 43-44.

54 Vasiliev 1965: 558.

55 Savova-Kasabova 1977: 12, uA. 75, us. Ne 377.
56 Vasiliev 1965: 550.



®@ur. 11. YOpPyC, MKOHa OT ITbpKBaTa ®@ur. 12. YOpyc, UKOHa OT ITbpKBaTa
,,CB. Huxoaa”, I'aoxene. Moan ITomnnkoaos ,Cs. am. Ilersp u Iapea, Ceumos. Moan
ot 'abposo. Cuumka V. Banes INomuukoaos ot ['abpopo. Caumka I'. Autkos

Cpea Te3u mpuMepu IpaBsT U3KAIOUeHNe MKOHNUTe OT I'105keHcKus
MaHactup. CaydasT ¢ TAX € MHOTO KOMIIAMIIMPaH, Thil KaTo Te ce
HpUINCBAT Ha Woau ITorosia ot rp. Eaena, a ciopeg I1. Credanos
TaM To¥i paboTu Beue 1 ¢ 'enuo Puanmos, Toi1 KaTo B 1826 I. HETOBUAT
YYeHUK I7[op4aH Mxos craBa ITbAHOIIPaBeH 30rpad 1 HaIlyCKa eAeH-
ckus MaiicTop”. BebiHoct o6ade nkoHute B [ 10KeHCKIsT MaHACTUP
ca pabotenu ot Voan ot I'abposo u choTseTHO ['eao @UAUIIOB e Heros
CHEKUITHIIK, a He Ha Voau ITorrosira. Ho ToBa He e e AMHCTBEeHVISIT po-
62em 3a paspemnasase B caydas. CTapara ITbpKBa TaM € OKOHYaTeAHO
paspyllleHa Ipes 1929 I., cAe/ KaTo e IIocTpajada OT 3eMeTpeCceHIeTO
rpes 1913 I.5° BcaeacTsue Ha ToBa AHeC 0coOeH IIpo0baeM IpecTaBAsIBa
IpoTuBopeuynBaTa MHPOpPMaINs 3a IIbpKBaTa, KOSITO ChIIleCTBYBa B
AUTepaTypaTa 10 OTHOIIIeH)e Ha HelfHITe CTEeHOICH U MKOHH, Thil
KaTo Ts He MOKe Aa ObJe KaTerOpMyHO IIpoBepeHa U IOTBbpAeHa. B
CBOsATa KpaTkKa IyOamkarus 3a I'aoxenckns manactup V. Enues-Bu-
A0 TOBOPM 3a MKOHUTe OT MKOHOCTaca 1 Ka3Ba, 4e I10 TAX Ce 4eTs10:
, KTUTOPU U IPUAOKHUILIM OT CeA0 TeTeBeH. Buite mucanue pyka itoaH

57 Vasiliev 1965: 549; Stefanov 2006: 146-147.
58 Mutafchiev 1973: 346.
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rornoid radbpoBo 1828 roga”>*. OcHoBaBaiiKy ce Ha Ta3y ITyOAMKaI s,
HO BepOsATHO I10 HeBHIMaHMe, A. Bacuanes gaBa oTAeAeH IOATINC 3a
UKOHaTa Ha cB. 'eopru — , pyka it0aH I1011oBud ot rabposo 1826 r.”, Kato
ce 0OBPKBa, Ue HaATIUCHT, adeH oT V. Enues-Buaio, 3acsra crenomnn-
CITE U TO OTHACS KBbM TsAX®. BriocaeAcTBue Tasu rpelika e Bb3IIpueTa
n ot I1. CrepaHoB®, KaTo ce Ch34aBa MUTOA0TEMA, Y€ CTEHOIIMCHUTE OT
TOPHM:I CAO B ITbpKBaTa Ha [ 105keHCK1s1 MaHacTUp 61141 pabOTeH! OT
Moawu ITorosuy ot Eaena u AaTupaan ot 1828 r., A0KaTO Te BCHIIHOCT
ce oTHacAT KbM Hagaao1o Ha XVIII 5.2 ['permkara obaue Tpbrea i OT
1. Enues-Buaro, Thi1 KaTo TOI UIUTHUpa Kpast Ha KTUTOPCKILS HAAIINC
OT MKOHaTa Ha cB. I'eopru, kaTto o0bpkBa 1826 c 1828 r. Tosu kTuTOp-
CKI HaAIJIC e AajeH B IIbAHMS My BapuaHT nipu I1. Myrtagunes®. Ot
Hero CTaBa sICHO, 4e OOKOBBT Ha KOHaTa AaTupa oT 1827 I., a XaA XU
Muxana ot TereseH, mO-KbCHO 3aMOHaIlleH B Puackmsa Mmanactup, e
KTUTOP'BT, IIOCOYEH Ha ITbPBO MACTO, 3a€AHO C ApyIru Aaputean ot Te-
TeBeH. [lognucsT Ha 3orpada 401y B eanrica ITbK e MAEHTUYEH C TOBa,
koeTo gasa V1. Enues-Buaio, kato oueBnAHO TOV e UUTHpaaA TO3U Haj-
IIIC B CBOsAITa IyOAMKauys. B Haammca ca mocoueHn chluTe KTUTOPU
U 3a MKOHAaTa, KaTo Te3) Ha 0OKOBa B CpeAHarTa 1 9acT. 3a ChXKaleHue
obaye, TO3M HaAIIMC AHEC € B MHOI'O AOIIO ChCTOsIHME U KPpasAT My C
noamca Ha 3orpada He ce pasunta. CTuaosuTe Oeae3u Ha MKOHaTa
ITbK CBIAETEACTBAT, Ye TSI e IIpaBeHa He OT Woan [Momosuu ot Ezena, a
ot VMoau ot I'aGposo. ITak Herosu ca 1 ABeTe MKOHU OT LIAPCKIUS pe Ha
nkoHocraca — Xpucroc Beceabp:xurea n boropoaniia Oaurntpist, Kakto
U Te3M OT alloCToACKM:A ped. OueBngHO Moau [Tomosia ot Eaena He e
pabortua B I'105keHcKMsA MaHaCTUP, HO AIOOOIIUTHOTO €, Ye HeTOBUAT
cbMeHHMK oT ['abpoBo ce e moa1ncaa o CHIMs HAYMH KaTo Hero,
KaTo rocoysa obaue I'abposo 3a csoit mponsxod. Ja ce pasTbakysa
TOBa ChBIlajgeHle, e TPYAHO, HO BepOsATHO MMa CcaMO ABa BapMaHTa.
an gemio B nyOaukanusaTa Ha I1. Mytadunes Ha moaruca Ha 3orpa-
¢a e oobpKaHO U B Hero auricsa pammansra [Tornosuy, wan Voan ot
I'abpoBo HamcTiHa ce e moAmmcaa Kato I1omosiy, Thil KaTo OYeBUAHO
CBINO e O1a cuH Ha cBeleHnk — Hukoaa%. KaksaTo 1 2a e uctuHara,
MKoHaTa Ha cB. ['eopryu, ¢ myOAMKyBaHUs B TO3U BIJ, IIOATINC Ha 30-

59 Enchev-Vidiu 1932: 294.
6o Vasiliev 1965: 550.

61 Stefanov 2006: 147-148.
62 Genova, Gergova 2006: 73.
63 Mutafchiev 1973: 361.

64 Stefanov 1981: 43.



®Dur. 13. Cs. ¢B. Kosma 1 JamsH, nkoHa ot JpsiHOBO, AHEC B CMP3MU - TpssHa.
Noan INonHukoaos ot I'abposo. Cuumka M. Croiikosa
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rpadpa, OYEBUAHO € Aala OCHOBaHUe Ja ce cMsTa, e Voan I[Torosua
ot Eaena e >k1Bs14 B HAKaKbB I1epno/, B 'abpoBo 11 cbOTBETHO IKOHUTE
Ha HeroBIsI CbYMEeHHIK 4a My ce IIPUIINIIIAT Oe3 orae/ Ha TOBa, ye Te
ca B HaITbAHO pasandeH ctul. TpsAOBa 4a ce yTOUHH, Uye rA0KeHCKa-
Ta IKOHa e B OTAeAeH KUBOT M ce CMsTa 3a 4y40TBOPHa, AOHeCeHa OT
Kueso-Ileuopckara aaspa. datupana e ot Hauaaoto Ha XVIII B. 3a
LIEHTPaAHOTO 1 1300pakeHne, KoeTo e 61110 OpUTMHAAHO Cb3AaleHO
orHaya10. Ok0210 Hero 1pe3 1826 I. e g00aBeHa paMKa, BLPXY KOATO
Moan ot [abposo pucysa XuTuitHuTe ciienn Ha cs. [eopru, a otrope
Hososasetna Tpouma. ITpe3 1827 r. bk LIeHTpaaHOTO U300paskeHe
Ha CcBeTeIla € OOKOBaHO™.

Cpeg ocraHaauTe MpousBeseHNs, KOUTO MOIaT Ja ce IIPUIIUIIAT Ha
Moau TTOMHMKOAOB OT I'abpoBo, ca MKOHUTE OT allOCTOACKMS peJ, Ha
sackosckmsa manactup ,,Cs. ar. Iersp u Iasea”, xouro I1. Credpanos
OTHacsl KbM paboTaTa Ha Moau [Momosuu ot Eaena npe3 1822/23 r.%
Tyk He camo aTpuOyLIMsITa € TIOTPeIlTHa, HO He ca SCHU U OCHOBAaHUATA
3a TOBa JaTUpaHe, Thil KaTO CTapUAT MKOHOCTAC He e 3aIla3eH, a IIbPK-
BaTa e CTpOeHa B I10-HOBO BpeMe®”. OCBeH TOBa, M3raeXAa, 30rpadybT e
13paboTIA OIlle MKOHU BepOSITHO 1 3a IIapaKAMCHUTe B MaHACTHPa, KaTo
Ha ITpaKTHKa Ca 3alla3eH! MKOHY OT TPU OTAeAHN KoMILAeKTa. YacT oT
TSIX ce HamupaT AgHec B cOupkara Ha HAVIM. Tosa ca nkonute Xpuc-
Toc Beeanpsxurea (uns. No 3982, 42,5x35x2 cm) u Cb. Voan [Tpeareua
(nuB. N2 3983, 35,5X42,5X2 €M), KOUTO ca OT allOCTOACKN ped. XpUCTOC
Bceanpxurea (mnB. No 3980, 40x58x2,5 cm) u Cs. Moan [Tpeareua
(nHB. N2 3981, 39x58X3 €M) BEpOATHO ITBK Ca OT IIpa3HUYEH peJ UAN
BTOPU aIlOCTOACKH, IIPOU3XO0XKAAII] OT HAKOM OT HapakAMucuTe. A KbM
TSIX TPsIOBa 4a ce MpuOassAT U Tpu Hapcku uKoHu: Cs. Voan IIpeareua
(nuB. No 3965, 71x114x3 cM), CB. Xapaaammmit (mHB. NC 3966, 116X73,5X3
cm) u C. Hukoaa (muB. No 114x73x3 cm). CaMo egHa OT Tsx — XpucToc
Beeabpxurea, nas. No 3980, € ¢ TOUHO yCcTaHOBEH IIpOM3X04, OT /lsc-
KOBell, KaTO BCMYKM MKOHM ca ITy0AMKyBaHM B Kataaora Ha HAVIM Ge3
0OBBbp3BaHe MoMexxay uM. Te ca mpuIcaHy Ha HeM3BeCTHN 30rpadpu
ot TpeBHeHCKaTa I1IKOAa, a 3a HAKOM He ca gageHu u pororpadpun®.

65 Stefanov 1992: 85-98.

66 Stefanov 2006: 146.

67 Ashikov 2002: 6. 3a rbpKBata BX. Moskov 1927.

68 Gergova, Gatev, Vanev 2012: 92-95, N2 358, 369, 370, 374, 375, 388, 413.



Or 3orpadpa e nsnmcana u nkoHara boropogumna Mlupias Hebec ¢
aniocroan ot I'XI" — ITaoBaus (nHB. No 46, 30X43 CM), KOSITO He € I104-
nicaHa 1 gatupana. ITponsxoabT 11 e HeM3BecTeH, a Ts e IOCTbIINAA B
raaepusTa ot I1aosauscka Mutpomnoans. ChIo HETOBU ca M MUKOHUTe
ot irppksata ,Cs. Iletka” B c. Bugpape, konto ca gatupanu ot 1827/28 1.
criopeA I1. CtedpaHOB 1 ca MOTpeIHO aTpuOyTHpaHy Ha WoaH ITorro-
Bra®. OT CBIIOTO BpeMe 611 TpsIOBaA0 4a AaTpaT UKOHMTE OT ITbpKBaTa
,Bcu ceetun” B TeTepen, KakTo 1 Te3u oT TamomHuA Manactup , IIpop.
Vans”, kouTo chIIo ce NpuUIMcBaT Ha Voan [Torosny, Ho ca paboTeHn
ot VMoau Ionunkoa08. B TeTeBeHckaTa II'bpKBa 30rpadsT oT ['abposo
MMa IIOHe TPY MKOHI®, a B MaHacTMpa e u3padboTna BepOsATHO 11514
MKOHOCTaceH KOMILAEKT, OT KOWTO AHeC ca ChbXpaHeHU allOCTOACKUAT
pea (Pwr. 14), mapckure ABepu 1 rnaHara ¢ lllecroanes. B manactupa
Ma U MKOHa, paboreHa ot 'enyo ®Pnanmnos, KoeTo npearoaara, ge
IIpu Ta3u IIOpbuKa 3orpadure ca paboTUAN 3ae4HO.

OTHOBO UKOHU 1 OT ABaMara ce Hamupat B ['10xeHe. Cbaeliku 1o
naseorpadusTa Ha HaAIIJMCUTe, KaKTO U II0 HAKOM 3aIla3eH! AeTalian
ot obpasure, Voan [TomHNKOA0B BEPOATHO € aBTOP Ha CTEHOIMCHUTE
B cTapaTa rpoouinHa 1yppksa ,, Cs. Hukoaa” B ['105xene, kosTo AHec e
I1oAypaspylieHa, HO e Onaa Bb300OHOBeHa Ipe3 1836 r. TexHmsT aBTop
He e n3pecteH, HO V. 'eprosa MHOTO paBNAHO CM:ATa, Ye Te BEpOsATHO
ca IpaBeHM OT HAKOI OT 3orpadpure, M3MNICBAAN VIKOHU 3a ITbpKBaTa
npes 1836 r. Ho u Tyk 3apaau sbnaraeaa na I1. Credanos, ue Moan
ITonpaiikos padoTu B ['10keHe”’, 11eAMAT allOCTOACKU ped, KaKTo U
ase nkoHn — Cp. Xapaaamnmii cue cB. Hukoaa n Br3necenne Ha ripop.
Naus, ca mpummcanu Ha Maiictopa ot rp. Eaena”. Tesu ukonm ce cb-
XpaHsBaT AHecC B HoBaTa ITbpkBa ,CB. AuMmutsp” B I 105keHe 1 BbIIpeKn
Je He ca B 400pO ChCTOsIHME, MOTaT ChC CUTYPHOCT Aa Ce OTHecaT KbM
TBOpuYecTBOTO Ha Voan [Toruukoa0s ot I'abposo. Ha erruo ®uanrios
II'bK IIPMHaAAeX) e4Ha MKOHa Ha cB. MMHa ¢ SKUTUITHH CLIeH.

/lormyHo e MKOHMUTe B ITbpKBUTe B ['abpoBo aa ce mpeaTpuOyupar as-
TOMaTUYHO KbM TBOPUecTBOTO Ha Voan [TorHukoaos. M ToBa aeiict-
BIUTE/AHO € TaKa B IIOBe4eTO cAydal, Thil KaTo OT IIbpKBaTa ,, Y cIle-
Hue boropoanuno” nanpumep nponsxoxga nkoHata baarosemenne,

69 Stefanov 2006: 148.

70 Atmadzhova 1996: 30-31.
71 Stefanov 2006: 149.

72 Gergova 2018: 333-338.
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Dur. 14. JeTaria or aniocroackus pea B Tereperckist MaHacTup. Voan ITonHMK010B
or 'abposo. Canmvka V. Banes

cpxpansBada 8 HAVIM, kosTo 6e3criopHO e paboTeHa OT raOpOBCKIAS
MalicTop, MaKap Ja e IpullicaHa HelpaBuAaHo Ha Vlopaan Muxos B
KaTaJora Ha My3es”.

Ha rabposckus sorpad npuHagaexar 1 UKOHUTe oT baToresckus Ma-
HaCTHp, 4acT OT KOUTO ca Imy0aukysanu ot L. ITerpos kato paboTtenn
1pes 1837 r. BepoATHO oT 3axapuit Ilanios”. CpIjo Herosa e MKOHaTa
boropoauna ¢ Maagenena n cserun ot VIM — ETponioae”s, kakro u
KOMILAEKT OT IIapCK! U alloCTOACKM MIKOHM 3a eTpoIIoAcKaTa I'bpKBa
,,CB. 'eopru”, kouto 1o cT1A1081 6eae3u ca UBKAIOUUTEAHO OAUZKU 40
MKOHUTe OT baTomescknst MaHacTUp U BepOATHO Aatypar OT 0OK0A0
1837 . OtHOBO 0T Voan ITonmHmKo0B ca nkoHuTe Ha cB. Moan Kpsbe-
tuteA, cB. Heaeas (®Pur. 15) u cs. AMMuThHp Ha KOH OT IIbpKBaTa ,,CB.
Heaeasn” B /loeu. KbM TsX Tps10Ba 4a ce IpmuOaBy ¥ MKOHATa Ha CB. all.

73 Gergova, Gatev, Vanev 2012: 96, N0 431, pasmepu 34x47 cM. 3a IybpkBarta BX. Shulekova,
Cholakova 1998.

74 Petrov 1978: 60-62, 64.
75 Atmadzhova 1996: 34-35.



®ur. 15. Cs. Hegeas1, uxona ot uspksara ,,Cs. Hegean”, Zoseu. Moaun
INornnkoaos or 'abposo. Cuumka M. Crorikosa
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Ilersp n I1aBea oT chIiaTa ITbPKBa, KOSTO ce cbxpaHasa B HVIM?. [Tak
TOJ1 e paboTIA UKOHUTE OT ITbpKBata ,, Apx. Muxana” B c. Ocukosuiia,
boresrpaacko ot 1835 1., et ot kouto — Xpucroc Beeabpxurea, bo-
ropoguna OAUruTpus, cB. Noau Kpberurea, Apx. Muxana u cs. Xa-
paaammmii cbe cB. Hukoaa, ce coxpanssar B VIM — ITpasen. Omie ase
MKOHU OT TO3M KOMIIAEKT ¢ oOpasa Ha apxmAAKoH CTedaH 11 OTHOBO
Ha apx. Muxana ce nasar 8 HVIM u ca nyoaukysann ot T. MaTaku-
eBa Oe3 arpuOyuma”. I Hakpas Tps0Ba 4a ce otOeaexxy paboTaTa Ha
3orpada B CBUIIIOBCKITE ITbPKBU, KbAETO IIpe3 1833 I. Toil TpsI0Ba Aa
e paboTtina ukoHu B wbpksaTta ,ITpop. Mlana”, eana ot kouto e 6uaa c
roarvic Voas ot I'abposo. Te ca npunmcanu Ha WMoawu omosnya’, HO
E. Ilonosa oTgaBHa ce e ycbMHIAA B Ta3y aTpuOynms’. OT 1o-HoBaTta
nyoaukanus Ha C. 3axapues cTaBa sICHO, 4ye MKOHIUTe Bedye He ca Ha
M:ACTO B ITbpkBaTa. Ho mo ukonara Ha amn. AHgpeii, KOsITO Bce Olle e
Ha MscTO 1 e my0aukysaHa y C. 3axapues, MOXe 4a ce Kaxke, 4e TOBa
ca ukonu Ha Voan ot [abpoBo®.

B apyrara cumoscka 1rbpksa ,,Cs. a1 Ilersp n I1asea” ot Hero e uko-
HaTa Ha cB. XapaJaMIINIl Ha TPOH, CA0KeHa B HIIIIa Ha I0JKHaTa CTeHa,
KaKTO U allOCTOACKVAT pe MKOHM, CMATaH!U 3a TpeBHeHCK™. Ha He-
roBaTa pbKa MOTarT 4a ce IIPUIINIIAT Ollle IPOou3BeAeHNs1, HO IIbAHOTO
M chOMpaHe, aHaAM3MpPaHe U MoApe’KAaHe B XPOHOAOTMYEH peJ He
MOXe Ja ObAe HallpaBeHO TyK. TeIrbpBa IpeAcTON Aa ce IOThPCAT U
CBeJeHI: B ChIIeCTBYBaIIlITe U3BOPM, KOUTO ce OTHACAT A0 rabpos-
CK1s 30Tpad), KaKTO U Aa Ce M3SCHAT HAKOV CTPAaHHU HeChOTBETCTBISL.
TaxbB IpuMep e eAMH TypcKH JaHbUeH gedrep 3a 'abposo, gaTuparry
OT 1844/45 T., B KOITO € CIIOMEHaT caMO eAVH pe30ap/MKOHOIICeI]
(HaKamrums) B rpada®, u csKall HiMa cAea OT Moau ITorHukoa08. A
TOV OM TpsIOBaAO Aa € BKAIOUEH B TO3U AedpTep, Thit KaTo criopes I1.
CredaHoB yak caeg 1852 I. He ce 3Hae HMIIIO TToBeve 3a 3orpada®. Ho
ITBbK I TOBa He O3Ha4aBa, ye Tell'bpBa HsAMa Aa Ce U3AUPST HETOBU IIPO-
u3BeAeHus nau ouorpapuIHM JaHHU CAe/, Ta3y TOANMHA.

76 Kreuz und Ikone 1996: No 34.

77 Matakieva-Lilkova 1994: 164, 168, Ne 56, 58.
78 Vasiliev 1965: 550; Stefanov 2006: 147.

79 Popova 2013: 168-189.
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Creative Metamorphoses: From Ioan pop Raikov from
Elena to Ioan pop Nikolov from Gabrovo

Alexander Kuyumdzhiev

E:l’ A~ u’:l‘ :2

The works of the icon painters Ioan Popovich from the town of Elena and
Ioan Popnikolov from Gabrovo has so far been mixed into one and known
to Bulgarian science mainly under the name of the master from Elena.
Based on stylistic attribution and existing sources, the article makes a clear
distinction between their works. Several new icons and a mural painting
monument are pointed out, which should be attributed to the hand of the
Ioan Popnikolov from Gabrovo. His disciples and team partners are spec-
ified. Some errors in the historiography concerning the icons of the two
masters have also been corrected. As a result, the artistic biography of Ioan
Popnikolov from Gabrovo, who remained entirely in the shadow of his
namesake from the town of Elena, has been at least partially restored.



TedTtep ¢ pucynknu Ha 3orpad

MBan Aumurpos ot KouepnHoBo
Notebook with Drawings of the Icon Painter
Ivan Dimitrov from Kocherinovo

Cumeort Torues"
Mnemumym 3a uscaedsare na uskycmeama
boazapcia axademus na naykume

Abstract: The article examines the drawings of Ivan Dimitrov from Kocherinovo
and identifies their models and close parallels among the works of the Bansko and
Samokov icon painters. Until now these were the only known Dimitrov’s works but
with their help his icons were discovered as well.

Keywords: Bansko artistic center, Stanislav Dospevsky, iconographic models, icons

AolcTpaxT: B craTusara ce pasraexxaar pucynkure Ha Visan Aumurpos ot Koyepuno-
BO I ITO-CITeIINaAHO ca MAEHTUPULIMPAHU TEXHUTE MOAEAN U OAU3KY [Tapalean Cpes
TBOpYecTBOTO Ha 3orpaduTte ot bancko n Camoxos. Jocera Te 6s51xa eAMHCTBeHaTa 13-

BeCTHa pa0oTa Ha 3orpada, HO ¢ TAXHa ITOMOII Os1Xa OTKPUTY HETOBU VIKOHIL.

Karouosn aymm: bancku xyaoxxectseH 1eHTHp, CraHucaas /ocrieBcKy, MKOHO-
rpadpcku MOAeAM, UKOHU

B Hanmonaauus etHorpadcku My3eii ce ChbxpaHsiBa TepTep ¢ pUCYHKI
Ha 3orpa OT erioxarta Ha bbarapckoTo Bb3pakAaHe, KOITO e OTAaBHA
U3BeCTeH, HO Jocera He e 0114 rpoyuen> VI3kazaHu ca pa3AnuHI MHEHV

1 Simeon Tonchev is a PhD student at the Institute of Art Studies, Bulgarian Acadeny of Sciences spe-
cializing in Bulgarian Revival art and culture. His PhD thesis studies the drawings of 18" — 19" century
Bulgarian icon painters. Email: sim.tonch@gmail.com

2 VIE®EM, AEM, ®XA, Ne 8oo.
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3a HeTOBILI IIPUTesKaTeA U aBTOp Ha pucynkuTte. TegprepbT mocTbisa
BbB (POHJAA Ha My3es cAe OTKyIIKa Ha 10 Mall 1953 I. B unsenrapnara
KHITa e 3aIl1ICaHo, Ye e IpuHajaexaa Ha Visan Aumurtpos 3orpaduna,
CAeJ KOeTO ca 4aAeHM TOAMHITE MY Ha XUBOT 1840-1889, KOUTO ChBIIa-
AaT C TOAMHNTE Ha POKAeHle I CMBPT Ha IT0-MaAKus OpaT Ha Xy40K-
nuka Cranucaas Jocrescku 1 cuH Ha sorpada AuMmutsp Xpucros. 3a
pou3sxog e otoeassano CaMOKOB, KOETO MOXe Ja € 10 aHaAOTHS Ha
MACTOTO Ha KMBOT Ha KbCHMS caMOKOBCKM 3orpad. Criopea ATtaHac
[lapenkos ToBa IIbK e epMuHuATa Ha VIBan 3orpadckm ot c. Mupko-
BO, IO-KbCHO npecean ce B [lanaropuine’. Acen Bacuanes nnurupa
IpUINCKa OT IIbPBUS AUCT Ha TepTepa, KOMTO AHeC AUIICBa: ,,1869:
ABTOW XP'I‘A. [MonaoTH sora CAaR0 Muya HENHA Aeh 7-ro 3emax W TOPHLLA NANAHP BB
MEANHTNATA KA3A 36MAX 10 3A LBNA 8 rpotua. Cui TerTep HA HoBANYO AHMHTpoRH®
Kaaaw 1 3orpag ® Kovapunogo ceao“t. OTTYK cTaBa s1CHO, e TepTeppT e O1a
cobcrsenoct Ha sorpada Visan Aumutpos ot Kouepunoso u pucyH-
KITe ca HeroBo Aeao. Tosa e orOeas13aHO U B HOBUTE IyOAMKALIAM .

VBan AuMMUTPOB Ma MHTepecHO DUTHe, HO HeroBaTa TBOpYecka Omo-
rpa¢us e HensBecTHa. B kamrara cu A. Bacianes nuiire, ye He e ycIisia
Aa OTKpUe ApyTu HeTOBM TBOpOM, OCBeH TepTepa C pUCYHKI. 30TpadybT
e pogeH 1pe3 1849 r. B KouepuHOBO, paHO OCTaBa Cupak. ¥Y4u NKOHO-
rnc ipu Visan K. Tepsues ot bancko, caeg koeTo cTasa Heros kKaada 1
CbAPY>KHUK. YJacTBa B peBOAIOIMIOHHO-OCBOOOAUTEAHOTO ABVKEHIE,
KaTo IPUKPMUBaA Ta3) CBOs AeMHOCT C paboTaTa C/ Ha MKOHOIIMCeI].
Caea OcBoOOXAeHMEeTO TOTI Ce OTKa3Ba OT 30rpadpCcKus 3aHasIT, OTAaBa
ce Ha 00OIIIeCcTBeHO-TIOANTIYeCKa AeMHOCT U CTaBa IIbPBIAT KMeT Ha C.
Kouepunoso. IIpe3s 1900 1. e HapoaeH nipeacrasuTea B X OOMKHOBEHO
HapOAHO CbOpaHMe. YMupa Ha 13 MapT 1923 I.°6

Criopeg cemeitnoTto npesanue Vsan AuMutpos B cbapy>Kue c I'eopru
3orpadckn ot ¢. boborreso ,, u3orpaducsar” bpkpuTe B ceaata Xbp-
coso 1 Ctpymcko, baaroesrpaacko’, 6es aa ce KOHKpeTU3Mpa J4aau ca
pucyBaAM CTeHOIIVICH, UAU ca U3ITbAHsABaAM NKoHU. OcBeH ToBa ,, pec-
TaBpupaan”, T.e. BEPOSITHO IIPEU3IICAAN, CTEHOIINICHUTE B ITbPKBIUTE Ha

3 Sharenkov 1992: 10.
4 Vasiliev 1965: 525.
5 Mincheva 2022: 393-394.

6 Vasiliev 1965: 524-525; Enev 2002: 169, KbAeTO e IIpepa3Ka3aHO HaIMcaHOTO OoT A. Bacuanes;
Ognyanova 1993: 47-50.
7 3a IIbpKBUTe B Te3u HacedeHu mecta Entsiklopediya 1995: 302, 404-405.



ceaara baauno, Kouepnnoso, Bricoka mornaa, Cto6, KakTo 1 B HIKOU
xpamose 13 Pagomupcko®. He e ussectro I'eopru ga e pabotna mo
Te3yu Mecra’, HO A. Bacnanes orkpusa ukonn Ha Vsan K. Tepsues B
xpamosete B baanno, Kouepunoso, Cto0 u c. Ausas, Pagomupcko™.

VBan AuMmutpos Kymysa Tedprepa mpes 1oHn 1869 r. Criopeg poao-
BIUTe CIIOMeHN Toll pabotu Kato 3orpad 16 roaunu 40 Ocsoboxae-
Hueto. Taka 13am3a, 4e 3amousa Ja ce oOydasa 1pes 1862 I., ToAMHa
cae/ KaTo ocTasa IrbaeH cupak. IIpes 1869 1. caeapa ga e Beye oOydeH
1 cnocoOeH Marictop. B 6eaexkkaTa B Terepa oTOeAs13Ba, 4e OCBeH
sorpad e un ,kasan”. Herosusar Oarrja 614 KaaanaXus U U3raexaa,
VIBaH ycBOsiBa 1 TO3M 3aHasIT, KOIITO My IIOMara Ioseue Aa IIpUKpUBa
PeBOAIOIMOHHATa CU ACMHOCT.

Taka pucyHknre or Teprepa ca OT U3KAIOUUTEAHO 3HaYeHNe 3a Ipo-
y4BaHeTO Ha TBOPYECTBOTO I aTpuUOyLMATa Ha TBOPOM Ha TO3U KbC-
HOBB3pOXKAeHCKM 3orpad. Terpaskara ce cbeTom OT 80 AMCTa, MMa
pa3Mepm 23X15 M, XapTusTa e 6e3 Boguu 3Hanu. [Ipeanara xopuna
U HAKOAKO AMCTa AUIcBaT. PucyHknuTte oOXBaliaT MbpBUTe 30 AMCTa,
KaKTO M IIOCAeAHITe, KOUTO Ca pa3KbCaHU OTKBM MCTOTO Ha CBIIN-
BaHe Ha TeTpaguTe. [To-KbCHO ca 3a4emeHn ¢ AOITbAHUTEAHU ITapyeTa
xaprtusa. TedprepsbT cbabpka oOpasu Ha Xpucroc ITanTokparop, cs.
Boropoaniia, arrocroan, CBeTIU ¥ peAUTO3HY KoMITo3unmn. V3mpa-
HeHM ca AMPEeKTHO C YepeH MAN A1AaB Tyl UAM MOAMBHATa PUCyHKa
oTrope e mopTopeHa c Tymi. Ha mecra oTAeaHu yacTut KaTo I'bHKUTE 110
oJeXauTe HallpuMep ca nogdyepranu. HamrbAHO o1iBeTeHM 1 CBeTA0-
CeH'BYHO pa3paboTeHN ¢ yepHa 1 Os11a 0051 ca AOTIOsCHUTe 00pa3y Ha
¢s. Aumutsp 1 boropoantia Oaurutpus u ap. (®wur. 1). Bepxy sagunms
¢opsarj ca sasenenn mamia Ha baaroselieHne 1 gpyra Maaka IjaM-
na cbe cB. ['eopry, a HagnIMCHT MHPOPMMPA, Ye TOBa e UyA0TBOpHaTa
daHynaoBa MKOHa Ha MaHacTupa 3orpad.

VBan AuMuUTpoB 3amodsa Aa pucyBa B TepTepa CU BegHara cae/, He-
roBOTO 3aKynysaHe. Pucynkarta boropoaniia Oaurutpus (4. 4) uma
TO4YHa Aata ,1869 M. noHmna 24”. Tpu AHM TO-KBCHO TO € U3IbAHNA
Hososasernara Tponuma ot 4. 70. Chirtata roguHa e orOeAs13aHa Ha pu-
cynkuTte Br3kpecenne Xpucroso (4. 5), OTciruane Ha raaBaTa Ha Voan

8 Ognyanova 1993: 48.
9 Vasiliev 1965: 522-524.
10 Vasiliev 1965: 521-522.
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@ur. 1. Cs. CrimpugoH, pucyHka Ha Vsan Aumutpos, 1869 r.
Cuanmka VIEQEM

Kpscrurea (a. 56), Hesepue Tomoso (4. 7). Caeapaiiata TOYHO AaTu-
paHa pucyHka e Yopyc Ha 4. 20 0T ,,1870 MII cenIT 20 AHb”. OcTaHaauTe
nso0paxeHus B Tegprepa gatupart ot 1873/74 1. JKeptBa ABpaaMoBa
(a. 23) e oT ,1873 AHyapi 22in”, a 0OpasuTe Ha eBaHreauct Mateit u
aHresa ca HapucyBaHu Ha 18 mapT. EaHa OT mocaeanure pucyHK Ha
2. 780 — nsoOpakeHne Ha po3a, 4aTupa oT 26 MapT 1873 I. Ilog Oyker
c uBeTs (4. 72) e oTOeAs13aHa 1873 I., HO AaTaTa He Ce JerTe.



3anuckn B Teprepa, KOUTO Aa JajaT IoBede cBeJeHNs 3a VIBaH JAu-
MuTpoB ot Kouepnnoso, nmoutu Hsama. Ilog mammara Ha baarose-
IIeHNe ca U3PeJeHN HaMMeHOBaHNATa Ha IIPasHUIIM U CBETIIV, KaTo
TyK 30rpadpbT MOXKe Ja e 3amcaa HAKOs cBOs Topbuka. Ha eaun ot
IOCAeAHMTe AVICTOBe (A.79) ca U3IMCAHU TPU TeKCTa, YMNUTO 3arlaBus
ca aK1jeHTupaHu ¢ roaemy Oyksu. [TbpBusT ce otHacs 40 Poxxaectso
Xpucroso, BTopusT A0 cB. Hukoaa, a tpetusat 40 CMbpTTa Ha TaitHo-
saena. TekcTpT Hanlo400s1Ba onMcaHMsATa B epMuHUNTe. Temara e cpeg,
HOBUTE CIOXKETU C AUAAKTUKO-MOPaAu3aTOPCKN XapaKTep, KOUTO ce
nosiesABaT B Obarapckoto n3kycrso mpes XVII u XIX 8. CMbpTTa Ha
TalfHOs/ella e BKAI0YeHa e AMHCTBeHO B IIporpaMaTa Ha OTKpuUTaTa ra-
Aepus Ha KaTOAMKOHa Ha Prackist MaHacTup', HO MHave TallHOAAeIbT
e TIOITy AsIpeH MOTUB cpe/ rpentHuIuTe B CTpantHms cba'2 3orpadst e
IIpemnicas rocAeA0BaTeAHO HaAIIMCHTe OT KOMIIO3UITATA B MaHaCTHpa.

Ha 4. 676 ¢ anaaBo MacTnAo e 3ammcaHO CTUXOTBOpPeHNe AN TIeceH,
TeMaTU4YHO cBhp3aHo ¢ Vucyc Xpucroc. Hait-otg404y ca HaHeceHm ro-
AVHaTa U MsACTOTO ,, 1874, Buapap”. B bparapus nma ceao cbe cb1oTo
HalMeHOBaHIe, KOeTo ce HaMupa B TpbHCKOTO Kpaullle, HO TO HsIMa 1
He e IMaJo0 XpaM Ipe3 Bb3paxganero, KkbAeTo 61 MOTba Aa paboTu
KOUepMHOBCKUAT 30rpad. OTHOBO ceMefHOTO MpejaHue TBbpAY, Je
VBan AuMuUTpOB M3M1CcBa CTEHOIMCUTE B ITbpKBaTa B cea0 Bugpape
B TeTeBeHcKI: OaaKaH, KOeTO nMa cxoAHO uMe. Tosa O1a0 HeroBarta
rocaegHa pabora. XyJo>KecTBeHaTa yKpaca OT MHTepuopa Ha Xpama
He e CIlel[1a/HO 13CAe/ABaHa, 3a padAMKa OT KaMeHHaTa I11acTHKa 110
(pacagara. B ockbaHMTe CBeAeHNsI Cce COUM, Ue CTEHOIMCHUTe ca paboTe-
HI 11pe3 1885, 1900 1 1905 T., Korato ViBan AuMuUTpOB Bede e ocTasna
30rpadpcTBOTO.

B npasHmnyHuTE ClleHM KaTo ABaTa BapuaHTa Ha PoxkaecTBo Ha VNoau
Kpberurea, Orcnuane Ha raasarta Ha Moan IIpeareua, Boeeaenne bo-
ropoanyHo, Hesepue ToMoBO 11 Ap. ca HaHeceH! O3HaUYeHNsI 3a 11BeTO-
BeTe Ha OTAeAHNTe eAeMeHTH OT Kommoauiuunte. [To-kbcHO 3orpadbT
e 3arlo4yHaa Aa OLIBeTsIBa PYCYHKUTE CIIPSIMO OTOeAsI3aHUs KOAOPUT.
Hait-mbaHO oriBeTenn ca aggete ciieHu ¢ baaroserienne (4. 11, 17).
HaanmcsaneTo Ha 11BeTOBeTe BBB BCsIKa KOMIIO3MIINSI O3HAYaBa, ue TOM
e IpepucyBaa >XUBOIMCHM ITPOU3BEACHIS — UKOHU MAY CTeHOIIVCH.

11 Vasiliev 1973: 61-62; Kuyumdzhiev 2015: 423, 450-451.
12 Pencheva 2020: 107-108.
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ITopeauna ot pucynku Ha Vsan Aumutpos ot Kouepunoso nmar na-
paaean cpeg XyAoKecTBeHaTa IpoAyKINs Ha sorpadure oT bancko.
Hsaxoakoro npasamann cuenn — Beskpecenne Xpucroso (4. 5), Hese-
pueto Ha a11. Toma (a. 7), Poxxaectso Xpucroso (4. 80), Bp3asukeHnne
Ha YeCTHM: KP'bCT (4. 9), ,,PoxkaecTso Ha cB. Noau IIpeareua (a.12), Cs.
40 MbueHNI (4. 120), Ycnenne boropoanyaHo (4. 16), baarosernjenne
(a.17), Bxoa B ]ZepycaAMM (a. 170) u BpBegenne boropoanaHo (4. 18)
IIOBTapAT MKOHM CBhC ChIIUTe CIOXKeTu oT 1rbpksara ,,Cs. Tpoua” B
bancko. Hsaxkoako ot Tsx ca manmmcann ot Toma Buiianos — Moaepa ox.
1808-1811 I, ApyIM OT HETOBMs CUH IIpe3 1839—1841 I, a OCTaHAAUTE
B AUTepaTypaTa ce BOAAT Ha HEeM3BeCTeH aBTOp, HO ca M3KAIOUNTEAHO
6Am3Ku 40 cTuAa Ha 3orpadpckara pammans®. Aumutsp Moaepos e
aBTOp Ha nKoHata baarosermenne™. [To-roasmMara 4yacT OT Te3 MIKOHU
ca ripepucysanu u oT Muxazako I'oaes mo-pano — mexay 1860 n 1863
I. B HeroBuTe Teprepu™. Toii CBINO ce e ClIpsia Ha MKOHNTe BbBeseHne
boropoanano, Poxxaectso Xpucroso, Bxoa B I7[epycaAMM, Bnakpecenne
Xpucroso, Bp3aBrokeHne Ha 4eCTHUS KP'bCT*®. MeXXAy Apyroro, TyK
CBIIIO Ca HaIlMCaHM IJBeTOBETe Ha BCsAKa PUIypa 1AV OOeKT B KOMITO3M-
nymnre (Pur. 2). B pucynkute Ha Brskpecenne Xpucroso Ha 4BamMara
3orpadpu ce OTKpuBa eAVH U ChII] n300pasuTeleH nmpodaem. Te He ca
ycIieAn Aa HapyCyBart CIIOAy4AUBO ITpoduaa Ha cegHaAus BOMH BASICHO,
TOKY-1I10 CEOy A A Ce, 3a Aa BUAU BB3KpbcBaHeTo Ha Xpucrtoc (Pur. 3).

ITotebpKgenue, ye Visan AuMutpos or KouepuHoBo e nmaa gocer
C pucyHKuTe Ha OaHcKuTe 30rpadu, gasaT Tpu npumepa. Herosure
pucynku Ha cs. Vloan 3aaroycer (4. 6) u Bosnecenue Xpucroso (4. 8)
IIOBTapPST APYTU OT cOMpKaTa pucyHku cbe curHarypa Cod. D. Slavo
47, cbxpansasada B LICBII, xosiTo Haif-o0110 ce BoAu Ha OaHCKUTe
sorpadpu (Pwmr. 4, 5). Criopeg E. I'eHoBa 0obade Te ca U3IIbAHEHU OT
Aumutsp CrpaeIios 1 1oBeveTo ca IIpepucyBaHM OT TeTepuTe Ha

13 VIxonure ca my0AuKysanu Hai-IrbAHO y Enev 2002. Eaena 'enosa orbeasi3Ba KaTo MKOHM Ha
Toma Bumranos Brakpecennero Ha Zasap, OrcuyaHeTo raasara Ha CB. Moau ITpeareua, Cs. Crin-
puaon u cB. Aranacnit, Cs. Mapuna u cs. ITapackesa, Cs. Bapsapa (Genova 1995:13-15, Genova
2009: 8; Genova 2011: 161).

14 Enev 2002: 191.

15 3a Tax Hait-06mo Vasiliev 1965: 518. Eaunmar ce coxpanssa s LICBIT , ITpod. Vsan Ayitues” —
Cod. D. Slavo 45, 3a Hero Hristova, Dzhurova, Velinova 2000: 135-139, Genova 2015: 304-305. Apyru-
AT e B Myseen komraexc bancko, OT Ko¥iTo ca myOAuKysaHm 4 pucyHku (Enev 2002: 110, 162, 163).
16 LICBII, Cod. D. Slavo 45, 4. 26, 166, 18, 20 u pucyskara Bxog I'ocriogen ot tedrepa B bancko,
roamicana ,, 1863 Muxaako 10” (Enev 2002: 163).

17 Hristova, Dzhurova, Velinova 2000: 139-143.



®@ur. 2. Bregenne boropoanaHo, @ur. 3. Brakpecenne Xpucroso,
pucyska Ha Muxaaxo ['oaes, 1860-1863 T. pucytka Ha Muxaako T'oaes, 1860-1863 r.
Cuumka LICBIT Cunmka LCBIT

@wur. 4. Branecenue Xpucroso, pucyHka Ha @ur. 5. Branecenne Xpucroso, pucyHKa Ha
ViBar Aumutpos, 1869 r. Cumka VIEOEM Aumursp Cupaemos. Canvka LICBIT
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@ur. 6. Branecenne Xpucroso, MKoHa ot 1rbpksara ,Cs. Tpoura”
B bancko. Canmka o Enev 2002
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‘“"_‘N !



®Dur. 7. Cs. Woau Borocaos, ®ur. 8. Cs. Voan Borocaos,
pucynka Vsan Aumutpos, 1869 r. pucyska Ha Aumutbp Cupaemnios.
Cunmvka MEOEM Cunmka LICBIT

Toma Bumanos 1 Muxaako I'oaes™. B Tos3u caydait cMe cbraacHu c
HelfHaTa aTpubynus. Pucynkure ¢ Xpucrosoro Bp3HeceHne ca u3Irba-
HeHU I10 ITpa3HIYHa MKOHa OT OaHcKus xpaM ,,Cs. Tponma®™? (Dur. 6).

Ha 4. 13 ot cBos Tedrep ViBan AuUMUTPOB € U3IIBAHIA CIIeHa, KOSATO
ce OTAMYaBa OT ocTaHaaute My paboru. Cs. Voan Borocaos e usrpa-
BeH 40 BMCOK ITIOIIUTHP, a 4O Hero e CMMBOABT My OT TeTpamopda
— opea. EBaHreancrsT 4bp>Ku pa3TBOpeH KOAeKC B AsdBaTa pbKa, a B
ASICHaTa — Iepo, KOeTo ce KaHM Ja Ioronu B MactTuanumara (Pmr.
7). IIpe3 koa0HaaaTa 3a4 Hero ce BiK4a Bbskpecennero Ha Xpucroc.
KomnosunmsTa e HapucyBaHa IbpBO C MOAMB, a CAe/, TOBa paspabo-
TeHa c yepHa 0o0s 1 11BeTHH AeTalian. VIkoHommcenrsT oT Kouepuno-
BO e Ipepucysaa pucyHkara ot Aumutsp Cupaenios (®ur. 8). [Ipn
CpaBHEHMETO Ha ABeTe PUCYHKH, ce BIKAa, ye ViBan AuMuTpos He e
pasOpaa IpMHLIMIINTE Ha AMHeliHaTa nepcriekTBa. OT cBOsI cTpaHa,

18 Genova 2015: 305-306.
19 Enev 2002: 206.
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Cupemios e Konupaa nuiiemure esanreauctu Voaun u Mapko ot
pucynkute Ha Toma Bumanos®. B tedprepa na Moaepa ca 3arasenn
pucynkure ¢ arocroante Mapko, Mareit n /lyka*'. Korusita Ha aBa-
MaTa 30rpadu IIOKa3BarT, 4e e MMaJl0 PUCYHKa C YeTBLPTI €BaHTeAUCT
Moan Borocaos ot Bumranos, kosTo e narybena 5B Bpemerto. Moaepa
IIBK € IIpepucyBaa rpasiopuTte Ha Apepkuit Kasaukusckn ot Kuescko
€BaHreAne, oTrevyaTraHo npe3 1733 r.*

Apyru pucynku Ha 3orpada Vsan dumurpos ot Kouepunoso ce
CBBbpP3BaT C TBOPYECTBOTO Ha aKaJdeMMYHIs Xya0KHUK CraHucaas
Aocnescku. Tosa ca aBe pucyHku Ha cB. boropoaniia ¢ Maageneria
(a. 22, 20) (Pur. 9), Xpucroc Bceappxutea, A0M05CHO M300pakeHMe
Ha Maakus Vucyc (a. 770), paspabOTeHO AeTallaHO U1 MHOTO yMeAO C
Moaus. CIpsIMO IOA0KEeHNeTO UM CpeJ, AaTUpaHuTe PUCYHKU MO-
raT 4a ce gatupat ot 1873 r. Tpute oOpasa Ha MaageHela ciogeAsT
crienupUUHNTE YePTU Ha AULETO C MAaAKMs XPUCTOC OT MKOHNUTe Ha
JocrieBcky1, Bb3IIPUETH ChIIO OT HETOBUTe Opats U yYeHUI[UTe MY OT
[Tazapaxux (Pwur. 10).

Komnosunusara Ha 4. 20 npeacrass Cs. boropoaniia Hermopouno 3a-
gaTtne. boxxusTa Maiika e nsoOpaseHa 40 1osic u cegHasa. OT AscHO
Ha AsBO Ce CITycKaT 00aaly, cpes KOUTO A€TAT ABe aHreA4eTa, KOU-
TO eABa Andat. B JoaHus Kpait e AyHHUAT CbpIl, OObpHAT Harope ¢
pppxoseTe. C AsBaTa cu pbKa boropoguna npuabpxa Maagenena,
a B AsCHaTa pbKa AbPKM paslybdpHaa CTPBK Anaus. JsamaTa HOCIT
KOPOHH, a BMeCTO TUIIMYHIS Opeo0 3a4 HeliHaTa I1aBa MMa Ab4MCTO
cusanne. Kato 6A13bK rapasea Ha pUCyHKaTa MOXKe Ja ce II0COYN
nkoHara Ha Ctanucaas JocIieBcky 3a MKOHOCTaca Ha Itapakauca ,,Cs.
baarosemienne” s IIpeobpaskeHckns MaHacTup, AaTupaiiia OT 1864 .4

Or crenonucure B 1rbpksara ,,Poxxaecrso boropoanuno” B poanoro
MsCTO Ha 3orpada e my0AmnKysaH caMo o0pa3bT Ha ¢B. ['eopri Hosu
SIHMHCKM, KaTo B aHOTaLMsATa aBTOPCTBOTO Ha VBan AuMUTPOB e OT-

20 Y Genova 2015: 305 e crpernena naenTudukansta Ha esanreanct Voan cbe cs. Ayka.

21 3a tedrepa Ha Toma Bumranos: Vasiliev 1965: 498-503; Vasiliev 1969: 65-77; Svintila 1972; Hris-
tova, Dzhurova, Velinova 2000: 144-149; Genova 2015: 302-304.

22 Genova 2009: 6; Vasiliev 1969: na. 13-15.
23 3aTasyu TeMa B ObATapcKOTO U3KYCTBO: Genova 2014.

24 VIkonure ot napakauca ce cpxpansasat B PVIM — Beanko Tnpnoso. boropoanynara nkona e
nybaukysaHa y Genova 2014: 345.



®@ur. 9. Cs. boropoauma c
Muaagenerra,

pucyHka Ha Visan AuMutpos, 1873 1.
Cuanmka IEOEM

®@ur. 10. Cs. boropoauiia c
Maageneria,

MKOHa OT IybpkBata ,,CB. ITapackesa”,
c. Meaxkogerr,

asrop Cranucaas Jocresckn, 1868 T.
Cuammka V. Teprosa
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Oe/s13aHO ¢ BBIIpOCUTeAeH 3HaK>. [oAMHaTa OT KTUTOPCKILS HAATIIIC €
1892, TOpaAu KOETO He MOXKe Aa My ce ITpunuinar creHormcure. Cpeg
IIapCcKITe MKOHU B XpaMa oDade Ta3u Ha cB. boropoaniia c Maagenerna
€ MAeHTUYHA KaTO KOMIO3UII C pUCYHKaTa Ha 4. 20 OT pasraexja-
Hus Tegrep. ToBa 4aBa OCHOBaHIe Aa IIpUeMeM, Ye TOII e aBTOp U Ha
nKoHarta*. VIKoHUTe Ha [JapCcKus peg Aatupat ot 1878 I. u OT chInara
pbKa ca HapuCyBaHU OIlje HAKOAKO VIKOHI.

Ha Tosu eran ot mpoyusanero Ha Tedrepa Ha ViBan AuMutpos ot
c. KouepnnoBo MoraTt ga ce HampassT HAKOAKO n3poda. OcseH, de ce
oOyuasa ripu Vsan Tepaues, Toit 00111yBa 11 ¢ ApyTuTe OaHCKM 30Tpadpu
Cumeon Moaepos, Muxaako I'oaes, Aumutsp Cupaemios. Beposit-
HO e 3aKymnua Teprepa mpes 1869 I., 3a Aa HaIIpaBy CBOSI , pUICyBaHa”
epPMMHILS, C Is11aTa YyCAOBHOCT Ha IOHATIETO. AKO ce MMaT IpeABu
MHOTI'OTO IIPa3HM AMICTOBE U IIPEKbCBAHETO OT TPY TOAVMHM, U3TAEXKAa,
He e ycrsia. HermocaeaosaTeaHaTa BbB BpeMeTo paboTa Haco4Ba KbM
3aKAIOUeHIeTO, Uye He ce e padBal Ha MHOIO NOPBYKM, KaTo e O1a
II0-aKTVMBEH KaTo 30Trpad mpe3 oTOeAs3aHNUTe 110 PUCYHKUTE TOAVHIA.
KuponmcHoTO My TBOpYecTBO oDaue TelrbpBa TpsI0Ba 4a ce yCTaHO-
BsiBa U M3CAe/Ba.

25 Gergova 2013: 224, 465, ua. 2. baaroaaps Ha ua.-kop. mpod. Vsanka I'eprosa 3a cHuMKuTe OT
IbpKBaTa.

26 EAI/IHCTBEHaTa pa3anka Ha BOI‘OpOAI/I‘{HaTa MKOHa C prCyHKaTa € AYHHMAT CbpIl, 3aMEHEH OT
KTUTOPCKIMS HAaAIINC.
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Notebook with Drawings of the Icon Painter
Ivan Dimitrov from Kocherinovo

Simeon Tonchev

E:,r A ‘{ @)\ T)

This article studies a notebook of drawings from the second half of the
19 century kept at the National Ethnographic Museum. The notebook be-
longed to the icon painter Ivan Dimitrov of Kocherinovo and represents
the only confirmed work of the artist which has remained unstudied un-
til now. It includes drawings of Christ Pantocrator, Virgin Mary, apostles,
saints, warriors and prelates, and compositions of the Great Feasts, among
others. According to the indicated dates the drawings were created during
the periods of 1869/70 and 1873/74.

The models used for the drawings and their close parallels in the work of
the icon painters from Bansko and Samokov have been identified. Ivan Di-
mitrov copied icons at the Church of St. Trinity in Bansko; he even indicat-
ed the colors of the separate elements in the compositions. Likewise, at an
earlier time, Mihalko Golev drew icons displayed in the church in his note-
books. Two of Dimitrov’s drawings follow the pattern of works of Dimitar
Sirleshtov.

Other drawings from the notebook of the icon painter show connections
to the work of the academic painter Stanislav Dospevski. The composition
on sheet 20 depicts the Immaculate Conception of Virgin Mary. It resem-
bles closely an icon by Stanislav Dospevski from 1864. The icon of the Vir-
gin Mary from the iconostasis of the Church of the Birth of Virgin Mary
in Kocherinovo is identical in composition with this drawing, providing
grounds to assume that Ivan Dimitrov is the author of this and several more
icons painted in 1878. These works provide a starting point for the identifi-
cation of his paintings and future studies.



JleBeT BeKa M3KyCTBO B Or1e4aA0ToO Ha
eAHa AnTUIiHA MKOHa OoT HeceOnp
Nine Centuries Art in the Mirror

of a Processional Icon from Nessebar

Paruua Pycesa*
MHcmumym 3a uscaedeae Ha usKycmeama
bovazapeka akademus na nayxume

Abstract: The publication traces the metamorphoses that the two-sided icon Christ Pan-
tocrator — Crucifixion of Christ underwent between the end of the 11" century and the 19"
century, as a reflection of the historical events in Nessebar. The first painting of the image of
Christ Pantocrator is specifically related to the donation activity of Alexius I Komnenos in
Nessebar, to which directs the imperial symbolism of some unique iconographic elements. In
the 1340s — 1350s of the 14™ century silver gilded revetment was placed on the nimbus and
on the garments of Christ, whose specifics bind him to the cultural activity of Tsar Ivan Al-
exander in Nessebar. At the same time the scene Crucifixion of Christ is painted on the other
side and thus the icon became a processional one. At the end of the 16" — beginning of the
17" century the face of Christ was re-painted by a painter associated with the Cretan School
and a gilded Gospel was placed by a donor with the name Manuel. In the 18" century the face
of Christ was again re-painted, the semi-figures of two angels at the top were also depicted.
In the 19" century two silver plates were placed on the background, the silver haloes of the

angels were added.

1 Ralitsa Svetlinova Rousseva is an Associate professor at the Department of Medieval and National
Revival Art in the Institute of Art Studies (Bulgarian Academy of Sciences) and Chief of Department Mu-
seum of Christian Art in the Crypt of St. Alexander Nevsky Cathedral (National Gallery). She has over 50
publications on the problematics of Byzantine and Post-Byzantine art. She is a curator of many exhibitions
in Bulgaria and abroad: Brussels, Moscow, New York. Email: rrousseva@abv.bg
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Keywords: Nessebar, iconography, bilateral icons, Alexios I Komnenos, Constantinople,

Palaiologan art, Tsar Ivan Alexander, icon revetments, imperial heraldry, Cretan school

AbcrpaxT: Hacrosiimara my6nukanus npociesiBa MHOKECTBOTO MeTaMop(o3H, KOUTO TIpe-
THpIsABa JBycTpaHHaTa nkoHa Xpucroc [lanTokparop — Pasznsarue XpucToBo Mexxay Kpas Ha
XI B. n XIX B., KaTo oTpaxkeHHE Ha ucTopudyeckute cbouTs B HeceOnp. [I6pBoTO M3nMcBane
Ha oOpasa Ha Xpuctoc [TaHTOKpaToOp € CBHP3aHO KOHKPETHO C JapHTeIcKaTa ACHHOCT Ha
Anexcuit | KomanH B HeceObp, KbM KOETO HacOYBa UMIIEPCKATa CUMBOJIMKA Ha HAKOM YHH-
KaJIHU HKoHOTrpadcku eneMenTH. [Ipe3 40-te — 50-te roquan Ha XIV B. € mocTaBeH cpedbpeH
00KOB BBpPXY HUMOA 1 OJIEXKINTE HA XPUCTOC, YUUTO CIIEHU(UKH TO 0OBBP3BAT C aKTHBHATA
KyITypHa aeiiHocT Ha nap MBan Anexcauabp B HeceOnp. Io cbiioro Bpeme BbpXy apyrara
CTpaHa € u3MKcaHa creHara PasnsaTue XpucToBO 1 Taka TS CTaBa JIUTHITHA MKoHA. KbM Kpast
Ha XVI — Havanoro Ha XVII B. nukbT Ha XpuCTOC € MpeusnucaH oT 30rpad, CBbp3aH ¢
Kpurckara mkona u e nocraBeHo nosnareno Epanrenue ot qapuren ¢ umero Manyui. [Ipes
XVIII B. nukbT Ha XPUCTOC € H3IMICAaH OTHOBO, M300pa3eHH ca U MoMy(UrypuTe Ha [Ba aHTe-
1a B ropHara yact. [Ipe3 XIX B. ca mocraBeHu e cpeObPHH ILIACTUHY Ha (JOHA U CpeObpHU

00KOBKH Ha HUMOOBETE Ha aHTEJINTE.

Kaw4doBu aymu: HeceObp, nkonorpadus, asycrpantu nkonu, Anekcuid | Komaun, Kon-
crantiHONON, [laneonoroso uskycrTBo, nap Visan Anexkcanabp, 0OKOBH Ha HKOHH, HMITEpCKa

xepanjuka, Kpurcka mkona

Cpega Hall-paHHNTe MKOHM, CbXpaHeH! B bparapus pbo01iie, e 1300pa-
>keHMeTo Ha Xpucroc IlaHToKkpaTop OT gBycTpaHHaTa MKOHa XpUCTOC
[Tantokparop - Pasmarue Xpucroso (HeceOwp, i1bpksa ,Cs. Credpan”;
ABPBO, I11aTHO, TeMIIepa; cpeOpo, 1o3aaTa; 143,8x99,7 cM; AVIM, No
2437). Criope nunBeHTapHaTa KHura Ha Hapoanms myseit u sanazenn
apxusHM ¢goTtorpadun nkoHata e 6uaa B Hosara mutponoans ,,Cs.
Credan” He 3HaeM 3a Ko ITbpKBa e 6114a Cb3gajeHa, HO MOXKe Aa ce
IIpeAII0A0KM, 9e Ta3y MOHYMeHTaHa MKOHa e O1/a mpejHa3HayeHa
3a Crapara mutponoaus ,Cs. Copua” B Heceonp. Ilocsemennero
1 Ha boxxnsaTa mpeMbApOCT AMPEKTHO IIperipaiia KbM BPB3KU ChC
croantiata Koncrantunomnoa.

Opurnnaanuar odpas Ha Xpucroc I[lantokpaTtop ot kpas Ha XI B.,
Havaaoto Ha XII B. ce paskpu caes AbATOTOANIIIHA U CAOXKHA pecTas-
panus. bsaxa pazcaoeHn 1 110A0KeHU BbPXy HOBa OCHOBa ITO-KbCHITE

2 Grabar 1975: 57-58; Vanev 2013: 73-79.



JKMBOINCHU cA0eBe. PaskpuBaHeTo Ha OpUIMHaAHaTa XMBOIINC IIpe-
BbpHa Ta3! MKOHa B Hail-paHHOTO Ipoussejenue Ha KomHunnosara
MKOHONNC B bharapust u eaHO OT Hall-IpeACTaBUTEAHNTE 3a eroxaTa
B I1eAMsl BU3AHTUIICKU CBAT. VIkoHaTa e myOAMKyBaHa 3a I'bPBU BT
ot K. Musite mpeau pecraspaljusTa ¢ yepHo-0s14a gpororpadpust u
6e3 komenTap (Pur. 1)3. Caea pascaosBaHeTO Ha KMBOIIVMCHA CAOEBe
U pa3KpMBaHETO Ha IbPBOHAaYaAHIs 00pa3 mbpBaTa MyDAMKALINS C
11oApoOeH aHaAM3 U JaTUpaHe Ha OTAeAHNUTe eTallll Ha U3IICBaHe e
Ha [. I'epos*.

Bbpxy 3aaten ¢poH e nzodbpasen Xpucroc ITanrokparop, a ot gBeTe My
CTpaHV B MOAUTBEHM TI031 ca cB. boropoauiia u cs. Vloan Kpbeturea,
B MMHMATIOpeH pasMmep. [1o To3n HaumH MKOHAaTa MAIOCTpUpa ClieHaTa
Aevicuc u uspassasa ugesara 3a CTpamHus cbg. XpUCToc e IpeacTaBeH
AOIIOsICHO, PPOHTAAHO, C AsICHATa p'bKa 01arocaassl, a B AdBaTa AbP>XKI
pasTsBopeHO EBaHreane c uepBeHM CTpaHMIIM, BbPXY KOUTO CbC 3AaT-
HI OykBU e nanmcaH nepuxon ot VMoan 8:12: [EI'QQ] EIMAI TO ©QX
TOY K[O]ZM[OY O] AK[OAOJY®[QN] MOL... (A3 cbM cBeTAMHAaTa
Ha cBeTa; KOITO Me mocaeABa, TOI He IIle XOAU B MpakKa, a Ile 1Ma
cBeTAMHATA Ha Kusota) (Pwur. 2).

N300pa3sBaneTo BbpXy MKOHA HA PAa3TBOPEH MypIypeH (YepBeH) KOAEKC ce
cpela camo ole Bbpxy MkoHa Ha Xpuctoc Ilantokparop (XIII B.) oT maHa-
crupa,,Cs. Exarepuna® na Cunaif’. IlypnypHuTe Koiekcu ca ce n3padoTBaiu B
UMIIEPaTOpCKusl CKpUnTOpHii B KOHCTaHTHHOMOIN 1 IHEC ca 3alla3eHU €AUHULM.
Te ca mpuHaATeXKaIu HA BIAACTENHN U ca KOHKPETEH U3pa3 Ha UMIIepcKaTa
Briact, win 1o gymute Ha K. Bykbp Te ca Imago Regis®. M300pa3sBaneTo Ha
yepBeHO EBaHrenue Tyk cbC CUIYpPHOCT HacOYBa KaKTO KbM KOHCTAHTHHO-
TMIOJICKMA TTPOU3X0J] Ha HKOHATa, Taka ¥ KbM HEIHUS MOPBUYUTEIN, KOWUTO MOXKeE
Jla € caMo MPENICTaBUTEN Ha UMIIepaTopckaTa (haMuIus HIM CaMusl UMIIepa-
top. B ,,ITepi 1 Baciieiov TaEewc (De ceremoniis aulae Byzantinae, 963
r.) Ha Korcrantun VII [opduporener e omiucano kak UMIIEpaTopbT MogapsBa
MypIIypeH KoAeKe (Topeupodv teTpddiov) Ha KOHCYI'.

3 Mijatev 1966: ill. 99.
4 Gerov 2011a: 13-20; Gerov 2011b: 60-65; Rousseva 2016: 22-29.
5 Gerov 2011a: 13-20.

6 Booker 1997: vol. 8, 441-477; Dzurova 2011: Vol. 1: 23-41; Vol. 2: 24-55; Hixson 2019; Lafleur 2018:
57; Dagron 2012: t. 2, 445-486.

7 Constantine VII Porphyrogenitus 1829: Vol. 1, 256.
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®ur. 1. Xpucroc
ITanToxpaTop,
MKOHaTa IIpeAu
pecTaspanusTa

Ogexaute, ¢ KOUTO e n3oOpaszeH XpUCTOC, CBILO Ce CpelaT PsAAKO B
UKOHOIINCTA — TOM € B 34aTUCT XUTOH (OXPOB, ChC 31aTHa IIpadupos-
Ka) ¥ TOMHOCUH XMMaTUI1. XpUCTOC ChC 34aT€H XUTOH Ce ITPeACTaBs B
HSIKOM BU3aHTUIICKI MO3alikul (Harrpumep B , Xocuoc /lykac”), koeto e
IIpejoIipejeaeHo obade OCHOBHO OT crieni@uKaTa Ha MaTepuasa, He
TOAKOBa OT CMMBOANKATa, KaKTo e B To31 caydail. CbC 34aTeH XUTOH
Xpucroc e mpeAcTaBeH U BbPXYy MKOHa OT Kuirsp (OK. 1190), KakTo u
BbpXY CIIOMeHaTaTa CHaliCKa MKOHa.

KpbersT BEpXYy HUMOA € yKpaceH ¢ OpHaMeHTH, MIMUTHPAIIN [1epAn
u ckbriorjeHHn KaMmbHU. IIpu ITaseoaorosure ukonn or HeceObp ce
3abeas13Ba eqHa crennprUyHa A0KaaHa TeHAGHIIMS Aa ce yKpacsBaT
opeoauTe ¢ pa3ANMYHU AeKOPaTUBHI MOTHBH. 3a pa3AuKa OT IO-KbC-
HIITe IIPUMeEPH, B pasdraexkJaHaTa MIKOHA Ta3! AeKOpallisl IMa ChbBCeM



®@ur. 2. Xpucroc
ITanTokpaTop, Kp.
Ha XI —Hau. Ha XII
B., UKOHATa caeJ,
pa3caosiBaHeTO

KOHKpeTHa cumBoauka. Ilypnyproto Epanreane, saatucrure ogesxxau
11 OpHaMeHTHUTe BbPXYy Opeoa ca CMMBO/ Ha IjapcKaTa MAe0A0TIs U
ce 0OBBP3BAT ChC CeMaHTUKaTa Ha oOpasa Ha Xpucroc Llap.

O0pasbT Ha XpUCTOC € MOHYMEeHTaAeH, CTPOT, HallOMH:I 32 0Dpas3uTe
Ha Xpucroc IlanTokparop B Kynoaa Ha wbpksute ot XI-XII B. Buco-
KOTO MalICTOPCTBO, C KOETO e TpeTupaH AUKLT Ha Xpucroc, 0aaro-
caaBsIlaTa pbKa, TbHKUTE ChC 34aTeH acUCT Ha XUTOHA HacouBaT KbM
sorpadu, cebp3anu ¢ Koncrantunonoa. Ho nait-curypumsar Geaer sa
Bpb3KaTa C KOHCTaHTMHOIIOACKIS MUMIIEPATOPCKI ABOP € M300passiBa-
HeTo Ha Epanreane c yeppenu cTpaHuuy u 3aaTHu Oyksu. Beposrno
pasraexxganara ukona u ta3y or Cunait umaT o011 IbpBOOOpas: Hl-
KOe TIOYMTaHO U M3BeCTHO n3obpaskeHne Ha Xpucroc ITanTokparop
(Mo3arika, creHonuc uan nkoHa) o Koncrantunonoa. Herosara 3Ha-
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YUIMOCT OYEeBIAHO € Onzia TOAKOBa roasma, 49e ce C¢b3daBaT perrAnKmn
IIpes3 pa3AndHy €I1oXm " B pa3AN4dHN OEHTPOBE.

[IbpBUAT eTall Ha U3MMCBaHe HAa MKOHaTa OTpa3siBa CbBpeMeHHUTe
KOHCTaHTMHOIIOACKM TeHAEHIIUM B ITbPKOBHAaTa KMBOIINC I pa3KpuBa
AVIpeKTHa Bpb3Ka C UMIlepaTopcKus ABop. MoAnBAOByAUTe, HaMepe-
HI IIPY apXe0A0TMYeCcKy IPOy4YBaHILs, CBIAeTeACTBaT 3a OTAeASHeTO
Ha MeceMBpus B caMOCTOATeA€H KaTellaHaT KbM 60-Te — 70-Te TOAN-
uu Ha XI B.* baarogapenne Ha gapeHnusTa Ha nMIHepaTop Aaekcnii |
Komnmn (1081-1118) HeceObp ce Bb3anra 1 ca HOCTpOEHNU U Bb3CTa-
HOBEHU peAuIia ITbpKBU. PasraexxgaHoTo nso0pakeHne Ha Xpucroc
ITa"HTOKpaTOP € MHOTO BEPOSTHO Aa € IopbUKa I AapeHre AMYHO Ha
Azexcuit I KomHuH 3a HAKO:A OT Te3au bpkBu. B Hawasoro Ha XII B.
MecemBpuiickaTta aBpToKedaaHa apXMeIMCKOIIMCKOINS e U3AUTHaTa
B paHr MuTponoausd. OT CbIIus Iepuod A0 HaC € AOCTUTHAAO VIMETO
Ha MecemBpuiickusa Mutponoant /lyka, KomnTo e cebp3saH ¢ Koncran-
TUHOIIOA U MMIlepaTtopckus Asop. Ha Tasu sabpaBeHa AMIHOCT 00-
pbllla BHMMaHMe B cBos1 ITyOaukanms B. Kapasbaues’. Herosoro nme
ce cIlOMeHaBa B PBKOIINC, KOITO chAbp>ka Tumnmka Ha MaHacTupa B
okoanocrute Ha Koncrantunornoa ,,Cs. VMoau IIpeareua ®osepoc” ™,
3anaseH B KoaekmusTa Ha A. [lanagomnyaoc-Kepamesc. Tunuksr e
cbcraseH mpes XII B. oT urymMeHa Ha MaHacTHpa VoaH, KoitTo e AYXOBHO
4ye 0 Ha /lyka 11 BepOsTHO IIpyieMa OT HeTO pbKOBOACTBOTO Ha MaHaCTU-
pa caea cmbprTa My. He ca cbBceM sicHU ToguHNTe, Tpe3 KouTo /yka
e 614 MeceMBpUIICKM MUTPOIIOANUT, HO ITIpe3 1113 I. VoaH ro cpelia
B MaHacTupa seue kato urymen. Criopes Tunuka na manacrupa ,,Cs.
Voau dopepoc”, He MOXe Aa CTaHe UTYMEeH HAKOI, KOMTO He e IpueAa
MOHAIIIeCTBOTO B ChIIMs MaHacTup. Toect MeceMBpuUItCKIAT MUTPOIIO-
ant /lyka oueBrAHO e 0111 B KOHCTaHTMHOIIOACKIST MaHACTIP, IpeAu
Aa CTaHe apXuepeii 1 4a oraasy MecemBpurickaTa KaTeapa. To3u ¢paxr
HII pa3KpyBa ollle e/Ha KOHKpeTHa Bpb3Ka MexxAy KoHcrantnnonoa u
Hece6p npes XI-XII 5. MHOTO € Bb3MOKHO KOHaTa 4a e Ch3JajeHa I
AapeHa 110 BpeMeTo, KoraTo /lyka e 614 MmuTporoant Ha MeceMspus.

Hpe3 XIV B. uxoHaTa HpeTbpIIBa ITbpBUTE C MeTaMOpCl)OSI/I, KONTO
IJe ce oIlnTaMe ga CUTyrpaMe B KOHTEKCTA Ha ICTOPpMMIECKUTE CHOUTIASL.

8 Yordanov 2020: 722-724.
9 Karavalchev 2021: 85-92.
10 Jordan 2000: 72; Anderson, Parenti 2016: 288-289; Papadopoulos-Kerameus 1888: 142.

11 PpromucsT Aec ce Hamupa B Pyckara HarpyoHaaHa 6ubanorekara 8 Caukr IetepGypr. Pap-
adopoulos-Kerameus 1913: 1-88.



Axkaga. Bacna I'ozeaes oOpbIlja BHMMaHMe Ha IIpocTaTa CTaTUCTKa
3a repmoga 1304-1403 I.: HeceObp e 614 BbB BaajgeHue Ha Obarapu-
Te 61 roguHy, Ha Busantns — 29 roauHn, Ha TypuuTe — 8 TOAVHU U
roaosuHa, Ha rpad Ameaeir Casoiicku — 6 Mecelia. Baagennero Ha
ObArapuTe IOKpMBa ABa IepUOAa, OT 25 U 36 roaguHn™. Ilpes To3n
nepuo/ HeceObp ce nmpespblila B IbpBOCTEIIEHEH ITLPKOBEH U BO-
eHHOaAMIHICTpaTUBeH LIeHThp B UepHOMOpCcKaTa obaact. B rpaga
SKUBEAT IpeACTaBUTeAN Ha HAKOAKO apUCTOKpaTudyHu paMmUAnn,
KOUTO Ca CBbp3aHM C BAageTeACKM AuHacTum B bbarapus n BuzanTus:
Acenesny, [Taaeoaosn, Komunnny, [lnmmanosiy, CrHaagnamu u g4p."
Caeg mobeaata Ha nap VBaH AaekcaHABP Haj BU3AHTUIICKUTE BOTICKI
B OuTKaTa mpu Pycokacrpo (17 1041 1331 1.) HeceObp 1 apyru rpagose
Ha IOT OT HeTo ca OTBOIOBAaHM U BKAIOUeHN B TeputopusATa Ha bparapus,
a HeceObpckara 1'bpKBa OTHOBO € 4acT OT Auolle3a Ha TbpHOBCKaTa
naTpuapIms 40 1366 r. l'oaemuar 6barapcku ucuxact cs. Teoaocnii
TvpHOBCKM, 3ae4HO Cbe cBOSI ydeHUK cB. Pomna bannckn, mpean aa ce
OTTEerAM OKOHYaTeAHO B MaHACTUP, CHIIO IIpeKapBa M3BECTHO BpeMe
B HeceObp 1 0amskute odburean™.

ITpes XIV B. BeposATHO MKOHAaTa e 0114a B AOIIO ChCTOSIHNE U Ce e Ha-
A0XIA0 HEeMMHOTO OOHOBsBaHe. T e IocTaBeHa B HOBa AbpBeHa paM-
Ka, KOBYeT 1 ca IPeusICcaHn 9acTu OT AsdcHaTa U1 cTpaHa. Iloctasen
e cpeObpeH OOKOB C IT031aTa BbpXY HUMOa 1 0AexKauTe Ha XPpUCTOC
(®mwr. 3). Bbpxy ¢poHa ca Ouau MOHTUPaHM ABa KPBIAM MeAaabOHa C
MHUIMaauTe Ha XpUCTOC, ABa I10-MaAKM C MHMAIMaAuTe Ha cB. boro-
poaunia (e AMHMAT AHeC AMUIICBA) U ABa IIPpaBOBIbAHM C MHUIIMAANTE
Ha cB. VMoan Kpberurea (eannmsar anec anncsa)’s. O0gapsibaHeTo Ha
MKOHU ChC CKBIIOLIEHHI OOKOBM CTaBa 0CODOeHO m3siseHo Iipes [laze-
oaorosus nepuog. OcHoBHUTe ILleHTpose Ha baakanure, B kouro ce
Cb3/4aBaAM Te3M CKbIIOleHHN 00KoBM, ca Koncrantunonoa n CoayH.
Cniopega K. Aosepay-Llurapuaa, coaynckure areamera ca 00cay>KBa-
au CpeTa ropa, CbIII0 U II0-MaAKM, HO 3Ha4MMM rpagose kato Oxpug,
Kocryp, bep, Cap n ap.”® TpaannyoHHa IpakTuka e BbpXy II0-CTapa
MKOHa Ja ce CAOXKM HOB OOKOB, HO CBIIIeCTBYBa 11 OOpaTHaTa IIpaKTu-
Ka: 4a ce M3M0A3BaT YacTu OT IIO-CTapy OOKOBU OT APYTY UKOHU U Aa

12 Gjuzelev 1999: 152-153.

13 Gjuzelev 1999: 154.

14 Zlatarski 1904: 17.

15 Grabar 1975: 57.

16 Loverdou-Tsigarida 2003: 242; Loverdou-Tsigarida 2005: 263.
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Ce IIOCTaBAT BbPXYy ITO-KbCHU VMKOHI. C"bLT_IO TaKa B MHOTO ITpMMeEpN
0OKOBUTE Ha MKOHU Ca n3rpa’xXAaHu BbB BpEMETO OT €1€MEHT, Cb3Ja-
A€HI IIpe3 pa3AMIHI €IIOXI. ‘ZlapI/ITe/lI/ITe Ha CKBbIIOLIEHHIITE OOKOBU
9eCTO OCTaBsIT IME€HaTa CU BbPXY TAX U T€ Ca CBbP3aHN C Hall-BUCHINTE
Kpbrose Ha BAaA€TeACKNA ABOP NAN LTbPKOBHM KAUP.

HumObT e cpebbpeH, ¢ nAbTHa II034aTa, yKPaceH e C pa3ANdHI 10 BUA
peaedHN ChpLeBUAHI OpHaMeHTH. BbpXy BCAKo OT TpuTe pameHa
Ha KpbCTa Ha HUMOa ca 1300pa3eHy YeTUpU Chplia, YUUTO BbPXOBe ce
cpOupar u Taka opOpMAT Helllo KaTo YeTUPUANCTHA AeTeANHa UAU
KpbeT. ODaaTa 4acT Ha ChpliaTa ce 3aBMBa KaTo CIpada HaBbTpe I
3apbpIIBa C dacTapu. To3u opHaMeHT He ce OTKpUBa Cpes CpesHo-
BEKOBHITe OOKOBM Ha MIKOHM, HO € 3I1043BaH B KaMeHHNTe peaedu
Ha OATapHU Iperpaju OT ChIINs IIePU0oJ, HaIIpuMep B IbpKBaTa Ha
Manacrupa ,,Cs. VNoau Baaaumup” ao Eabacan.

OcranaaaTa yact oT HMMOa e yKpaceHa CbC ChpIia, CBbp3aHM 10 Bep-
THKaJlaTa OT BUeIM Ce AMHIM, BCsIKa OT KOUTO 3aBbpIIBa KaToO CIIN-
paaa c pasirbdpraan Aactapu (Pur. 4). BB BCIKO Chplie e BIINICAHO
HaoOpaTHO 110 e4HO I0-MaAKo chplie ¢ opHaMmeHTu. ChpliaTa He ca
C e4HaKbB pa3Mep, OpHaMeHTHUTe OTCTpaH! CBIIO ce pa3AnyaBaT, Ha
MecTa I OTCTpaHM MMa Chplia, B HAKOM OT MaAKIUTe ChbpIia IMa AUAN,
B APYTU — TOUKM 1A Aucta. ToBa 1okassa, ye He e U3I104A3BaH MOJea
nau Matpunia. Peaepnara gexoparys Ha HuMOa e yHIKaAHa, Thil KaTo
U ABaTa BUJa ChpLIeBUAHM OpHAMeHTH HsAMaT Iapadea cpeJ U3BecT-
HITe CpeJHOBEKOBHI OOKOBU Ha MKOHM'. Ppri3oBe OT ChpLIeBUAHN
OpHaMeHTH U AeTeAlHa OT YeTHPH ChpIia ce CpelljaT B CTeHOIICHAaTa
Aexopanms Ha peantia bpksu ot XII-XIV B., HO 1 Tam He MOXe Ja ce
OTKpJe TOUHO ChbOTBeTCTBIE. Bh3aMOXKHO e Ja e chIllecTByBada 10400Ha
CTEHOIINCHA JeKOopalis B HAKOS OT IibpkBute B HeceObp, kosATO aa e
3alIMCTBaHa OT MalicTOpa Ha HMMOa, BAOKIA MHOTO BboOpaskeHue 1
TeXHMYeCcKy yMeHs Ipu u3padboTsaHeTo My. P. YerepxayT riocseriasa
u3cae/BaHe Ha apXUTeKTypHaTa geKopalus Ha ¢acagute CbC Chplia
MeXAY apKITe Ha ITPO30pIuTe B KOHCTAHTMHOIIOACKIUTE ITbPKBH, KaTO
AaBa 3a IpuMep 1 HeceObpcKaTa 1TbpKsa ,Cs. Voan Aantypreroc”,
KBAETO B ChplieTo ca brmcanu Anann®. Tosu ¢gaxT, KakTo U HAKOAKO

17 Opnamenrure b8 popMa Ha Chplie CIIOpeJ U3cAeA0BaTeAuTe ca BCBIIHOCT BbB (popMara Ha
AVICTO, Hall-4eCTO OTBKAECTBABAHO C AVICTO OT OPBIIIASIH.

18 Moss 2016: 166-167.
19 Ousterhout 1986: 35-43.



®@ur. 3. Xpucroc [Tanrokparop, o6kos XIV B.; ®@ur. 4. Jetaiia ot cpedObpeH
SKUBOIINC Kp. Ha XVI — Hau. Ha XVII B. 00OxoB Ha HuMOa Ha Xpucroc
ITanTokpaTop, XIV B.

CTEHOIMCHIU IIpUMepa OT KTUTOPCKM KOMeMOPaTUBHU M300paskeHNsI
ot XIV B. TO KapaT 4a I10CTaBM BBIIPOCa 4aAl ChpIIeTO e caMo yKpaca
U AaAU HsAMa BCBIIHOCT XepaaAndecka oOBbp3aHocT. Criopes HeTo e
MHOTO BB3MO>KHO TOBa Aa e 0140 xepaaandeckn 3Hak Ha KoMmHMHO-
BaTa AMHaCTIU:I, KOMTO e O1a mpuet caeg Tosa ot [laseoaosure. Tyk
111e IIOCOYMM APYTH IIpUMepH OT U3BECTHU BAaAeTeACKN IIOpTpeTpeTH,
B KOUTO OpHaMeHTH BbB (popMaTa Ha Chplia yKpacsBaT O4eXXANUTe Ha
BU3AHTUIICKM UMIIepaTopu 1 caHoBHMIIN. Hall-oueBMAHMAT IpuMep
e oT MyHMaTIopa ¢ noptpet Ha Huxndop Il Borannar n vetnpnuma
cagosHuny (Paris, Bibliotheque nationale de France, MS Coislin 79,
1078-1081, fol. 2r). Tam gaaMaTuKaTa 1 MaHTUATa Ha UMIlepaTopa
ca IIABTHO yKpaceH!U ChC Chplla, KaKTO I MAHTUUTE Ha CAHOBHUITUTE.
3aarHaTa KopoHa Ha Koncrantun IX MonoMax, gaaMaTuKuTe Ha MIIe-
paTopa, Ha Teoagopa 1 Ha 304 CBIIIO Ca yKpaceH! Che Chplia. B moprper
Ha Aaekcnit I Komunn (Cod. Vat. Gr. 666) goaHaTa yacT Ha daaMa-
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TUKaTa e opbOeHa ¢ IMMPUT, YK-
paceH CbC ChbpPLIEBUAECH OPHAMEHT.
Cpea MHOXeCTBOTO IpUMepHU 3a
nsobpassBaHe Ha Chbplia U Cbp-
LIeBUAHM OpHaMeHT!U BbPXY BAa-
ACTEACKU OAeXAM Hall-0AMU3BK
Iapazea OTKpuBaMe B OJeXKANUTe
Ha nmneparpuna Vipuna sppxy
Mo3aiikaTa oT ybpksara ,Cs. Co-
¢ua” 8 Koncrantnnonoa (1118)
(®wr. 5). B cayyas c HamaTa MKo-
Ha XuIIOTe3aTa 3a XepaaandecKa-
Ta CMMBOAMKA, BAOJKEHa B OpHa-
MeHTa BbpXy HUMOa, 3By41 MHOTO
IIpUMaMAMBO, UMaKN IIpeABUA
II'bpBOHavYaAHaTa I OOBbpP3aHOCT
C UMITepaTOPCKIU ABOP.

TToaaranero Ha CKbIIOIIeHEeH O0O-
KOB CaMO BBPXYy OAeXXANTe Ha U3-
oOpaseHns IepCcOHaX HsiMa I1apa-
e/ cpeJ, 3arla3eHNTe aMeTHUIIN.
ABa ca ocHOBHUTe Tua 0OKOBU

Dur. 5. deraiia OT ogexxaaTa Ha

nmneparpuna Vpnna (1118), 1. ,,Cs. Ha Cpe4HOBEKOBHITE KOHU: IIPU
Codus”, Koncrantunonoa (hitps:// ITBPBILS TIIT OOKOB Ce IIOCTaBsI BbP-
www.shutterstock.com/image-photo/

empress-irene-offering-scroll-mosa- Xy (IJOHa, paMKaTta, B HSIKOM CAy4dall
ic-hagia-45379447). ¥ BbPXY HUMOa; [IpY BTOPIsI OOKO-

BBT ITOKPHBa I15110TO I10A€e Ha UKO-
HaTa I 0Ae>XKAUTe Ha IIepCOHa’KUTe, KaTO cCaMO AMIlaTa OCTaBaT OTKPUTIH.
Ot Hece6pp 3a 3amasenn oOpasmu 1 3a AsaTa BrAa oOkos. [Ipumep
3a IIbpBISL € OOKOBBT Ha MKOHaTa Ha cB. boropoaunia ¢ Maageneria
ot HeceGnp (HAVIM, No 125), Ha KOJTO IIje ce CIipeM MO-II04pOOHO.
KoM BTOpUSA THI ITpMHajaexxu oOKOBBT Ha cB. boropoauiia Eaeyca
OT ABycTpaHHaTa nkoHa ,,C. boropoauniia I'oproenukooc c mpoporn
— Xpucroc ¢ npopoun” (nxona: kp. Ha XIII — vau. na XIV B. u XVIII B.;
ookos: XIV B.; AVIM, No 2438)*. 3a cbkaaeHne, To3u OOKOB AHEC € B
HEV3BECTHOCT I 3a HETO ChAVIM CaMO I10 4epHO-Oeante ¢pororpadpun
B nyOaukanusATa Ha K. Musres.

20 Mijatev 1925: 166-168; Grabar 1975: 28-29.
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Bbpxy aBete pamena Ha XpucToc ca IIOCTaBeHM ABE pa3ANMYHN € ANUIICO-
BU/AHU OOKOBKM BbB (pOpMaTa Ha AMCT. /1eBIAT e [1031aTeH, N3paboTeH
CIlelMaZHo IO pa3Mepa Ha paMOTO, OpHaMeHTUpaH C TP Kpbra CbC
3Be341 B CpeJaTa, a IPOCTPAHCTBOTO MEXKAY TSX € 3aII'bAHEHO C ABOVKM
Chplia, CBbP3aHy C BUely ce AMHuM 1 Touku. Ilog Hero e MmoHTHpAa-
Ha CBINO I1034aTeHa eAUIICOBMAHA I1AaCTUHA C geKopauus. JscHara
OOKOBKa € pa3AnyHa U IIpeJcTaBAsiBa U3pe3ka OT ABOJHATa A€HTa, C
KOSTO € yKpaceHa o4eKaara.

OOKOBBT BBPXY 04eXKANUTe Ha XPUCTOC He e Chb3JaleH CIelnaaHo 3a
Ta3!U MKOHA, a € CbCTaBeH OT Pa3AMYHU 10 pa3Mep I yKpaca CpeObpHI
AenTtn. Tosu TuI1 OOKOBH, KOUTO Ce ChCTOSAT OT OTAEAHU A€HTH, OOUK-
HOBEHO ce 3I10A3BaT 3a INOKpuBaHe Ha (POHA U paMKaTa Ha MKOHUTE.
Eaunuar sug oOxalra A€HTH, KOMTO c€a ITO-ITUPOKM, ChCTOSIIN Ce OT
ABa ¢ppusa, yKpaceHu ¢ peaepHU Kpbrose ¢ BIiucaHu (pAopaaHu u
reoMeTpUYHN OpHaMeHTHU. /J0KOAKOTO MOXKe Ja ce IIpeljeHN 110 Ppo-
Torpadusra, myoankysaHa oT K. MusTes, cplinTe A€HTHU ca IIOCTa-
BeHI BbpXy TOpHaTa paMKa Ha MKOHaTa Ha cB. boropoauna Eaeyca.
ApyruAar sua oOeAMHsBaA I10-TeCHU AeHTU, MOHTUPaHH B AsBaTa 4yacT
OKO/0 BpaTa I ca I1031aTeHH, ChIINTe, HO Oe3 I1034aTa, ca II0CTaBeHM!
U Ha APYTU MecCTa BbpPXy O4eXKJaTa. YKpacaTta UM IIpeacTaBAsBa Aac-
Tapy, BIIMCAaHM B CBbp3aHN KPbroBe, O4epTaHU OT ABOJIHA BUeIlla ce
AVIHISI, TOA00HA Ha A03HNUIIA, KaTO IIPOCTPAHCTBOTO MEXKAY TAX CHILIO
e 3aIll'bAHEeHO OT CXOAeH OpHaMeHT. Te3l maacTUHM ca MAEHTUYHHU ChbC
CpeOBbpHITE AeHTU BbPXy PaMKUTe Ha M3BeCTHIsI OOKOB Ha MKOHaTa
Ha cB. boropoauiia c Maagenena or Hece6wp (XIV B., XVIII B.; 00K0BU:
1341/42 1., XVIB., XVIII B.; HAVIM, Ne 125). ToI1 ce cbCcTOM OT pa3sANdIHU
I1AaCTUHIU C pa3AMdeH HaulH M TeXHIKa Ha 13paboTKa, KOUTO AaTHpaT
OT pa3AMYHO BpeMe?'. 3a KOHKpeTHaTa AeTHOCT Ha IIpeACTaBUTeAUTe
Ha TbpHOBCKI:I ABOp B HeceObp cBuaeTeacTBaT HaAIICUTE BHPXY TO3U
00koB. VIkoHaTa e npuBANJala BHUMaHIETO Ha U3CAeAOBaTeANTe C VIC-
TOopMJecKaTa 3Ha4MMOCT Ha YeTHpuTe AapcTseHn Haanuca Ha Camyna,
4140 Ha 1ap ViBan Aaekcananp, 3a 0OHOBAeHMeTO Ha MaHactupa ,, Cs.
Boropoaniia Eaeyca” npes 1341/42 1.

21 Grabar 1975: 26-28.

22 Skorpil brothers 1890, 1891; Mutafchiev 1925: 163-184; Dujéev 1944: 177; Gerasimov 1950; Galabov
1960; Mijatev 1966; Paskaleva 1981: 24; Bozkov 1984: 153-154; Gjuzelev, Chimbuleva 2003: N 2, 28;
Treasures 2001: No 86, 225; Rhoby 2011: 162; Rousseva 2016: 66-69.
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Cpaelikn 110 eAHaKBUTe CpeObpPHIU AHTHU B ABeTe MKOHH, IIOCTaBAHeTO
Ha CKbIIOIIeHeH OOKOB Ha MKoHaTa Ha Xpucroc [TanTokpaTop MoxeM
Aa CBbP>KeM C TO3M IIepUoJ Ha KyATypPeH IOoAeM M Ha CIeliaaHo OT-
HollleHMe Ha 11ap VIBaH AaekcaHAbp KbM Iibpksute B HeceOnp. Toect
U TO3U aKT e CBbp3aH ¢ I'bpHOBCKIUS ABOP U PpaMuAnsTa Ha 1jap VIBaH
Azaexcanabp. Kakro Bugsixme, 06pasnbT Ha Xpucroc IlanTokparop ot
I'bPBUs JKUBOIINCEH cA0M OT Kp. Ha XI — Hau. Ha XII B. KareropmyHo
Haco4yBa KbM Bpb3Ka C KOHCTAHTUHOIIOACKIUS MMIIepaTOPCKU ABOP,
AOpM KbM caMItsl BAajeTea. AKo mpuemeM, ye MKOHaTa e 0111a gapeHa
ot umnieparop Aaekcuii I KoMHIMH, 20TMYHO € KaTO CMMBOAMYEH aKT
BBPXY Hesl a CA0XKM 0OKOB APYT BAajeTe Ipe3 Apyra eroxa.

Ilpe3 To3u 1epmos Ha KyATypeH U AyXOBeH pa3liBeT, CIiope/ 3alla3e-
HIUTe JOKYMEHTH, ChC CpejcTBaTa Ha ObArapckaTa Ijapcka paMmuans
ce CTPOAT 1 OOHOBABAT MHOKeCTBO ITbpKBU 1 MaHactupu: ,C. boro-
poaunia Eaeyca”, ,Xpucroc Ilantokparop”, , Cs. Apxanrean Muxa-
na u I'aspuna”, ,,Cs. Moau Aautypreroc” un ap. IloTBbp>KaeHue 3a
3Ha4MMOTO IIpUChCTBUe Ha ap VIBan Aaekcanabp B HeceObp e Heros
MOHOTpaM BbpXy Kanute, koito E. Myrados pazunra®.

IIpuchbcTBMETO M CIIeIMaAHOTO OTHOIIIEH)E Ha CeMeJICTBOTO Ha Iiap
VIBan AaekcaHAbp ce IOAKpeILs 1 OT ¢akTa, 4e BJOBMUIIaTa Ha Muxa-
na Acen, Mapus-lpuna Ilaseoaornna, u Abiiepst Ha BUSAHTUIICKIAS
nmniepatop Augponuk III ITaseoaor 1o HsKoe BpeMe ce 3aMOHaIIIBa
c umeTo Matamnca B Manactupa ,, Cs. boropoauiia Eaeyca” B HeceOnp,
KbAETO U yMUpa IIpe3 1399 I.**

Ouesngano B HeceOsp npes XIV B. mpakTukara 3a o0AapsiBaHe Ha UKO-
HII CBhC CKBIIOIIEHH) OOKOBM e O111a mmonyAasipHa. Tyk Oux go0asuaa u
CKBIIOLIEHHM:I OOKOB Ha MKOHaTa Ha ¢B. 'eopru Amnacopuruc, yniiro
IIPOM3X0/, OCTaBa 3acera HeM3sCHEH, HO IIpU Herosarta II'bpBa Myo-
AVIKalMsl TIOCTaBUX XUIIOTe3aTa, cBbp3aHa ¢ HeceObp, kaTo Bogema.
Taka, roaemure o6xkoBu Ha ukoHu ot HeceObp crasat uetupu. Te ca
pasHOO0Opa3HM KaTo IIs1A0CTeH ITOAX0J, HO ITOKa3BaT CXOACTBa IIpU
n3paboTKaTa, OTAMYABAT ce C OOraTCTBO Ha AeKOpaTHBHATa yKpaca I B
HsIKOU OTHOIIIeHNs HAMaT apadea. ToBa ecTecTBeHO II0CTaBs BbIIpOCa
AaAl He e ChIIlecTByBaao ateane B HeceObp, KbaeTo Te ca u3apaboTBaHI

23 Twdvvng AAéEavdgog BovAydowv kal Popaiowv Bacilevs — Moan Azexkcanabp map Ha
6narapu u pomen: Moutafov 2023: 30.

24 Matanov 1986: 183.



3a Hal-TIOYMTAHUTE MKOHU B I'paga, nAamMm €ca BHaCsIHU I10 ITIOPBYKa OT
COAYH nau KoncraHTuHOMIOA.

OT chImms epuoz ce cuTynpa Apyra roasma Metamopgosa Ha IKOHa-
Ta: BbpXy OOpaTHaTa CTpaHa e M3I1caHa clieHaTa PasriaTie Xpucroso
U Taka Ts Ipuao0uBa QyHKIMATA Ha AUTHITHA KOoHa (Pwur. 6). Tasu
Thp>KecTBeHa I IoYTaHa MKOHa e O111a HOCeHa I10 BpeMe Ha AUTHUATA
Ha Beaukn mmeTsk.

YacTy OT XMBOIMCHIS CAOM B TOPHATa, A0AHATa U AsBaTa 9acT AUIIC-
BaT. QOHBT B rOpHaTa yacT e O1Aa 31aTeH, B J0AHAaTa ca IpeAcTaBeHN
CTUAM3UPAHO, B MacAuHeHo3eAeHo VlepycaanmckuTe creHn, a c 6514
1 KapsIB KOHTYP ca OdepTaH! apXUTeKTyPHUTe eAeMeHTH U AeTallAM.
®urypara Ha Xpucroc (IX XX) e cuaHo nsabaxkeHa, MogeaupaHa B
MaCAMHEHO3€A€H) U OXPOBJ TOHOBE, HO3eTe U PbleTe Ca reOMeTpud-
HO CTUAM3UPAHU U II0OAYePTaHO THHKM, IIPeriackaTa e CBeTA00XpoBa C
Oeau mpeausaiy reHKN. ['1aBaTa e OTITycHaTa HaAsCHO, BbPXY paMOTO,
OT HO3eTe My M3TI4a KPbB.

Cs. boropoguna (MP ©Y) e npeacraBeHa BASBO, C BAUTHaTa KbM
Xpucroc raasa u o04ersaTa Hasad, BbpXy KeHcKa ¢urypa. Ts e o0bp-
HaTa HacTpaHH, AUIIETO J1 € B TbMHM TOHOBE, CKPBOHOTO 11 U3paKe-
HIle ce ITog4epTaBa OT KUUyp Koca, KOWUTO BUCK OT Kbpriara i1 (Pwr.
7). B mpeaviman my0ankanyy Ta3u Gpurypa e MAeHTUPUIIMpaHa KaTo
Mapus MaraaanHa, HO MHOTO I10-BepOsATHO ToBa 4a e Caaomusl, Thi1
KaTo TyK e IpeJcTaBeHa Bb3pacTHa JKeHa ChC CMBO-3e4eHa KbpIla, a
Mapnsa Maraaanna ce n3odpassiba TpaguILIMOHHO MAaja, 00AedeHa
B 4yepBeH MapOpuIl.

Cs. Voan Borocaos (O ATIOZ O IQANNHE O @EOAOTOX) e ipea-
CTaBeH BASCHO B CMH XUTOH M KadsB XumaTuii. [1aBata My e rpuse-
AeHa KbM paMOTO, AsCHATa CU p'bKa e ITOAIpsA Ha Oy3aTa B CKpbOeH
JKeCT, C AsiBaTa Ipuagbp>ka xumarus cu. Ounre u BeXXANUTe ca CUAHO
U3BUTY HaA0AY, C KOETO ce IToJuepTaBa CKpbOHOTO M3pakeHite, Koca-
Ta e KbapaBa. 3a/ Hero e n300pa3eH CTOTHUKBT /lOHIH BbB BOEHHH
0A€eXXAU B CUHBO, KadsIBO U YepBeHO. BAnrHaA e AsfcHaTa ci pbKa B
6.1arocaassIry )KecT KbM Kp'bCTa.

Hag xpbcra ca cuMBoanyHUTe aHTpoIoMOpgu3upany oOpas3y Ha

CABHIIETO U AyHaTa, KaTo B TbMHAaTa AyHa € BIIJICAaHO AMIle B IPOPUA.
B ropnara yacT ca O1ay M3IMCaHY MOHOXPOMHO (B TpU3aiia) B CI-

(423
Q©



4

'S

T/

®ur. 7. Aeraiia ot Paszmsitue
Xpucroso, XIV b.

@ur. 6. Pasnsitue Xpucroso, XIV b.

HBO-CMBJ TOHOBE /Ba aHreAa. Boripeku MaakuTe pazMepu MaiiCTOPCKI
U AeTallAHO e M3IMCAaHO M300paskeHNeTo Ha puAaell] aHrea, KOMTo
C eKCIIpecuBeH >KecT e 3aKp1a AUIeTO CU ¢ KbpIia. /JBaTa Iaadenn
apxaHrea, IIpeAcTaBeHl) B CIHbO-CIIB MOHOXPOMEH IIBST, ca 300pa-
3eHU U B clleHaTa PasmsaTue ot gpyra gBycTpanHa nkoHa ot IOxHOTO
Yepnomopue (HIVAM, Ne 3374).

Purypure ca n3AbAXKeHN, TbBHKUTe ca I0A4epTaHO TeOMeTPUYHI U He
caeaBaT obeMa Ha ¢purypute. Komnosunusra e ypaBHOBeceHa 1 CIMe-
TpUYHa, HO U3ITbAHEHa C BRTPEITHO pa3HooOpasue 1 puThbM. B AdcHaTa
gacT cB. boropoaunia e npeacrasena c BAurHara raasa KbM KpbCTa, a
CHMeTPUYHO B AstBaTa cB. VloaH e c HaBeJeHa raasa; BasiBo — Cazomust
e oObpHaTa HaBbH C HaBe/JeHa I'1aBa, a CTOTHUKBT /lIOHIMH BASCHO e C
BAUTHaTa Harope raasa 1 BAMTHaTa pbKa KbM KpbeTa. Ls1.1aTa KoM1o3u-
1115 e M3ITbAHeHA C ApaMaTu3bM I BbTPEIITHO HallpesKeHle, M3pa3eHn
4pes3 CKPBOHMTe ANIIa M KeCTOBe, CIAyeTuTe Ha pUIypuTe 1 KOAOPUTa.



®@ur. 8. Xpucroc I[TanTokpaTop, Kp. Ha ®@ur. 9. Xpucroc ITantokparop, XVIII 5., caea
XI - Hau. Ha XII B. u XVIII B., ukoHara pascaosiBaHETO
MpeAu pa3cAOsSBaHETO

Bbpxy antuitnure nkonu c Pasnarue Xpucroso ot [laseoaorosms
repno/ OOMKHOBEHO KOMIIO3UIINMATA Ce OrpaHnyYaBa 40 OCHOBHUTE
TepCcoHasKM: pasmbHaTst XpucToc, cs. Boropoauria u cs. Voan Bo-
rocaos. Cpea ABycTpaHHUTe MKOHU CbC cileHata Pasmsatue ot boba-
rapckoto UepHoMOpHe pasraexkjaHaTa MKOHa C I1eT PpUIypH, KaKTo
u Pasnsatne ot gaycrpannata nkona (HLIVIAM, Ne 3372), kosATo e ¢
1iect pUIypu, ca M3KAIOIeHye™.

CrmaoBa 6AM30CT ce OTKpUBaA CpeJ HAKOAKO ABYCTPaHHM MKOHMU C
Pasnarue Xpucroso or Yepnomopuero. [Ipu mogeanpanero Ha pu-
rypaTa Ha XpucToc, 0COOeHO IpY U3BMBKaTa Ha TAA0TO, € U3II0A3BaH
CBIIMAT IIOXBAT, a IPU OYepTaBaHeTo Ha peOpaTa I I'bpAUTe Hail-MHOTO
CXOACTBa ce OTKpMBAT ¢ M300pakeHneTo ot ukoHarta Cs. boropoaura
¢ Maagenena — Pasmatue Xpucroso (HUVAM, Ne 3799). B ciienara
Pasmatue Xpucroso ot gsycrpanHara ukoHa Cs. boropoauma Kexa-

25 /pycrpanna ukosa Aeiicuc Xpucroc [lanToxpaTtop Ha TpoH — Pasmsatue Xpucroso (Crpana
A: XIV B.; Hau. Ha XVI B., Hagxxmsonucsany n1pe3 XVIII B.; Crpana b: XIV B.; or braraposo, Hece-
61p nan Co3omo; AbpBO, ILAaTHO, TeMIlepa; 112x9ox1,3 cM; HIIVIAM, Ne 3372).
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putomenn — Pasmatue Xpucroso (HLIVIAM, No 3374) riosaTta Ha cB.
Voan Borocaos, aetaiianTte ot auka — cOpanute oun, popmara Ha
HOCa, KbapaBaTa KOca, CbIIIO Taka (purypara 1 >KecTbT Ha cB. boropo-
Aulia ca MHOTO CXOAHM. Brrpexn ob1miaTta 64A130CT IO OTHOIIIeHNe Ha
MO/eAUpaHeTo Ha Ts40To Ha Xpucroc 1 Ha cB. Voan Borocaos B Tesu
VIKOHM II5110CTHaTa KOMIIO3UIINS € Pa3AnyHa, 3a0eas3BaT ce U A40CTa
APYTU OTAUKN. BB3MOXHO e Te3au MKOHM 4a ca Ae40 Ha e4HO U CBIIO
aTeaue, Koeto pabotu B TpagunmsaTa Ha [1aa€040roBoTo 13KyCTBO OT
Cesepna I'vpryns.

JaTupaHeTo Ha JKMBOIIICTa Ha cIieHaTa PassaTie Moxe 4a ce HaIlpaBu
CaMO OTHOCUTeAHO, Ha Oa3aTa Ha cTuA0BM Napaean. I'. I'epos, KoiiTo
1y0AMKyBa 3a TbPBU ITBT, s OTHaCsA KbM Kpas Ha XIV B. Ako npuemem,
ge cpeOBbpHUAT OOKOB Ha HalllaTa KOHa e I10CTaBeH NpuOAMU3UTEAHO
IO CBINIOTO BpeMe ¢ oOkoBa Ha CB. boropoauria c Maagenernia — ripes
1341/42T., MOXXeM Aa JaTupame I nso0pakeHneTo Ha Pasmsatue Xpu-
CTOBO KBbM 40-Te — 50-Te roArHu Ha XIV B.

AByCTpaHHI/ITe MKOHU OOMKHOBEHO ca A€40 Ha BICOKO IIKOAYyBaHI,
BOJeIn MaﬁCTOpI/I, a TeXHI KTUTOPU Ca IIPpeACTaBUTEAN Ha apUCTOKpa-
OusiTa 1 BUCHINST KANDP. ToBae IIpeAoIrpegeAaeHo OT caMaTa (I)YHKLU/I}I
Ha AUTHUITHATa MKOHA — TsI € 0cODeHOo II049YNTaHa, HOCeHa Ha4del0 Ha
IponecnmnTe Ha roaeMu Ipa3HUIN. IToutu Bcuuxkm ABYCTPpaHHU TKOHI
oT B”b/ll"apl/lﬂ IIpOon3Xo>X4aart OT IOxxHOTO UIepHOMopme, KOeTO MO2Ke
Aa CBbpP>KeM C BAVISIHNETO, KOETO Ca OKa3aan roaeMure 6OFOCAy)KE6HI/I
nponecnun ¢ AByCTpaHHI UKOHU B KoncranTuHomoA.

PemrenneTo aa ce mocrasyu cKbIIOLeHeH OOKOB I Ja ce u3nuie oopa-
THaTa CTpaHa Ha MKOHaTa rOBOPM CaMo I10 ceDe ci 3a CUAHOTO 104N~
TaHMe KbM MKOHATa, KOeTo e 3alla3eHo Ipes Bekosere. [ loTBbpKenne
3a TOBa Ca HOBUTe MeTaMOp(O3H, KOUTO NKOHATa MPeThbpIiABa KbM
kpas Ha XVI B. I[IbpBaTa e mpensnucBaHeTo Ha AMKa, KocaTa M IIsl-
ta Ha Xpucroc (Pwur. 3). Tosa BTOpo nsnucBaHe Ha AMKa Ha XpUCTOC
e Aea0 Ha BICOKO IIKOAyBaH 3orpa¢, cbpaan ¢ Kpurckara 1koaa,
YUIITO IIOYepK ce OTAMYasa ¢ puHec U BHUMaHUe KbM AeTaitaa. Ot
nepuoga 1536-1610 I. ca 3ara3eHu 4eceTuHa TOYHO AaTHPaHV MKOHM
u oarapuu asepu ot HeceObp. OcTanaaure HegaTupaHyu MKOHMU OT
TO3U IIep1oJ, KaKTo U HaJXuponucanute oopasu ot XVI B. Bbpxy
IIO-paHHM MKOHU IOKa3BaT, 4e IIpe3 TO3M IIepuoJ ca Chb34aAeHNU To-
M OpoOil MKOHH, A4e10 Ha pa3AMdHu 30rpadpu, BCUYKM Te Ha MHOTO
BIICOKO ITpo¢ecOHaAHO HUBO, paboTeln B cTuAncTuKaTa Ha Kput-



ckaTa mKkoaa. TouHo gatupanute creHonucu B Hosata Mutponoans
B HeceObp oT 1598 I. IIbK cAy>kKaT KaTO OCHOBHA OTIIpaBHa TOYKa 3a
AaTupaHe Ha IToBedeTo NKOHM. Criope HacTOSIIIOTO U3CAeBaHe Cpe
BCMYKM MKOHU OT BTopaTa noAosuHa Ha XVI B. 1 Hagyaaoto Ha XVII B.
He MOKe Ja ce ngeHTuduIypa o4epksT Ha 3orpada, KOITO e U3IN-
ca/ TO3U AMK Ha XpUCTOC.

BeposiTHO 11O CBIIIOTO BpeMe ¢ ITpen3ICcBaHeTo Ha A1Ka Bbpxy Epan-
reA1eTo 1 AsBaTa pPbKa Ha XpICTOC e IIOCTaBeHa cpeObpHa OOKOBKa
¢ IAbTHa no3aaTa 1 KambHU (Pur. 3). CpllecTByBala e OOKOBKa I
BBPXy AeCHUIIaTa, KOSATO AHeC He e 3alaseHa. EBaHreamero e 6oraro
YKpaceHO C TeOMeTPUYIHY OpHAMEHT! B IIAUTHK peaed, a B 40AHATa
gacT e uanucal krutopcku Haanuc: AEHXIY TOY AOAOY TOY ©®EOY
MANOYHA (Moaenue na paba boxxu Manyna). I'. I'epos oTbxae-
CTBsiBa TO3M gaputea ¢ Manyna FOamnaHoc, uneTo nMe e M3BeCTHO OT
KTUTOpCKUs Haanuc oT Hosara mutponoans 8 Heceowp ot 1598 1.
HerosoTo nMe cperrjaMme CbIIIO BbPXY HagIlMCUTe, KOUMTO CbM ITyOAN-
KyBa/a, Ha ollle ase nkKoHu ot Heceonp — ,,CB. Huxoaain” (AVIM, Ne
2445) un , Xpucroc Ilantokparop” (AVIM, Ne 2459): [AEH]ZEIXZ TOY
[AOYAOY TOY OEOY] MANOYHA TOYAIANOY AMA ZYMBIOY
KAI TON TEKNQON AYTOY / AXZ PEYPOYAPIOY (Moaenne Ha
paba boxxu Manyna I'yanany [[Oanany], Ha >keHa My 1 gerjaTa My,

1607, peBpyapn)*.

ITo ctuaosu 6eaesu I'. Tepos naentudgunupa u sorpada Ha TO3U AUK
C eAVH OT aBTOpUTe Ha cTeHomicuTe B HoBaTa MuTpOmoans, KoiTo e
nsmicaa ppecko-ukoHaTa Ha Xpucroc Criacure, BASIBO OT 3alTagHITe
asepu. Toit cunra, 4e Ta3u ppecka e KOIe Ha pasraeskjaHara MKOHa
U e IIOp’bUaHa crenyaaio or Manyna Oananoc?. Tyk He MoOkeM ga
IpreMeM ToBa TBbpAeHIe, KOAKOTO U MHTepecHo Ja usraexaa. He
MO>KeM Ja CMe CUTYPHM CBIIO, Ye AMKBT e IPen3IIcaH e/HOBPeMeHHO
C MOHTHpaHeTO Ha 0OKOBa Ha EBaHreamero, KakTo 1 4e ABaMaTa KTH-
Topu ¢ uMeTo Manyna ca TbXxaecTBeHn. ToBa, KOeTO e CUTYPHO, €, Je
UKOHATa e IPOoAbAKaBala 4a O'bAe CUAHO ITOYUTAHA U CAMO U3THKHAT
IpeAcTaBITeA Ha OOIIIECTBOTO OV MOT'bA Ja V1 HAIIPaBU HOBO AapeHIe.

To3u TpeTH €Tall Ha M3IIVCBaHe Ha IKOHaTa I ,Zl,OGaB}IHeTO Ha 0OKOBKa
BBpPXY EBanreamero moxxem Aa CBbP>KEM C I1eproda Ha ITIopeaeH KO-

26 Rousseva 2009: 98-99. C kopexumu B: Rousseva 2016: 152-155.
27 Gerov 2012: 20-26.
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HOMMYECKM U KyATypeH 11ojeM Ha HeceObp. CtposT ce, Bb300OHOBsBAT
ce I ce U3INCBAT pedulia ITbPKBH, Ch3jaBaT ceé MHOXKeCTBO MKOHH,
KHIDKOBHATa AelHoCT e B pasiseT. [IpeacTaButean Ha M3BeCTHUTe
apUCTOKPATUYHI pOAOBe IIPOAbAXKaBaT Aa KusesaT B HeceObp, 3a
KOeTO CBUAeTeACTBa KTUTOPCKUAT Haammc Ha Aumutsp Kanrakysux
BBppXy ukoHaTa CB. Apxugsakon Credpan (HAVIM, Ne 2457) ot 1536
r. KaTo ocHOBeH KHI>KOBeH 1 ITpocBeTeH HeHTbp 1pe3 XV-XVII B. ce
usaura MaHactupsT ,Cs. Moan [lpeareua” na Toaemus ocTpos cpertry
Cosonoa. Peaniia npeacrosrean Ha HeceObpckata Mutporoans ca
611411 MOHacH TaM, Ha ITbPBO MACTO TOBa Ca MUTPONIOAUT XpucTopop
(1593—1606) 1 HacaeagHUKBT My Kunipusia (1607-1614).

IIpes XVIII B. AMKBT Ha XpUCTOC OTHOBO € IpeunsINcaH, HO 0e3 da
ce caas 0OOKOBBT Ha HUMOa. B apxusnuTe matepuaan B HAVIM nipn
BAH e orOeas3ana roanHaTa 1732. Bp3aMoxHO e 4a e Onaa msmnmca-
Ha HsKbAe BbpPXy MKOHaTa, HO AHeC Ts He e 3alla3eHa. 3a ChKaJeHue,
cae/ CAOXKHaTa pecTaBpallsl B HACTOSIINS CU BI/ JKMBOIINCTA € 3a-
ry01aa MHOIO OT eCTeTMIeCKUTe KauyecTBa, KOUTO € MpuTeXKaBaa.
J300p BT Ha eKCIIO3UILIMIOHHA ITPe3eHTalls Ha TO3M JKUBOIIVCEeH CAO0M
AOII'bAHUTEAHO 3aTPyAHsABa Bh3lipueManeTo (Pwr. 9). ITo-aocTrosepHa
uHpopmanusa AasaT poTorpapumTe Mpeau 1 1o BpeMe Ha pecTaspa-
1usATa npeau pascaossaneTo (Pwr. 8). Tosu eTan Ha peuscBaHe
CTaBa I10 BpeMeTO Ha MUTPOIIOAUT I'puropmnii, KONITO 3a4bAr0 3aeMa
MeCceMBPUIICKIA ITPecToA (1724-1758) U € OCTaB/A 3HaUMTeAHa CAea
B AYXOBHI: KMBOT Ha rpada. Ilo cbIioTo Bpeme, namn o11ie 1o-KbCHO,
B rOpHaTa 4acT Ha MKOHaTa ca 400aBeH! AOIOACHIATE M300paskeHu s Ha
apxanreante Muxana u I'aspuna. Te ca geao Ha sorpad, mpeusmucaa
peauria ukoHM 110 YepHOMOpMETO IIpe3 TO3U Nepuod, CTUABT MY Cce
OoTAMYaBa C U3I10A3BaHe Ha IIAbTeH ThMeH KOHTYp, Ha ApKU I1BeTOBe,
ocobeHo Ha opanxeso. IIpes XIX B. ca g00aBeHN gBe OOMKHOBEH!U
cpeObpHI TAaCTUHY BBPXY (OHa, Haj paMeHaTa Ha XpUCTOC, KOUTO
AHec He ca 3aIla3eHl, KaKTo I cpeObpHI OOKOBKM Ha HMMOOBeTe Ha
ABaTa aHreja.

IIpocaeaennte metamMopdo31, KOUTO IPeTHPIIsIBa e4Ha UKOHA OT
kpas Ha XI B. 20 XIX B., oTpassBaT ca0>KHaTa MCTOpuUyYecka cba0a Ha
Hece6bp 1 caeanre, KOUTO ca OCTaBeHM BbPXY Hesl OT BUAHM PUTYPU
B IPOAbAKEHIe Ha AeBeT BeKa.

28 Konstantinides 1945: 136-141.
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Nine Centuries Art in the Mirror of a Processional
Icon from Nessebar

Ralitsa Rousseva

Z;} A i ) T)

The subject of this publication is a two-sided icon of Christ Pantokrator and
Crucifixion of Christ from Nessebar, which undergoes numerous metamor-
phoses from the end of the 11* century to the 19" century. The first painting
of the image of Christ Pantokrator is related specifically to the donation
activity of Alexius I Komnenos in Nessebar, to which directs the imperial
symbolism of some unique iconographic elements. The placement of silver
revetment can be associated with the presence of Tsar Ivan Alexander in
Nessebar, to which the identical plates are directed with those of the icon
donated by his uncle Samoul in 1341. The unique ornament of the nimbus
has heraldic symbolism associated with the imperial court. At the same time
on the other side was painted the scene Crucifixion of Christ and so it be-
comes a processional icon worn during the procession of Great Friday. The
same atelier has painted other icons from the Black Sea in the 14" century,
which works in the tradition of the Paleologan art from northern Greece.
Towards the end of the 16" century the face of Christ is re-painted by a high-
skilled iconographer connected with the Creten School. There is also mount-
ed a silver gilded revetment on the Gospel and the left hand of Christ with
the inscription AEHZIX TOY AOAOY TOY ®EOY MANOYHA. This hap-
pened in a period of consecutive economic and cultural upsurge of Nesse-
bar, there are built, restored and painted a number of churches and icons. In
the 18" century the image of Christ was re-painted again and semifigures of
two angels at the top are depicted. In the 19" century two silver plates were
placed on the background and the silver nimbus of the angels were added.
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c eniutet ['ocniogapka Ha >xuBoTa. V3o0paskeH1eTo e ChbIIoCTaBeHo C APYTH puMepu
OT BM3aHTUIICKUSA apead, a ChII[O U C IPUMepH OT 3allaJHOeBPOIIeiCKOTO IpepeHe-
CaHCOBO M3KYCTBO, OCHOBHO OT VTaans. OuepTanu ca Bb3MOXKHI IIOCOKH, MapKMpPaIu
TosIBaTa, pasBUTHETO U TpaHCPOpMaIIMUTe Ha TOBa MKOHOTpa@CKO pelleHne, a ChIIo

Taka 1 IIponecnuTe Ha BAVSTHIIE MEXAYy SaHaAHa EBpona v BuzanTus.

Karogosu aymi: uxonorpadust, boropoauna Oaururpus, Vitaans, Cunaii, Aydo Au

byonuncens

HecebbpckaTa nkoHa, 1to3Hara ¢ enmuteT boropoania l'ocriogapka Ha
JKIMBOTAa? e 400pe 13BecTHa B HayuyHaTa AuTepaTypa i MHOTOKPaTHO
ny0AmnKyBaHa. Pa3anyHm acriekTy, CBbp3aHi C HeliHaTa 4aTUPOBKa,
eInuTeT, MKOHOTpadus, IIPOM3X04 U KbCHI HaMecH ca IIpeACTaBeH!
B OTA@AHM CTaTuM, a HPONU3BeJeHIeTO € BKAIOYeHO B ITOYTU BCUY-
K11 0000IIaBaIy n3AaHms U CTyAUN 32 CpeJHOBEKOBHI IKOHU OT
bparapusa n or HeceObp?. Berpekn ToBa Bce ollle MMa BBIIPOCH,
CBBP3aH! C MKOHOTrpadpusTa 1 CbC CTUAA Ha Ta3y MKOHA, KOUTO ca
OCTaHaAM HeAO0CTaThbUHO M3ACHEHU U IPejOCTaBAT Bb3MOXKHOCT 3a
HOBU IpoydBaHus. JdaTupoBKaTa ChIO OCTaBa HeyTouHeHa. [Ipea-
noaoxenusirta ca ot XII* g0 kpas Ha XIV B> Jatuposka B XIII B. n
IIO-TOYHO KbM Kpas Ha BeKa o0eMHsBa II0BEYETO MU3caesoBaTealn,
IIPOYYBaAU IIPOU3BEAECHIETO".

VIkoHaTa mpuBANJa M3cAe40BaTe/CKOTO BHUMAHIETO ChC CBOSI HEO-
O1JaeH ermuTeT U C HAKOAKO PAAKO CpelllaH! B MKOHOTpaduATa pe-
IeHus. Y TBbPANAO Ce e pa3dyiTaHeTo Ha ennTeTa KaTo boropoaniia
l'ocriogapka Ha >KMBOTa, a M3MMCBAaHETO Ha TO3M, MaKap M KpaTbK,
HaATIIVIC VIMa HAKOAKO €3MKOBY TPEeIKY, 0TOeAsI3aHM OT IIpOyYBaAuTe
ernureta’. T'pi1 KaTO MpOU3BEeA€HNETO MHOTO ITbTU € 01110 OOCTOITHO

2 Gerov 2006: 4-5; Rousseva 2020: 3.

3 OcHOBHO NpoyYBaHe Ha MKOHaTa e 1my0aukysaHo ot I'eopru 'epos (Gerov 2006 ¢ mocoyeHara
TaM Anteparypa). ITo-HoBI yOAMKAIMIL 38 IPOM3BEACHIETO, IIPEACTABSIIIN I IyDANKYyBaHATa
aureparypa, ca: Rousseva 2016: 34-36, Trifonova 2019: 272-274 u Petrikov, Parpulov 2020: 31.

4 Petrikov, Parpulov 2020: 31.

5 Bakalova 1997: 128-129.

6 Ilpeanoaoxenns:ra ca sa 70-Te — 80-Te roannu Ha XIII 5. (Gerov 2006: 10), 110-061110 3a BTOpaTa
noaosuna Ha XIII 8. (Paskaleva 1985: 7; Trifonova 2019: 272) nan 3a kpas Ha XIII - Hava20TO Ha
XIV B. (Rousseva 2016: 34-36).

7 IlpeacraseHo e 1 Apyro pasunrane Ha To3u eruret: Mutafov 2006: 13-17. B ToBa 13caeasane
110Apo6HO ca 0OCHKAaHN IPeIIKUTe B M3MICBaHeTo Ha ertuTeTa. Paauia Pycesa cpimo orbeasssa



@ur. 1. Vxona boropoauiia
l'ociogapxka Ha >xuBoTa,

kpas Ha XIII-XIV B., Hece6np,
Mys3eit 3a XpUCTUSHCKO UBKYCTBO —
Hanmonaana rasepust, Codust.
Cuumka H. Tpeitman

@ur. 2. Vixona boropoguia Kukocka,
kpas Ha XIII - Havaaoro na XIV B.,
manacrupa ,Cs. WMoau Aammaaucruc”,
Kazonanarnoruc, Kumsp.

Cranmka o Byzantium 2004: 169
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OIINICBAHO, TYK IIle 130erHeM Io-IogpoOHO OIlMCaHle, HO IIle OTOe-
AeXVM HAKOU BasKHM 3a IIPOYYBaHETO KOHOTPapCKyt 0COOEHOCTI®.
VIkoHaTa e cpaBHUTEAHO ToAsMa U IIPOU3X0XKAa OT IIbpksaTa ,,CB.
Teoaop” B HeceObp?, a pasraesxgaHoTo B HacToOsIIaTa CTaTUs Cpea-
HOBEKOBHO 1300paskeHue e pasKpUTO cAed pa3cAosBaHe Ha IT0-KbCHO
Ha A KMBoIMcBaHe™. boropoauna u MaagenenrsT ca mpeAcTaBeHN B
eAVH OT MHOTOOPOJHNUTEe BapMaHTH Ha MKOHorpadpckmst tun Oan-
riutpus. Tosnu tun npes XIII B. n3XuBsBa mepuo Ha 3HaYNTEAHU
TpaHcpopManuy 1 UKOHOTrpadcKo odoraTsBaHe C HOBU PellleHIs B
pesyATaT Ha BAMSHUETO MeXay 3amnaga u VI3Toka u BcaeacTsue Ha
3aciaeHaTa poAs, KOsATO IpUAOOMBAT XyA0KeCTBeHUTe 1IeHTPOBe B ITe-
pudepnsaTa Ha Busantus caea mpessemaneTo Ha Koncrantunornoa™.
B obpasa Ha npuabpxanus or boropoaniia Maagerer B HeceObpcKa-
Ta MKOHa BH/MaHMeTO Ha 13CAe0BaTeAnTe e IIpUBAed4eHO OCHOBHO
OT I10AyJeTHajara I103a: 0CODeHOCT, pas3raexkjaHa B AuTepaTypara,
KaTo ca peJcTaBeHy MHTepeCH) CpaBHeHIs C APYTIY KOMIIO3ULINI,
roMaraiiu Ja ce paskpue CMMUChABT Ha TOBa MKOHOTrpapcKo perite-
Hue. Bcuuku aBTopy, nscaeasaau MKOHaTa, OTOeAs3BaT, 4e I1o3aTa
e CBbp3aHa C Apyru XpucToBy NKOHOTpapuy — HarrpuMep XpucToc
Arner; ot komnosunuaATa [lokaonenne na >xxeprsara, Xpucroc He-

IPeLIKNTe B HAAIIMCA U M3Ka3Ba MHTEPECHO IIPeAIIOA0KeHNe, KOETO TpsiOBa Aa ce MMa IIpeBuU,
a MIMEHHO, Je BepOosTHO 30rpadbT He e TPBK (Rousseva 2016: 34). B 201rpaseHne KsM TeMara 3a
emyTeTa € BaXKHO Aa ce oTOeaeX, ye TOI He e IO3HAT OT APYIM IIPOM3BEAEHNUs Y BEPOSTHO
pasraexxjaHaTa MKOHa e CllellMalHa IIOpbhuKa MAM e Ch3Jaj€eHa C HAKaKBO MHOTO CrelnpIIHO
Ipe/Ha3HayeHue.

8 Cruabr Ha UKOHaTa 3acAyKaBa OTAEAHO 1 IOAPOOHO M3caeABaHe C ThpCeHe Ha KOHKPeTHU
rpuMepu 3a cpasHeHue. [TpasAT BrieyaraeHne HAKOAKO ocobeHocTn. Vzobpaskenuero na boro-
poauIia e MOHYMEHTaAHO, C yMeAO O4epTaH CUAyeT, KOHTPACTHUpall ¢ ThbMHOKa(ABO-4epBeHILI
Madopuit BbpXy 3AaTHus PoH. AnukbT Ha Mapus usraexaa aeko AepopMupaH, HOCBT J1 € U3-
AbAXEH U THHDK, 1104 O4MTe ca OCTaBeHU AbAOOKM ,CeHKM” OT ThbMHO3eAeHNUKaBaTa IIpoIllas-
Ma. B n3o0paskennero na boropoauiia o1e HAKOAKO 0COOEHOCTU IpUBAMYAT BHMMaHMeTo. Tosa
ca: TBHKMAT, XapaKTepPHO M3BUT 31aTeH KaHT Ha Madopus, IMHOObpHOUepBeHaTa My IIOAILAaTa,
KOSATO ce BIKAA OKOAO AUKa M IIPU PaMOTO, a CBIO U yKpacaTa C MaAKM IjBeTdeTa, yKpacssa-
Iy BBTpeIlHaTa cTpaHa Ha Madopus. B uarpaxjaHeTo Ha KapHaIusATa OCODEHO BIledaTAeHue
IIpaBl 3eAeHNKapo-KadsiBaTa ThMHA II0AA0XKa, BLPXY KOATO ¢ pasbeleHa oxpa e Ipech3ialeHo
00eMHO-TIAaCTUYHOTO M3TpaskKJaHe, XapaKTepu3upallo ce C U3BeCTHa PS3KOCT MeXAy ThMHUTe
1 cBeTAM JacTu. Hali-xapakTepHOTO B CTiAa Ha MKOHATa ca Pe3KuTe, OTIETAUBY CBETAU OAMKOBe,
€KCIIPeCUBHO ITpech3jaleHt C HAKOAKO CUAHO pa3beleHy Ma3Kyl BbpXy AUKOBeTe, BbpXy TAA0TO
Ha Maagenerna u ppKarta Ha boropoauiia, a cbImo u B 10-200pe 3araseHOTO U300paskeHye Ha ap-
XaHrea B TOpHaTa AsBa yacT. CTUABT BCBIIHOCT € OCOOEHO BaskeH, 3alJ0TO BHMMaTeAHOTO My aHa-
AU3MpaHe U ChIIOCTaBsIHe € TI0-TOYHO AaTUpPaHU TBOPOU JaBa eAMHCTBeHa MHAMKALIUS 32 Bh3MOX-
Ha JaTHPOBKa Ha pas3raeXAaHoTo Ipou3BejeHNe, Thil KaTo AUIICBAT BCAKAKBU APYTY CBEAEHILS.

9 Vanev 2013: 84.

10 BaxxHo e ga ce orOesexuy, ye oOIaTa KOMIIO3MINM, BCUYKU UKOHOTpa)CKU OCOOEHOCTH,
AOPM U HaAIIMICHTe MHOTO TOYHO Ca CAeABaHM U ITPech3aleH ) B IIO-KbCHIA cA0it. [To-roapobuo
3a Ha4>KMBOIIMCBAHETO Ha Ta3! U APYIU I10A00HM MKOHMU BX. Paskaleva 1997: 57-60.

11 Mouriki 1987: 403-414; Mouriki 1991: 153-182.



ApeMaHHOe OKO 1A 1u3oOpassaBaHeTo Ha MaajeHella B pblleTe Ha
Cumeon Boronpunmery B caMOCTOATEAHM MKOHU ¥ B KOMITO3UIIVSITa
Cpetenne™. Te3n cpaBHeHNs HeABYCMMCAEHO HacOYBaT KbM 3aKAIO-
4JeHIeTo, ue IolyaexkalliaTa I1o3a e 1300paseHa, 3a 4a HallOMH: 3a
Crpacturte Xpucrosu 1 cuMBoAu3upa Obaeliara Xpucroba KpbCTHa
cMbpT. Olrte eagHa HeoOMUariHa UKOHOTpadpcka 0cOOEHOCT B HeceObp-
CKaTa MKOHa ca OAeXXAMTe Ha XpUCTOC: TopHaTa yacT Ha XpUCTOBOTO
Ts110 € r0/a 1 e IIOKpUTa OT Ipo3payHa pu3a, M300paseHa Ype3 THhHKI
AvHNU OT Os14a 0051, KOMTO IIpecuyaT Topca I pblieTe Ha MaageHera,
ocrapsiku BuanMa Herosara nasT, a Kpakata My ca HOKpUTHI OT
OpaH>KeB XMMaTIIi, yKpaceH ChbC 31aTeH acuCT.

B HacrosmaTa cratus me ce oOObpHe BHUMaHMe Ha HAKOAKO BBIIPOCa,
CBbP3aHMU C M300pas3siBaHeTo Ha Ipo3padHaTa odeXXaa Ha XpUCTocC B
HeceObpckaTa nKkoHa. Tasy nkoHorpadcka 0cCoOEHOCT ChIIO e pas-
raeX/aHa B AuTeparypara U ca U3KasaH! ITPeATIoA0KeH s 32 HeITHOTO
3HaueHle, Bb3MOXKHI MOAeAH, CpaBHeHMe C APYTHU IIPOU3BeeHNs I
up. [Ipeacrasenn ca v MHTEpeCHM IPUMEPU B 3al1a4HOEBPOIIEIICKOTO
IIpeJpeHecaHCcoBO U3KYCTBO, B KOUTO IPUCHCTBA O4eXKAa OT Ipo3pad-
Ha MaTepus'? — aclleKkT, KOMTO I1ie ObAe IMOo-TI0APOOHO KOMEeHTHpaH
HaTaTbK. 'eopru I'epos, mpoyusaa 3a4bA004eHO MKOHATa, U3THKBA
Ipech3jaBaHeTo Ha IIpo3padHa ogexxJa B Ase TBOpOM Ha Jydo aAn
ByoHnuHceHs1, HO Kak TOYHO MOAEABT € CTUTHAA A0 TBOPYECTBOTO Ha
CHMEHCKIs IIpeJpeHecaHcoB Xy40KHUK, € BBIIPOC, OCTaHaA 0e3 siceH
otrosop. [lle gonbannm, ye Jydo MHOTO aKTMBHO U3II0A3Ba B TBOP-
94eCcTBOTO CU Ta3y MKOHOTrpadpcka 0COOEHOCT U ITpOo3padHaTa 0AeXK4a
IIPpUCHCTBAa B MHOKECTBO OT Herosute MagoHnu, HO 3a Aa ce Thbpcu
HeIIIo 00II0 MeXXAy TBOpONUTe Ha CMeHCKIsI XYAOXKHMK 1 HeceObp-
CKaTa MKOHa, He e JOCTaThbuHO CaMo Ja ce U3ThKHe IPUCHCTBIUETO
Ha Ipo3payHaTa 04eXKAa B TsX, a € He0OXOAMMO KaKTO BHUMAaTeAHO
Aa ce IIpocAeAu IbTAT, 110 KOUTO T gocTtura A0 Vtaans, taka u
MHOTI0 400pO IT03HaBaHe Ha TBop4yecTsoTo Ha Jydo™. VM3acaeapaiiku

12 Bakalova 1997: 128; Gerov 2006: 5-6; Rousseva 2016: 34.
13 Gerov 2006: 7-9.

14 Teopru I'epos mpeacrapst caMo ape rpousseseHus Ha /ydo, B kouto MaageHelrsT e u3o-
OpaseH ¢ rpospadHa odexaa. Tosa ca MagoHara Ha ¢paHIICKaHIMTe 1 M3BecTHaTa MagoHa
Pyyeaan. B Magonara Ha ¢ppaHIVICKaHIIUTe — e4Ha MHTepecHa ChC CBOATA MKOHOrpadust TBopOa
— Maagenerrst obaue e IpeACTaBeH T0A U IOKPUT e AMHCTBEHO IIPpe3 KpaKaTa ¢ pO30BO-BIO.AETOB
xumartuit. Hama u caega or npospauHa ojexxaa, a o4o0eH aeTaiiad He e 3abeas3aa U HUKOM
APYT, TIpoy4Baa mpousseaerneto. ITo-moapo6Ho 1o temara: Schmidt 2000: 30-44. 3a HaCTOAIIO-
TO ITpOyYBaHe € MHTEPEeCHO Aa ce OTOeaeXaT ABe IPOU3BeAeHMs, Ch34aAeHN 0K0A0 1283-1285 T.
ITspBoOTO, M3BeCTHO KaTO Magona An KacreadnopentnHo, e cbc criopHo aBropcrso. Caea rpose-
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UTaAMaHCKUTe IpuMepu, TpsiOBa ga Obae oTOeAs13aHO OlIlje eAHO
IIpou3Be/eHle, 3a KOeTo ce IIpeJrioaara, ye e pucysaHo ot Ynma-
Oye — T.Hap. Magona au Kacreapuopenruno or mysest Ha Canra
Bepaunana 8 Kacreapuopentnno, @aopennms. B Tasu TeopOa cbImo
Ma MHTepeCcHN MKOHOrpadCKM CXOACTBA C HeceObpcKaTa MKOHa.
IIpeanoaoxennero, ye JAy4do Bb3IpueMa MOTUBa OT BU3AHTUIICKI
MOJeAl, € OCHOBaTeAHO, HO e4Ba AU BCeKU I'bT XYAOKHUKBT € U3-
11043Ba1 KOHKpeTHU MoJean's. Moske O e Bb3IIp1ea peleHneTo oT
eAVH MOJeA U BIIOCAeACTBIe I'O pa3BlBa B pa3ANIHI IIPOU3BEAeHIs
C paszamdeH MKOHOTpapCcKM KOHTeKCT. VIHTepecHO e Aa ce TOMMCAU
Aaau ToBa MyATUIIAUIIMpaHe Ha IIpo3padHaTta ogexxAa Ha MaajeHe-
11a e CBbP3aHO BCeKMU ITHT C lle/1eHacOuYeHO ThpCceHa CMBOANKA, AaAN
He e caMo peaans UAN AaAU He e caMO >KeJaHIe 3a IIpech3jaBaHe
Ha CK'bI1a 1 0OCOOEHO I1eHHa MaTepis, a 3alll0 He B HAKaKBa CTeIleH I
TpUTe TOKY-I110 HabeAs13aHN ITpeATIoA0KeHms. V o1e Herro — gaan
Aydo, a u Unmabye cbI110, ako ce mucau 3a Magona au Kacreaduo-
PEeHTHIHO, Bb3IIpyeMar MoJeaa AUPEeKTHO OT BusaHTIA 1AM OT MHO-
roOpoOVIHNTeE ,, BU3aHTUHU3NMpaIN “*° mponsseaenns B Vtaaus, cbIrio
€ BaKeH BbIIpoc. Magonute Ha /Ay4o OKa3BaT AeMICTBUTEAHO MHOIO
roAsIMO BAMSAHIE Ha II0CAeA0BaTeAnTe My U cae Hero rpe3 XIV n
XV B. mpeacrasaHeTo Ha MaageHena ¢ mpospadHa ogekJAa B KO-
Horpadpckusl KOHTeKCT Ha MagoHarta ¢ MaageHelia 4001Ba IIIMpOKa
nonyaspHocT B Jtaans. CbIo Taka, BpbIIaliky ce Ha HeceObpcKa-

AeHara pecTappaliyl C I10-TOAsMa CUTYPHOCT MOXKe Ja ce IIpeAII0A0KMY, ye TBopOara e pucysaHa
ot Unmabye. [Toutu crepemenHo Ha Magona au KacreaduopeHTHHO e BTOPOTO Ipou3BeseHue,
n3pectHO Kato Magona au Kpesoae, pucysana or Ayyo. Jsere TBOpOM MMaT HEMaAKO OO
eZeMeHTH: O0IIlaTa KOMITO3UIIMOHHA cxeMa, Madopusr Ha boropoauna, rpeacrassHero Ha Maa-
JeHella C IIpo3payHa 04eXAa, A0pM B M3BeCTHa crerieH 1 Herosuar xect, 40KocBalll AMKa Ha
Mapus man xsamrang kpas Ha Madopus 1. Tyk 6u MOrao ga ce mpeAnoaoxu, 4e gsete TBOpOU
BEpOATHO cAeaBaT 0011 MogeA. B paborara Ha UnmaOye 1Ma 1 HAKOM CXOACTBA C MKOHOIpadCKu-
Te pelneHNs Ha HeceObpCcKaTa UKOHaA: II03aTa Ha Maajenena e moayaertaa, 6ocute My kpaka
ca IIOKPUTH OT XMMAaTHI, CaMO TOpHaTa YacT Ha TsA0TO e IIOKpHUTa C Ipo3payHa ogexa, Mapus
npuabpKa XpUCToc ¢ ABe phlie. He MoXe Ja cMe CUTYpHI A0 KaKBa CTeTIeH ABaMaTa Xy AOXKHILIN
BSIPHO Ca CAe4BaAy MO/JeAa, ako IIPeAIIOA0XKIM, Ue e ChIIIeCTByBal Takbs, HO Jy4o mpechb3jaBa
1300pakeHNeTo ¢ Mo-ToAsAMa cB0004a, HaITbAHO B AyXa Ha XyMmaHusMa. OB1mo 3a gsete TBOpOI:
Bellosi, Ragionieri 2003: 10-11. 3a pecraBpanmsATta Ha Majgona gu Kacreadpuopentuno: Bettini, Cas-
telli, Ciseri 2009.

15 KoM TemaTa 3a MojeanTe u TaAXHaTa MeTamopdo3a B MUTPUPaHETO UM MeXAy JsToka u
3ariaza e BaXkKHO Aa ce 0TOeAeK! CAeAHOTO IIpoyuBaHe: Schmidt 2000: 30-44.

16 C ompeseseHnero ,BU3aHTUHU3MpPALI” TyK ce oIlpeseAs rpyra npousseaenns ot Vraams,
cb3gazenn ocHosHo 1pe3 XIII B., 3a KouTO MOXe Ja ce IIPeAII0A0XM, Ye UAK Ca Ch34aAeHN BbB
Busanrus u Brocaeacrsue ca rnpenecenn B Vtaaus, uau ca cb3jaleHu OT BU3AHTUIICKU MaiicTo-
pu, paboremm B Mtaaus, nam ca cb3jajeHu OT UTAAMAHCKY MaliCTOpH, HO 110/ CHAHO BU3aH-
THUIICKO BAUsHUe. Ipy BCuuKy caydau B Te3u TBOpOM KaKTO B CTUAOBO, HO U B MKOHOTpag)cKo
OTHOIIIEHMe BPb3KaTa C BU3AHTUIICKOTO M3KYCTBO e 0CO0eHO ocezaeMa: Belting 1982: 7-22; Pace
1982: 181-191.



@ur. 3. Ynmadye (?) - Magona
au Kacreadmopentuno,

kpas Ha XIII 8., My3eit

na Canra Bepanana,
Kacreapuopentnno. Cuumka
https://www. finestresullarte.
info/opere-e-artisti/madonna-
di-castelfiorentino-opera-
cimabue-duccio-giotto

®Dur. 4. Ynmabye (?) - Magona au Kacreadpuopenruno, getaita, kpas Ha XIII 8., Myseit
Ha Canra Bepanana, Kacreapuopenrtnso. CHnMKa https://commons.wikimedia.org/wiki/
File:Cimabue,_madonna_di_castelfiorentino,_1285_ca._04.JPG
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Ta MKOHa UM HelIHNUTe IPOy4YBaHMs, OTOeAsI3BaMe, de IIpUMepuTe 3a
ChIIOCTaBKa KaKTO BbB BU3aHTUIICKOTO, TaKa M B 3allajHOeBPOIIe-
CKOTO U3KYCTBO ca IIpuBeJeH! B IyDAMKaIuNITe eAMHCTBeHO 3apall
OPUCHBCTBMETO B TSX Ha MpO3pavHa ogekaa'’, 0e3 ga e aHaAU3UpaH
MKOHOTpadCKUAT KOHTEKCT, B KOITO T € 1300pa3eHa BbB BCeKI OT-
AeaeH caydaiil. CbIIlo Taka He ca CbIIOCTaBeHM BapMaHTUTe, B KOUTO
oaexaTa e IIpejcTaBeHa KaTo IIPO3payHa, T.e. KaKBJ Ca HauMHUTe
3a HeITHOTO I11aCTIYecKo usrpaxaane. He e pasraexxaan 1 BbIIpOChT
3a TOBa KaKBM ca ITbTUIIIATa, 10 KOUTO MKOHOTrpadusTa C Hpo3padyHa
oJeXJa AoCTura oT BusanTus 40 3anagHOTO U3KYCTBO, KbA€TO OCHOB-
HO B JTaans nma roasmMo pasipocrpaHeHne. BeposTHo nporecure
Ha MUTpAIVs Ha MKOHOTPaCKOTO pellleHye ca ABYCTPaHH!U U BbB
BCsIKa e4Ha OT ABeTe IOCOKM OT VI3TOK Ha 3arag, HO 1 0OOpaTHO — OT
3anag Ha VI3TOK, ChBCeM eCTeCcTBeHO TO HPeThPILsIBa M3BeCTHa MeTa-
Mop@doaza. C HacTosIaTa cTaTus e ObaaT pasraeJaHy IIpuMepuTe
BBB BI3aHTUIICKOTO U3KYCTBO, B KOUTO Ce IIpeAcTaBs II0400Ha 0AeKAa,
KaKBO € pa3BUTIETO Ha Ta3! MKOHOrpadsl, Kora i B KaKbB MKOHOI-
padcKu KOHTEKCT TS MUTPHPa, YCTAaHOBSIBA Ce U Ce pasIIpOoCTpaHsIBa
B 3allagHOTO M3KYCTBO. /eiicTBUTeAHO, B UTaAMaHCKaTa IIpeJpeHe-
caHcosa >kusonuc ot XIV B. ToBa mKoHOTpadCKO pellleHe U3KIBsBa
ocobeHa IOITy ASIPHOCT, KaTO MIMEHHO MTaAaHCKITe IIPOM3BeAeHNs
roMarar ga ce U3rpaAu Io-ILAbTHa ITpeAcTaBa 3a acolaluiuTe, KOUTO
nsoOpaszeHaTa IIpo3padHa 0AeKAa BepOsITHO e TpsI0Bal0 Aa Ch3jaba.

KbM Temata 3a mpospadHaTa 04exXAa, Ile HIPUIIOMHUM €4HO Ba’KHO
npoyusaHe Ha Jyaa Mypuxku 3a ase cunaiicku nkonnu ot XIII 8. B
ToBa n3caeasare Jyaa Mypuku oOpbirja roAsaMo BHUMaHMe Ha (pakTa,
Je B 3alla4HOTO M3KYCTBO U1 OCOOEHO C TBOpYeCTBOTO Ha /JydJo Tasu
MKOHOTpadus U3KNUBsIBa OTPOMHO pa3IIpOCTpaHeHNe, HO 0TOeAs3Ba,
ye caea XIII B. T mouTu n3dye3Ba BbB Bu3aHTNY 1AM ITIOHE € MHOTO
psaxa. ETo 3amjo ocobeHo MHTepecHO e Jaay HeceObpcKaTa MKOHa
aatupa ot XIII man XIV B., 3am10T0 aKo e 1mo-panHa, T.e. ot XIII B., TO
T Ce BIIMCBa B IIO-IIIMPOKa IpyIia OT IPOU3BeAeHIs], KOUTO AeMOH-
CTpupaT Bb3HUKBAHETO U BB3IIPOM3BEXKAaHEeTO Ha MKOHOTrpadusTa

17 Gerov 2006; Trifonova 2019: 274.

18 B Tasm crarusl, KosATO e yOerHala Ha HAKOM OT HaluTe uscaejosareay, /. Mypuki o0CTOHO
pasraexxa mosBsaTa U pa3BUTHETO Ha MKOHOTpadusaTa Ha MaajeHeria ¢ mpo3pauHa 04eXAa BbB
BusanTus, a BiocaeacTsue 1 B 3aI1aAHOEBPOIIEICKOTO U3KYCTBO. T criomMenaBa u HeceGbpcKkaTa
MKOHa, HO 03 MO-M0APOOHO Aa s pasraexAa UAU Aa ThPCU HEIHOTO CUTyHMpaHe B Kpbra OT IIpo-
n3BeAeHys1, KoiTo oueprasa: Mouriki 1991: 153-182.

19 Mouriki 1991: 167-168.



C IIpo3pavHaTa OAe>KAa BbB BU3AHTUIICKNA apead. AKO e IT0-KbCHa
obaue 1 gatupa ot XIV B., TO TOorasa 61 MOra0 4a ce IpeA0A0XKH,
Je cTaBa AyMa 3a cAeABall] eTall B pa3BUTHETO Ha MKOHOIrpadusiTa,
KOTraTo MOAeABT BbB B3aHTIs e M30CTaBeH, a BepOsITHO OT 3ariad,
HaxAyBaT HOBU BAVISHISA, YUUTO KOpeH! oOade ca BU3aHTUIICKI.

M300passBaHeTo Ha Mpo3padHa odexxaa Ha XPIUCTOC He ce cpellia
94ecTo BbB BU3aHTUIICKOTO U3KYCTBO, HO BCe I1aK IIPUChCTBa, MaKap
U B pa3AMYHY BapMaHTH, B MHOXKecTBO ITameTHuIn. [Tpeacrapanero
Ha Ta3} o4e>KJa B HeceObpcKaTa MKOHa BePOSITHO € IO-CIIelupUIHO
IopaAy HAKaKBU NPUYMHY, HO B HUKAKbB CAydall He € M30AUPaHoO.
ITspBOHAUaAHO Ta3yu MKOHOTpadus Bb3HMKBa 11pe3 X1 B. 1 Briocaea-
CTBIe MOXe aa ObJe npocaeeHa B Tpu mocokn. Ogexxaa oT mpospad-
Ha MaTepus ce n300pa3sBa KaTo 404Ha gpexa 10/ XUTOHA UAM 104,
TyHuKaTa Ha Maagenena. Ilogo6Ho e mpescraseHa B MUHMATIOpaTa
cbe Cpertenne B Menoaornusa na Bacuanii 11, B crenonican naum B mo-
3aeuyHM 1300pakeH:s1 Ha boropoauiia c Maajenenia nan 8 Xpucrosu
nsodpaxenus B komnosununte Cperenne n IlokaoHenne Ha BAb-
xute B nametHuny ot XI u XII B.*° BropaTta mocoka OTHOBO 3aItoysa
ot ntepuoga Ha XI B. 11 ce Bu3yaausupa B kKomnosuunu c Pasmsarne,
KbJETO Ilepu3oMaTa Ha XpUCTOC e IIpecTaBsiHa KaTo IIpo3padHa Ma-
Tepus*. Jla ce Tbpcu Bpb3Ka MeXAy n3o0pakeHnero Ha Maageneria
ot CpeTeHne ¢ Ipo3payHa 40/AHa 04e>K4a 1 paslHaTuA XpUCTOC Ha
Kp'bCTa € IpO3payHa Ilepu3oMa, HOKpuBallia cAadMHITe MY, U3TAeXKAa
IpuBAeKaTeAHO I e4Ba A/ e cCAydaliHO ChBlajeHne. Tperara AnMHus,
KOATO TYK 3a ITbPBY ITBT Ce U3THKBA, BKAIOYBA HAKOAKO ITaMeTHIKa,
cb3gagenn B Kpast Ha XIII n nHagaaoro Ha XIV B., B KouTo Xpucroc e
1300paseH C Mpo3padHa odeKJa B KOMIO3UIUATa Bugennero Ha cB.
Ilerbp Aaekcanapuiicku®>. KaTo ce mMa nmpeasins eBXapUCTUITHNUAT

20 IIpumepu ca mpeacrasenn B Mouriki 1991: 165-170.

21 Tyk Ime U3THKHEM ABa CTEHOMNMCa, IIPeACTaBsIM KOoMITo3uIuATa PasrsaTue B ABe ITbPKBU C
sxuponc ot XI B. B Kanagokust: Kapanabk xuance (I'vopeme Ne 23) u Eamaas xuance (I'vopeme
Ne 19). 1 B aABeTe mpousBeeH1sl, 440 BEPOATHO Ha eAHO aTeaue, MbPTBIAT XPUCTOC Ha KpbCTa e
IIpeACTaBeH ITpeTacaH C Ipo3payHa Iepr3oMa, n3obpaseHa upes pasdeseHu ThHKY AMHUN (Joliv-
et-Lévy 2001: 248-250, pl. 85, pl. 144). VinTepecHo e aa ce oTOeaexy, ye Ipo3payHara Iepu3oMa e
IIpeAcTaBeHa KaTo MHOTO ¢uHa MaTtepus. 1o mogoben Haunmn ¢ GpuHM pa3deseHr MasKM e U30-
OpaseHa 1 JoAHaTa IIpo3payHa Apexa Ha MaajeHeria B octaHkuTe oT usobpaxenue Ha boropo-
Anta ¢ Maagerenia BbpXy 4eBust IpHoATapeH cTha0 Ha mbpksaTta ,Cs. Copua” 3 Oxpug (XI 8.)
(Mouriki 1991: 167). XpucToc e mpeAcTaBeH ¢ IIpo3payHa IepusoMa B PasriaTie B cuHalicka MKOHa
U B Ipy3uHCKa nKoHa ot Mysest B Mectust, [opua Csaners, n Asete gatupaniu ot XII 8. (Bakalova,
Passarelli, Petkovi¢, Vasiliu, Velmans, Vocotopoulos 2008: 50-51, 105-106).

22 Ilpumepunre ca B iybpkBaTa ,boropoanna Oanmnnornca” B Eaacon (kpas na XIII 8.), ,boro-
poauma IlepusaenTa” B Oxpug (1294/95 I.) M ITbpKBaTa Ha MaHacTupa 'padanmria (1319-1321 I.)
(Todi¢ 1988: 203; Grozdanov 1990: 105; Koukiaris 2011: 64, 65, 69).
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CMICBA, KOWTO Ce IIp1AaBa Ha Ta3y KOMIIO3MIIVSL, MOJKe Aa ce IIpea-
II0A0XKM, 4e U pellleHNeTo C n300pa3saBaHeTo Ha II0A00Ha 0AexXAa
MMa eBXapMCTUIIHO 3HaueHle, HallpuMep Aa HallOMH: 3a BO34yXa,
M3I10A3BaH I10 BpeMe Ha boskecTBeHaTa AUTYprusl.

JoaHata mpo3paydHa Apexa ce IOsIBsIBa U B OIlpeeeHN MKOHOTpadCcKu
THUII0Be KaTo HanpuMep boropoauna Kukocka*. Hait-yecro ca npea-
CTaBeHM CaMO 4acCTy OT PbKaBUTe UAU AOAHUTE YacTU Ha O4eXKJaTa,
KOITO ce ITOKa3Bar I10 pblieTe 1 110 OocuTe Kpaka Ha MaageHel1a 11og,
XMTOHA MAU 1104 TyHUKaTa My, B HIKOU cAy4ayt MHOTO AVICKpETHO™.
ITpes XIII B. mpMCBHCTBMETO HA TO3M MKOHOTPa(CKI e1€MeHT, BbB.e-
4yeH Ja IloJyepTae YoBelllKaTa IIpupoaa Ha XpUCTOC, € IOACUACHO.
B aBe cunaiicku ukonu ot tuiia boropoauna Maekonurareanniia
Xpucroc e npeacraBeH e4MHCTBEHO C IIpo3padHa ogexxaa®. Ts, 3a
pasanka oT HeceObpcKaTa MKOHa, e 1300pa3eHa KaTo pi3a OT pexaBo
U3TbKaHa Mpe>Ka, TI0400HO 1 Ha APYTUTe IpUMepU B MKOHH, KbAETO
e IIpeJcTaBeHa 1104 XMTOHa 1AM TyHMKaTta. Tasu paszanka e cblect-
BeHa, 3allJOTO BbB BU3aHTUIICKITE MKOHN ITpO3pavyHaTa 04exaa ce
IIpeACTaBsl VAU KaTO pexaBa MpeKa®, 11 TO 0COOeHO B IIpUMepuTe
ot XIII B., mau karo pazdeaeHy IIOAYIIPO3padHM Ma3Ky, KOeTO e Xa-
paKTepHO I10-CKOPO 3a paHHNTe ITaMeTHUIIN. ThbHKUTe Oeayr AMHNIY,
KOWTO Ipech3jaBaT ujesTa 3a Ipo3padyHa o4e’KJa B HalllaTa MKOHa
51 UI30AMpPAT OT Kp'bIa C IIPOM3BeAeHIs, KOITO ce 0POpMsI.

Haii-pannuTe nnpumMepu, B KOUTO IIpO3padyHa MaTepus ce II0sIBsBa B
3aI1a4HOTO M IIO-TOYHO B UTaAMaHCKOTO M3KYCTBO, Aatupart ot XII B.
U ca IIpeACTaBeH! B MKOHOTpadCKIsl KOHTEKCT Ha Pa3IpOoCTpaHeHuTe
B Mtaaunsa >xusonncsanu Pasmsatnsa®. Caeapal etarn ca IpUMepU OT
XII B. (a 1 caea ToBa), B KOUTO XPUCTOC € IpeAcTaBeH ¢ IIpo3padyHa
Iepu3oMa B KOMIIO3UIIMHU, cBbp3anu cbe CTpacture XpUCTOBM —
HanpuMep B Onaaxsane namu buuysane, a BU3aHTUIICKOTO BANSHIe

23 Mouriki 1991: 166.

24 Hampumep B mosariknte B, Xocuoc Aykac” B Aadnn, B crenonucure 8 ,Cs Codusa” B Oxpug,
B nkoHu ot CuHaii, a ChIIO U B HAKOM IaMeTHUIM B Vtaans. OcobeHo MHTepecHa e 1 M3BecTHa-
Ta ABycTpaHHa 1KoHa ¢ boropoanuria I'ankoduayca ot manactupa ®uaoreir 8 Cs. ropa, Mouriki
1991: 165-169.

25 Vlatocrpanym ca npeacrasenu B Mouriki 1991: 172-173.

26 Bx. mpumepn B Mouriki 1991: 158.

27 VnTepecHo e aa ce oTOeAeXM, Ye B cAydast CTaBa AyMa 3a Ase PasIiaTus, KOUTO Bee Olrle CTOAT
Ha AVICTAHIIUS OT BU3AHTUIICKUTE MOAeAM, IpuA0OMBaIIU roAsMa MOy ASPHOCT B UTAAMaHCKO-
to u3Kycrso 1pes XIII B. Tosa ca Pasmaruero or Capuana (1138 r.) u Pasnstuero, pucysaHo ot
Aabepro Cormuo 3a Kategpaaara B Crioaeto (1187 r.) (Driscoll 2014: 230-237, fig. 12.1, fig. 12.4).



@wur. 5. Magona aea Inaepuo, kareapaaa Canra @ur. 6. VIxona boropoauna ¢ Maajenena,

Mapus Acynra, Kosenna, Mraaus. Caumka https://  1wbpksa Can Ppanuecko, Asepca, Vraaus.

www.diocesicosenza.it/arcidiocesi/la-patrona/ Crnmxa http://www.andriarte.it/Cattedrale/
documenti/Icona-VPace

B HJKOU OT Te3U IIPUMEPHU € sICHO 4010BUMO>. KbM U3KYCTBOTO OT
Havaaoto Ha XIII B. MO>Ke ga ce gaTupa 1 ITOsIBaTa Ha M300pa keHIs
Ha MaageHella c mpo3payHa oJeXJa B 3allagH!U IIpUMepH, a KaKTo
u3TbKBa /. Mypuku, BeposITHO cTaBa AyMa 3a ABYCTPaHHM BAVSHILS
MeXXAy 3allaJHOTO M3KYCTBO M BusanTmsa*. ABTopKaTa yTOUHsBa,
9e KOraTo BbB BU3AHTUIICKNTE IpousseaeHns (1 To mMeHHO ot XIII
B. HaTaTbK) ITpo3padyHara ojeXda Ha MaajgeHelrla e eKCIIAMIIUTHO
npeAcTaBeHa (KaTo HallpyMep B CMHaliCKuTe UKOHU ¢ boropoauia

28 Hampumep uxona ¢ Onaaksane n Cansane B Aga ot ernuctua, Hanmonasen myseit Ha Ila-
aepmo, XIII B. (Belting 2001: 303-304). Apyr npumMep e nkoHa ¢ buaysane Xpucroso (0x0a10 1280—
1285 I.), 3a KOSITO Ce TIpearioAara, 4e e pucysata ot Unmabye nau JAyqo, anec 8 The Frick Collec-
tion, Hio Vopk (https://collections.frick.org/objects/380/the-flagellation-of-christ). Kem cpIoro
BpeMe gaTupa 1 eaHo panHo Pasmarue Ha Jydo — Pasmatuero Ogeckaaku, B koeTo XpUCTOC C
Ipo3payHa Iepu3oMa e 1300pa3eH Bce Ollle KMB Ha KP'bCTa, CAeABaiiKy II0-paHHaTa MKOHOTIpa-
Just na Christus triumphans, kM Kos1T0 ca n Pasmsitusra ot 6ea. 15, Bellosi, Ragionieri 2003: 7-9.

29 Mouriki 1991: 168-170.
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Muaexonmrateanniia nau boropoauna Oaurntpus, a KbM TO3U KP'br
ot naMetHunu /. Mypuku npuo6irjasa 1 HeceObpcKaTa MKOHa), CTa-
Ba AyMa 3a BAMAHUA OT 3anaa’. ToBa npeanoaoskeHne 3acay>Kasa
110-3a4bA004YeH KOMeHTap U IIpuBANYaHe Ha olle pumepu. Tyk
Ile IIpUBeAeM CAeJHNTe IPoM3BeeHNs: eAHa NKoHa ¢ boropoauia
1 Maagenernia, nssectHa kato Madonna di san Guglielmo ot Mog-
TeBepaxuHe, IOxHa Vtaans, nssectnata Magona gea I[lnaepuo ot
Kareapasaara na Kosennia, IO>na Vtaans, nkona c boropoauria or
Aspepca, IOxxna VMTaansa®, a cbIlo Taka 1 CTEHOIIMCUTE B CKaAHaTa
ubpksa ,,Cs. Hukoaa” B Moroaa, 6anso 40 Tapanro®. B mbpsute
TpU IpoU3BeAeHILs], KOUTO n3o0passBaT boropoguna Maexonura-
TeAHUIla (IIpU TOBa TUIBT e Jekcuokparyca, HO400HO Ha eAVH OT
CHHaVICKNTe npuMepn??), MaageHe1rbT e IIpeAcTaBeH C IIpo3padyHa
04e3K4a, KaTo caMO B MKOHaTa OT MoHTeBep K1He XpUCTOC OCBEH C
IIpo3paydHa oJeXaa e 1 ¢ xuMatuit. V Tpurte TBopOM geMoHCTpupar
IoJ4yepTaHo BU3aHTUMHM3Mpal ctua. Karo ce nma npeasug Bans-
HueTo, KoeTo cuHavickuTe nkoHu ot XII n XIII B. okazBat BbpXy U3KY-
CTBO, Cbh34aBaHO Ha TepuTtopu:Ta Ha IO>xHa VTaans ocobeno ot XIII
B. HaTaTbK>*, MOXXe Aa ce IIPeAIIOA0XY, 4€ MOAEeAbT C Boropozmua
MuaexkonurareaHuiia u XpuUcToc ¢ Ipo3padHu OAeKAM BCHIITHOCT
Bb3HMKBA ITbPBO BbB Br3aHTIsI 11 BlIOCA€ACTBIE Ce pa3IpOCTpaHsBa
B IO>xHa Vraamsa ypes sansHmueTo Ha ukonu ot Cunaii. 3a pasan-
Ka OT CMHAJICKITe IIPOU3BeJeHNs], B KOUTO, KaKTo Oellle M3THKHATO,
oaexaaTa e IIpeAcTaBeHa KaTo pexaBo U3ThKaHa MpeXka, TO B UTaAu-
aHCKITe IIpMMepPU Ts e CbBCeM AeANKaTHO 1300pa3eHa upe3 MHOTO
TBHKU U PpUHM OeAy AMHUNL.

PasanyeH 11o cBosiTa UKOHOTpa(usl IpUMep e CTeHONCBT B MoTo4a,
aatupat B XIII B., HO He e yTOUHEHO AaAM OT Ha4aAO0TO MAU B Kpas
Ha BeKa®. 3a pa3AMKa OT MKOHUTe OT VITaans, KOUTO BepOsTHO ca
MIOBAMSIHM OT CMHAlCKUTe M eKonnTaTeAHNIIN, TO Ta3n Pppecka
BB3IIPOU3BEKAa HAKaKbB APYT, U3ryoeH gHec oOpasell. JdonupHuTe
TOYKM C HaIllaTa MKOHA ca HAKOAKO: TUITBT e Ogurutpust, Maagenerrst
e IIpeJCTaBeH I10AyAerHa, IpUAbp>KaH OT pblieTe Ha boropoaniia,

30 Mouriki 1991: 169-170.

31 Tasu uxona e nmybaukysana ot Baaentuno ITage — Pace 1982: 185.
32 Pace 1985: 278 1 mocoveHarta TaM AUTeparypa.

33 Mouriki 1991: 172.

34 Stubblebine 1966: 85-101.

35 Pace 1985: 278.



®ur. 7. Vxona Boropoauria ®@ur. 8. Crenonnc boropoaniia c Maagenerna,
MAeKOHI/ITaTe/lHI/ILIa Cc MAa,a,eHeua, I'bpKBa ,,CB. HI/IKO/Ia”, MOTOAa, Uraans.
Museo abbaziale di Montevergine, Crmmka /. Jomosercku

Mepkoasno, taans. CauMka

https://commons.wikimedia.org/

wiki/File:Maestro_campano, _

madonna_allattante_detta_di_san_

guglielmo,_1200-50_ca._%28museo_

dell%2yabbazia_di_montevergine,

mercogliano_-AV%29_o1.jpg

0JeXAUTe My Ca IIpO3padHy, 1oraeasbT My e BIlepeH Hamped, a He
KbM Mapusi, ascHata My pbKa e npeacraBena 0aarocaassama. Vima
U HAKOU pa3auku. B crenomnuca e npeacrasena 1s4ata gpurypa Ha
Bboropoaunia, nzoopasena ¢ yepsen madopuit. ChIIo Taka Kpakara
Ha Maageneria B Hece61;pCKaTa VKOHA Ca YBUTU B OpaH>KeB XMMaTUI,
a B CTEHOIIICA Te Ca IIOKPUTU C IpO3padHaTa ThKaH, IIOKpUBaIla U
OcTaHaJaTa 4acT OT Ts140To My. JeTaiabT ¢ AsBaTa pbKa Ha XpUCTOC
B IKOHATa e pas3pyllleH, a B cTeHonuca MaaJeHelrbT e n3o0paseH
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ABP>Kalll 3aTBOPEH CBUTHK C Ta3! pbKa. IIpuBaekaTeaHO e mpeario-
AO0XK€EHNETO, 9e CTeHONUChT B MoTo2a 11 HeceObpcKaTa MKOHa CAeABaT
00111 oOpaser;. Moxke ga ce IpeAII0A0XKH, Ye IMo400eH 1AM CXOAeH
MogeA e 1toassaH 1 B Magona au KacreadpuopeHnTnHo, pucysaHa ot
Unmabye 1 mpuTeskapaliia HAKOVM CXOAHM UKOHOTpadpCKU peleHns
¢ HeceObpcKkaTa nKoHa*. CpIrjo Taka ¢ppeckara ¢ boropoaniia B Mo-
TO/a € eAVH OT MaAKOTO O0pa3y ¢ TPBIIKYM HAaAIMCU B CTEHOIVICHA-
Ta IIporpaMa Ha ITbpKBaTa (OCTaHAaANUTe HAaAIIMCH Ca Ha AaTUHCKN),
KOETO Ollle II0BeJye HacOuBa KbM IIPeAII0A0KeHIeTO 3a I1013BaHe Ha
BU3aHTUIICKU oOpaser. CTeHONUCBHT AeMOHCTPMpa ChIIIeCTBYBaHETO
rpes XIII B. Ha HAKaKbB BapMaHT Ha OAUTUTPILS, B KOWITO XPUCTOC €
IIpeACTaBeH C KOMEHTHpaHNUTe MKOHOTrpadcku ocodeHOCTN. B mipo-
yuBaHM:ATa 3a ITaMeTHIKa e M3Ka3aHo IIpeAIl0A0XKeHNe, e B Te3!
CTEHOIVICH MIMa BAMSHIME OT KUITbpCKaTa >KMBOIINC I MOXKe Ja ce
IIpeAIloA0X!, Je cTaBa AyMa 3a oOpasel], KOITO IT0400HO Ha CH-
HayickuTe MeKonuTaTeAHUITM Bb3HUKBA UAM Ce pasIpoCTpaHsBa
oT nepudepHUTe YacTy Ha BusanTus.

VnTepecHo e Aa ce oTOeAexu, ye sIBHO, B 3allaJHOTO M3KYCTBO MKO-
HorpaduaATa Ha MaageHella ¢ mpo3padyHa OJeXJa HaxAyBa I ce
pasnpocTpaHsaBa IMIMPOKO 3apaau aconuanusATa ¢ Pasnaruero u
KpbCTHaTa CMBPT Ha Xpucroc. BeposTHO cTpeMexXxsT 3a mpeacTassi-
HEeTO Ha roA0TO TsA10 Ha MaajgeHeria HacouBa KbM Bb3IIpMEMaHeTO
Ha pellleHNeTo C Ipo3padyHaTa odeX4a. B saragHoTo u3KycTBO Tasu
MKOHOTpadCcKa AMHNS 3HaYUTeAHO ce ycAoKHsABa mpe3 XIV B., a mpu-
MepuTe ca MHOroopoiHu. AupekrHaTta cbliocTaBka Ha Maageneria
C Ipo3paydHa ogexXJa U u3o0pakeHus Ha XpUCTOC Ha KpbCTa A
Xpucroc B rpoba B HAKOU MPOM3BeJeHNs” e HallbAHO AOCTaThbuHa

36 3aMagona au Kacreapuopentuno sx. 6ea. 14.

37 MHTepecHo e aa ce oTOeaexxy, ye cTaBa AyMa OOMKHOBEHO 3a MaA0pOpMaTHI IIPOU3Be AeHIIS,
IpedHa3HayeH! SIBHO 3a AMYHO 11043BaHe. EavH Tpuntux ot nocaeanara uetsbpt Ha XIII B. (aHec
B Gemaldegalerie, bepaun), mpomusxoxaany ot Vraaus, B leHTpaaHus IaHeA ripeAcTassa Mago-
Harta ¢ MaajeHena. Xpucroc e 1300pa3eH ¢ Bbp3aH IIpe/, IusTa I14a1l, KOMTO pa3KpuBa rolara
TOpHa YacT Ha TAA0TO. BBpXy AsACHOTO Kp1A0 Ha TPUIITHXa ca M300paseH! ejHa Haj, Apyra KOM-
nosunymre Pasrisitie n bruaysane, B konro Xpucroc e ¢ mpo3padHa IlepusomMa. Tyk roaorara Ha
Maageneria BepOSTHO He e CAyJaiiHO ITpeArioyeTeHa 1 He e CaMO KaHpOB AeTalil, a e BbBAedeHa,
3a 4a IIoAuepTae YoBelIKaTa Ipuposa Ha Xpucroc. VIHTepecHo e ChIIo Taka Ja ce 0TOeAexX, ye
MKOHOTPapCKIUAT MOZAeA, M3II0A3BaH TYK, € CBINNAT, U310A3BaH mpu Magona au Kacreaduo-
peHTHHO, oTOeAs3aHa B Oea. 14. OTOeas3BaMe ChIIIO TaKa, Ye B 5KecTa, ¢ Koiito boropoaniia a4bp-
K1 C ABe pblie MaageHella, MMa HAKOU CXOACTBa C XecTa Ha boropoauiia B HeceObpckaTa MKOHa.
Or Havazoto Ha XIV B. e equn aunitnx Ha Cumone Maprunn u JAuno Memn, anec 8 mysest Horne,
®aopennms. AepusaT nanea (pucysas ot Auno Memu) npeacrass Maaonara ¢ Maagenena, uso-
OpaseH C ro4a ropHa 4acT Ha TsA0TO, HO Beye ce II0sBsIBa 1 IIPpO3padHa OAeXKAa, IT0aBallia ce 1104,
xutoHa My. Adecunsar nanea (pucysan ot Cumone MapTunm) rpeacrass roAus TOpc Ha XpucToc



®@ur. 9. Tpuntux Magonara c Maagenenia, XpucToAOTMYHY CLIEHU U CBETIIH,
Kaprunna rasepus1, bepann. Cuumka /. JomoseTckn

Aa cp0yAu y BApBaIINs TOYHO OIIpeJeAeHN acolMaTUBHY BPB3KU U
BBB BCAKO APYTO Ipou3seJeHne, B KoeTo MaajeHeIrbT ce MosiBsiBa C
IIpo3payHaTa 04eXAa, TS 4a HalloMHM 3a Pasrisatuero nan cMbprra
Ha Xpucroc. OcBeH TOBa IIpo3payHaTa 04e’KJ4a He caMO BU3yaAHO
HaIlIOMH: 3a IIpO3payHaTa MaTepus Ha Ilepu3oMaTa, HO 4pe3 Hesl ce
aK1leHTHpa BbPXy roaoTara Ha Maagenena, sbpxy Herosoro yosernixko
Ts140 U Ce U3ThKBa 1AesiTa 3a HerosaTa yosenika npupoaa.

B To3u xpaTbk 0030p KbAe O Moraa Ja ce cuTynpa HeceObpckara
ukoHa? JeiicTBUTeAHO, e AMHCTBEHVAT IIPSIK aHaAOT 110 OTHOILIeHIe
Ha MKOHorpadusirta ca creHonucsrT B Moroaa u Magona au Kacrea-
(¢puopenTnHO 1 Te MOACKa3BaT 3a ChIECTBYBaHETO Ha MOAe, KOMTO
Ma CBOeTO pasiipocrpanenne B VMraans. KbM TO31 KpbI TaMeTHUIIN
BepOATHO IIpMHajAeX! U HeceObpcKaTa MKoHa. Jaan obaue Ts He e

B ['poba. VMHTepecen npumep e eana tBop6a ot Kpas Ha XIV B. Ha ®panueckydo I'cn, aHec BB
BatukanckaTa nunakoreka. ITpoussegennero e pasjeaeHO KOMIIO3ULIMOHHO Ha ABe: B TOpHaTa
1040BIMHa e n300paseH MBPTBUAT Xpucrtoc B I'poba ¢ gBa anreaa, a goay Xpucroc Maagenery
A€XU Ha 3eMATa, YBUT B TPO3PadeH I14all U C IIPOTeTHaTa PhKa, 0TA180 My ce IOKAaHAT aHTeAl,
a otascHo Mapus u Mocud. Jdatuposkute u arpulyiysra Ha TpOU3BeAeHIATa Ca Bb3IPUeTH OT
aHOTAI[UNTe Ha CHOTBETHUTE My3el, B KOUTO TBOpOMTe ce ChXpaHsABaT.

-
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IIOBAMSIHA OT IIPOHMKBAHeTO Ha 3allalHM BapMaHTU Ha TO3U MOJe,
aKO TOI € BM3AHTUIICKI, AN AaAU TO3M MOJE/ He € HaITbAHO 3alia-
A€H, ca ABe BePOsITHU IIpeAIi0A0KeHn:. B mo-pannuTe BU3aHTUIICKA
tBopOM ot XI 1 XII B. mpo3pauHara odekda AMCKPETHO e IIpech3ia-
AeHa, a B npumepurte ot XIII B., KbaeTO eKCIIANIINTHO e IIpeJcTaBeHa
1AV BB BapMaHTUTe, B KOUTO e 1300pa3eHa 1104 XUTOHA UAN TYHMU-
KaTa, Ts ce pa3AMdaBa OT HeceObpcKaTa MKOHa. B pasraexaaHoTo
Ipou3se eHne Ipechb3gaBaHeTO Ha Ipo3padHaTa MaTepiisl e pelle-
HO 10 e4VH I10-CBOOOAeH HaulH, KOITO MOXKe Ja Obje cpaBHsIBaH
11o-ckopo ¢ npumepu ot IOxna Vraansa. Moxe aa ce mpearioaoxu,
Je BepOsITHO MKOHOTpaduATa Ha HeceObpcKkaTa MKOHA € ITOBAVSIHA
OT HaX/AyBaHe Ha BAMsHMe B IIOCOKa OT Jarnad KbM BusanTtus. B pas-
r1eKAaHOTO IIpou3BeeHNe njesATa 3a Xpucroara CMbPT € ABOVIHO
M3paseHa: ypes I1o3aTa I Upe3 oJdeKJara, pa3Kpupallla JoBellIKaTa,
T.e. CMbPTHa IIpUpoJa Ha XpUCTOC, IToKassaliku Herosoro roao rs4o0.
ITo oTHOIIIEHNe Ha AaTMpOBKaTa Ha HeceObpcKaTa MKOHA BEPOSITHO
Hall-IIpaBAOIIOA00HO e Aa ce mpueMe gaTupase B kpas Ha XIII - Ha-
yaaoto Ha XIV B. IIpeacraBenure npumepn B craTuATa IIOKa3BaT
LIMPKyAMpPaHeTO Y MyATUIIAMIIMPaHeTO Ha MOJeANTe OCHOBHO ITpe3
TPUHaAeCeTOTO CTOAeTHe U IT0-CKOPO KbM Kpasl My, HO KaTo ce Mart
IIpeABIJ, HAKOM OCOOEHOCTH B CTMAa Ha MKOHAaTa, 3acAy>KaBalliy OT-
A€AHO Ipoy4YBaHe, AaTHpaHe KbM YeTUPUHAAECeTOTO CTOAEeTHE ChIIIO
€ HaII'bAHO Bb3MOKHO.
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The Diaphanous Garment of Christ in a Nessebar Icon.
Migration and Transformation of Meaning between
Byzantium and the Medieval West

Lyuben Domozetski

The icon of the Theotokos with the epithet Sovereign Lady of Life origi-
nates from Nessebar. In this icon, Christ is presented in an unusual ico-
nography — His pose is semi-recumbent, and His tunic is diaphanous. The
article examines the development and spread of the iconography of the
diaphanous tunic of Christ in both Byzantine and Western European late
medieval art. Several icons from Sinai and South Italy representing similar
vestments are highlighted, as well as the frescoes in San Nicola church in
Mottola, South Italy. It can be assumed that probably the iconography of
the Nessebar icon was influenced by influences from the West towards
Byzantium. In the icon the idea of Christ’s death is doubly expressed:
through the pose and through the garment revealing the human, i.e. mor-
tal nature of Christ.



Composite Icons in the Collections of
Bulgarian Museums and Monasteries

Dorota Zaprzalska®

Jagiellonian University

Abstract: The paper presents a group of icons dating from the 14™ to the 19" century
from Bulgarian museum collections and monasteries that follow the definition of a
“composite icon” as proposed by Panayotis L. Vocotopoulos, who coined this term for
icons consisting of two separate panels of a different size inserted one into another.

Keywords: inserted icons, Orthodox painting, Bulgaria, cult, re-use of icons

The theme proposed for this edition of Art Readings emphasizes the
idea of art as a continuous process of changes within the function,
form, or use of art objects. This study? focuses on one unusual way

1 Dorota Zaprzalska is a PhD student at the Jagiellonian University’s Doctoral School in the Humanities
(Krakow, Poland) and received her BA and MA in Art History from the same university. Her research
interest is focused on icons, particularly their use and re-use, and her PhD project investigates the phenom-
enon of so-called ‘composite icons’. Email: dorota.zaprzalska@doctoral.uj.edu.pl

2 This paper is a result of my research stay at the Centre for Slavo-Byzantine Studies “Prof. Ivan
Dujcev” of Sofia University “St. Kliment Ohridski” in February-March 2023 that was possible
thanks to the exchange programme for students and scientists as part of bilateral cooperation
by Polish National Agency for Academic Exchange NAWA. I would like to thank everyone I met
in the Centre, especially my colleagues Svetozar Angelov, Rumyana Decheva, Albena Milanova
and Alexandra Trifonova, for their daily help as well as the director Vassya Velinova for creating
perfect conditions for me to work on my project. I would like to express my gratitude to
everyone who helped me with my research during my stay in Bulgaria, in particular Ivanka
Gergova, Aleksandra Michalska, Angel Nikolov and Biserka Penkova for their help in con-
tacting and visiting the monasteries outside of Sofia itself. I am grateful to the organizers of
the conference “Art Readings” for the opportunity to discuss the results of my research and
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Fig. 1. Icon of Sts. George and Demetrios
with scenes from their lives (inv. No. 3140).
National Church Museum of History and
Archaeology, Sofia. Photo I. Vanev
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Fig. 2. Reverse of the icon of Sts. George and
Demetrios with scenes from their lives

(inv. No. 3140). National Church Museum of
History and Archaeology, Sofia. Photo I. Vanev

of reusing icons by inserting them into or adding larger panels. This
phenomenon has been noted by Panayotis L. Vocotopoulos, who
coined the term ‘composite icons” and cvvOéTec etkovec respective-
ly in the English and the Greek version of his article and where he
gathered a significant number of icons of this category dating from
the early Palaiologan period to the 19" century?. At the same time he
was well aware of the fact that composite icons are certainly more
numerous than those he had been able to include in his study. Vo-
cotopoulos included one example from present-day Bulgaria — an
icon of Sts. George and Demetrios with scenes from their lives held
at the National Church Museum of History and Archaeology in Sofia

to all the participants for their valuable comments.

3 Vocotopoulos 2000; Vocotopoulos 2002. The term “composite icons” (cocmasnu ukonu [sastavni
ikoni]) was used as well by Konstantin Totev, who by this term defined small steatite icons as-
sembled together or decorating the frames of larger icons, see Totev 2021: 121-128; 226-237, nos.
45-48. Although this phenomenon is also based on the idea of insertion, in this paper I follow
Vocotopoulos’s definition of a composite icon, see: Vocotopoulos 2000: 5. Therefore, the material
included in this paper is restricted to those examples in which the larger icon is a wooden panel
with figural decoration. Icons of this type were also noted by Oleg Tarasov, who proposed a Rus-
sian term vrezok, see Tarasov 2002: 304-311; Tarasov 2011: 180-181. See also Mosunova 2007.



(Fig. 1 and 2)*. This paper aims to analyse further this example with
special attention being paid to the act of adding a larger panel. It also
presents some other icons from Bulgarian museum collections and
monasteries that follow the Vocotopoulos definition of a composite
icon, or where their form suggests that they once contained an insert-
ed image, therein enriching the group of known icons of this type.

The above-mentioned icon (Fig. 1 and 2) was published for the first
time in 1929 by Ivan Goshev who mentioned that it comes from the
Church of the Mother of God in Sozopol’. The central representation
is a separate relief wooden icon depicting Saints George and Deme-
trios on horseback. It is surrounded by a wide purple frame with
floral decoration in low relief and a larger panel, acting as another
frame, with scenes from the life of St. George, in some of which the
image of St. Demetrios is also included®. The lower part of the icon
is in bad state of preservation, the scenes that were originally in the
lower corners are now irretrievably lost.

As rightly noted by Vocotopoulos, the icon has been discussed by
various scholars while the dating of the icon is much debated — with
the proposed dating of the inset ranging from the 10" to the 15"
century’. Atanas Bozhkov has even suggested that the ornamental

4 Inv. no. 3140. The icon measures 85.2x80.5 cm, while the inset icon measures 29x29 cm. I am
grateful to the National Church Museum of History and Archaeology for allowing me to see the
icon and providing me with excellent photographs.

5 Goshev 1929: 4-6. The icon was added to the museum collection in 1928 and underwent conser-
vation by Asen Belkovski between 1929-1930, see Prashkov 1985: 82; Kuneva 2014: 34, footnote 5.

6 The outer panel was recently analysed by Tsveta Kuneva, see Kuneva 2014. Both saints are
depicted in the scenes of interrogation and imprisonment.

7 Ivan Goshev dated the relief icon to the 10" or 11" century, see Goshev 1929. Todor Gerasimov
suggested that it was produced after the 12" century, see Gerasimov 1965: 68. Krastyu Miyatev
moved its dating even further to the 14™ or 15" century, see Miyatev 1966: XCII, no. 110, although
he was not specific whether he meant exclusively the relief icon or in conjunction with the larger
panel, this general dating appeared also in the exhibition catalogue of 1964, see Miyatev 1964.
This dating (i.e. the 14"/15" c.), but for the larger panel, was repeated after Miyatev by Temily
Mark-Weiner in her PhD thesis, see Mark-Weiner 1977: 81, no. 85, pl. LIL Vasil Pandurski dated
the relief icon to the 10" — 11" centuries and the larger panel to the 15" - 16" centuries, see Pan-
durski 1977: 14, 387, no. 1-2. Kostadinka Paskaleva proposed the end of the 15" century for the
relief icon and noted that the dating of the icon is arguable, see Paskaleva 1981: 84-85. See also
Paskaleva no date (=Paskaleva 1989): 38; Paskaleva 1987 (=Paskaleva 1988), no. 19. Similarly, Lyuben
Prashkov proposed the 15" century for the relief icon and the 16™ century for the larger panel, see
Prashkov 1985: 82, no. 23. Prashkov 2000: 78. Atanas Bozhkov mentioned the icon in his various
publications and dated the relief icon to the 10— 11" century and the larger panel to the 15" — 16"
century, see Bozhkov 1969: 54, no. 20 (=Bozhkov 1974: 58, no. 20); Bozhkov 1977: 11; Bozhkov 1984:
379, 398, 439, 512, nos. 356, 358; Bozhkov 1986: 18-19, no. 2; Bozhkov 1987: 166-167, 192, nos. 179-180.
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frame was created separately and dated it to the 12" or 13" century?,
which is doubtful since both frames are painted on a single piece of
wood and therefore it is more plausible that they were conducted at
the same time. In most recent publications, the relief icon is dated to
the end of the 13™ century or the beginning of the 14™ century, while
the larger panel is dated to the 16" century®. This dating is repeated
as well in the catalogue notes of the most recent exhibitions™. This
icon certainly requires further research with any final determination
as to the dating going well beyond the scope of this paper, whose
focus is rather on the form of the icon and the act of insertion itself.
Since the larger panel is thematically connected to the inset, and the
artist even added unusual representations of both saints to some
scenes from their lives, it can be stated with a high degree of proba-
bility that it was created for this specific inset. Therefore, one crucial
question must be asked — what was the reason? Krastyu Miyatev
has proposed that the relief icon was in poor condition and the addi-
tion of a larger panel was meant to protect it from further damage™.
Composite icons indeed sometimes appear in publications together
with the methods employed to keep icons in good condition*>. Nev-
ertheless, as I have argued elsewhere™, their unusual form appears
to be something far more than merely a method of renovation. In the
case of our icon special attention should be paid to the internal frame
with floral decoration that constitutes a visual border between the
inset and the surrounding scenes.* This internal frame is an element
almost entirely omitted by Vocotopoulos, and yet something that is
in fact crucial for my considerations as it appears in many composite
icons, an example being the composite icon from Vatopedi Monas-

8 Bozhkov 1984, p. 379, no. 356, 358; Bozhkov 1987: 192, nos. 179-180. This assumption appeared
as well in his other publication, with dating for the 13"/14™ century, see Bozhkov 1986: 18-19, no.
2. See also Pandurski 1977: 14.

9 Elka Bakalova proposed that the relief icon is from the late 13" or early 14" century, while the
larger panel from the 16" century, see Bakalova 2000: 126. Recently Tsveta Kuneva analysed the
vita scenes and compared them to a different icon in the same museum (no. 3919) depicting St.
George with scenes from his life. According to her, the dating can be even moved forward to the
end of the 16™ or the very beginning of the 17" century at the latest, see Kuneva 2014: 34.

10 See Gerov 2001 (14" (relief icon) and 15"/16™ c. (larger panel)); Lozanova 2003b (14" (relief icon)
and 16" c. (larger panel)); Hadjiev 2007 (13%/14™ c. (relief icon) and 16™ c. (larger panel)).

11 ,KoraTo uxonara e 6maa Beue JocTa IOBpeeHa, C Iied 3a I0-400po ChXpaHeHe, T e O1aa
BAO€Ha B CpeJaTa Ha II0-ToAsIMa A4bcka”, after Miyatev 1966: XCII, no. 110.

12 Acheimastou-Potamianou 2002: 154-155, Tourta 2010: 220-222.

13 See Zaprzalska forthcoming.

14 On the roles of frames, see especially Peers 2004; Tarasov 2011: 27-70. See also Zaprzalska forth-
coming.



tery consisting of a bilateral steatite relief icon from the 14™ century
set within a wooden panel in the 16™ century™. Similarly to the icon
at the National Church Museum of History and Archaeology, the
internal frame accentuates the interplay of two techniques — a relief
inset and a painted embedding icon in tempera on wood — and sep-
arates two panels visually by emphasizing the inset. It seems that
such insertions were driven not only by care for the material side of
the icon inset, but equally out of the desire to draw attention to it.

The individual or persons responsible for adding the larger panel is
unknown, but it seems that they have left their trace on the icon. The
lower part is damaged, however, one interesting detail has survived
— traces of an inscription, better visible in the illustration published
by Paskaleva who reads it as TOY AOYAOY TOY ©EOY ... This
was clearly followed by the name of the icon donor. Due to the cur-
rent state of preservation, it is difficult to establish whether it was
preceded by any word, if so, it was most likely AEHXIY and thus it
would constitute AEHZIXZ TOY AOYAOY TOY ®EQOY (Prayer of the
Servant of God)”. We cannot establish with any degree of certainty
whether the inset was a personal possession prior to the act of in-
sertion, or whether it was perceived as a miraculous image, old, or
particularly valuable. Nevertheless, we can assume that it was con-
sidered important enough to be preserved and visually accentuated.
The relation between the relief icon and the larger panel is similar to
that between a relic and a reliquary container serving for effective
presentation, veneration and transportation™®.

In Sofia there is also a 14™-century icon that possibly used to be a
part of a composite icon — an icon with Great Feast Scenes with a
rectangular niche in the centre kept at the National Museum of His-
tory (Fig. 3)*. The reverse depicts Christ Pantocrator, but the unusual

15 Loverdou-Tsigarida 1997. For other composite icons with internal frames (wooden or painted),
see Vocotopoulos 2000: 5-7.

16 Paskaleva 1981: 84-85.

17 As suggested in the catalogue notes for the exhibitions in 2001 and 2003, see Lozanova 2003b;
Gerov 2001. Such inscriptions appear in other composite icons as well, see, for example, an icon
from the Vlatadon Monastery in Thessaloniki with an inscription mentioning a certain Theo-
doros, see Tourta 2010: 220; Tourta 2018.

18 The comparison of composite icons to relics and reliquaries was made by Anastasia Tourta,
see Tourta 2004: 161; Tourta 2010: 228.

19 Inv. no. 29049. The icon measures 110x70-76x3.5 cm and the niche 26x19x1 cm. The icon was
published for the first time by Teofana Matakieva-Lilkova in 2001. She dated the icon to the 13"
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Fig. 3. Icon with Feast scenes
(inv. No. 29049). National
Museum of History, Sofia,
Bulgaria. Photo T. Dimitrov

Fig. 4. Detail of the Icon with Feast scenes (inv. No. 29049). National Museum of
History, Sofia, Bulgaria. Photo T. Dimitrov



rectangular recess in the centre of the obverse is the most important
feature of the icon for our considerations. It has been noted by scholars,
such as Teofana Matakieva-Lilkova or Ralitsa Ruseva, who speculat-
ed that the panel most likely contained a smaller icon in the centre.
Matakieva-Lilkova proposed that the empty field contained once a
representation of the Virgin Mary and mentioned that “it could have
been an older and valuable small icon that was additionally mounted
for that reason”*. Ruseva paid particular attention to this detail. She
compared the icon to those mentioned by Vocotopoulos and rightly
noted that the one in Sofia is an early example of a composite icon,
and also speculated that the panel most likely contained an icon of the
Virgin Mary holding Christ, but noted that it could have also depicted
Christ*'. Indeed, it is hard to establish with any degree of certainty
what was depicted on the smaller icon, but it seems that an image
of the Virgin Mary holding the Child would correspond well to the
Annunciation scene on both sides of the niche and create a symbol of
the Incarnation of Christ. If it was indeed a composite icon, then the
inset must have been very thin — its thickness was probably the width
of the niche, which is 1 centimetre (Fig. 4). Close examination of the
icon reveals that the sides of the niche are slightly trimmed inward
and we have traces of the red frame that surrounded the smaller
icon — an element that, as already noted in the other composite icon
in Sofia, visually distinguish the inserted icon.

Another, although much later example, one that most likely used to
be a part of a composite icon, is a frame with scenes of the Akathistos
Hymn dated to the 18" century and kept at the Rozhen Monastery
dedicated to the Nativity of the Virgin Mary (Fig. 5)*>. Due to the fact

or 14™ century and claimed that the reverse was probably contemporary, but repainted in the
18" century, see Matakieva-Lilkova 2001: 40-42, no. 10. The dating to the 14" c.entury was repeated
in most of the later publications, see Ruseva 2006: 113, no. 111; Ruseva 2016: 60-65. Recently the
icon has been carefully studied by Ruseva, who devoted a separate study to the icon where she
analysed the style and iconography of the twelve scenes and paid particular attention to the de-
piction of The Deposition from the Cross instead of the Pentecost, the choice of which, according
to her, was connected to the icon’s use in Good Friday processions, see Ruseva 2019. It cannot
be excluded that the icon was carried in processions, but it must be noted that it lacks any clear
traces of a shaft. It bears, however, traces of extensive use and veneration such as burn marks on
the wood. I am grateful to the National Museum of History for allowing me to see the icon
and providing me with excellent photographs.

20 Matakieva-Lilkova 2001: 40.
21 Ruseva 2019: 272-274.

22 It measures 79x123x3.5 cm and the central opening 26x32 cm. Icon reproduced in Bakalova
1990: 104. For the history of the monastery, see Kissas 1987.
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Fig. 5. Icon with scenes of the Akathistos Hymn, Fig. 6. Icon with Scenes of the Akathistos Hymn
Rozhen Monastery of the Nativity of the Mother (reverse), Rozhen Monastery of the Nativity of the
of God, Bulgaria. Photo: D. Zaprzalska Mother of God, Bulgaria. Photo: D. Zaprzalska

Fig. 7. Icon with Scenes of the Akathistos Hymn (detail), Rozhen Monastery of the Nativity

of the Mother of God, Bulgaria. Photo D. Zaprzalska
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that it depicts scenes of the Akathistos Hymn, it can be supposed
that the now empty rectangular space once housed an icon of the
Virgin Mary, as suggested by Biserka Penkova®. She also connected
it with the style of those that painted the nave of the katholikon in
1732, two of whom are believed to be the painters Anastasios and
Aleksios from Ioannina, and suggested that the icon was produced
by them?. It is difficult to establish how the smaller icon was attached
to the larger panel. There are no nail marks on the back (Fig. 6) and
there is an extra thin piece of wood attached to the lower part of the
niche (Fig. 7) — one possible explanation is that it was added because
the opening was initially too big for the inserted icon.

The panel is currently kept in the monastery’s treasury but in the
documentation for the years 1985-1989 by the National Institute for
Cultural Monuments (Hayuonarern uncmumym 3a namemuiume Ha
xkyamypama) kept at the National Institute of Immovable Cultural Her-
itage (Hayuonaren uncmumym 3a Hed6UXKUMO KYAMYPHO HACAICE0), it
is clearly listed with icons kept in the right side chapel (diaconicon) next
to the altar, known also as the parecclesion of St. George ([Tapaxauc
,Cé. I'eopzu”).?> Unfortunately, the exact location of the icon is not
specified. It is too big for the iconostasis preserved there, but there
is a decorated wooden structure on the left that serves as a door to
the sanctuary, now with an empty central space. Even though the
size does not correspond exactly to the size of our icon®*, we cannot
exclude the possibility that it was kept there.

23 Penkova 1989: 40.

24 Penkova 1989: 40; Gerov, Penkova, Bozhinov 1993: 98. More on the Akathistos in the nave, see:
Gerov, Penkova, Bozhinov 1993: 95-117. The authorship of painters from Epirus for the frescoes was
suggested by Anastasia Tourta, see Tourta 1997: 22; Tourta 1988/1989: 184-185. See also Gergova,
Popova, Genova, Klissarov 2006: 174-175; Gerov 2007: 31-32. Penkova suggested that the icon was
brought with those painters to Rozhen. However, we cannot exclude the possibility that it was
painted by them in Rozhen.

25 Inv. No. 401/1, see Klisarov, Kasabov, Tsvetkov 1988: no. 5.2. The icon is given the number
HUIIK 107 - 79.PM.LI-5.2 and described as Vix. boropoanuen Akarucr 78x123X3.5 cM, so it is
clearly the icon in question. See also Gerov, Penkova, Bozhinov 1993: 98.

26 Ihad the opportunity to examine the icon, but I was not allowed to enter that part of the
church. Therefore, I am relying on the measurements taken by Archimandrite Epifaniy Mihay-
lov (the opening is 120x85 cm while the icon is 123x78 cm). I express my gratitude to him for his
help during my visit to the monastery as well as to Metropolitan Seraphim of Nevrokopion
for his permission to see and photograph the icon. I would like to thank Biserka Penkova for
her help in planning the visit and to Ivanka Gergova and Aleksandra Michalska for helping
me reach the monastery and for accompanying me there.
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The next composite icon in a Bulgarian monastery, this time complete
and consisting of both an inset and a larger panel depicting together
St. George with scenes from his life, is kept and still venerated at the
Glozhene Monastery of St. George (Fig. 8)*. The revetment hiding the
smaller icon is not taken out, but the inset icon depicting St. George
was photographed by Ivanka Gergova in 1986 (Fig. 9)**. According
to her, the icon could be Ukrainian, probably of the late 18" century.
In 1826 a larger panel acting as its frame with scenes from the life of
St. George was added, as attested by the inscription®, and one year
later, in 1827, a silver revetment covering the inset entirely (Fig. 10)>.
The central icon is connected through the legend of the monastery’s
foundation?*. According to the legend, this icon of St. George the
Great Martyr came flying from Kiev to a cliff on the site where the
monastery is now located. The icon worked many miracles and its
fame reached a Kievan prince who arrived in Bulgaria and built at
that spot a monastery called The Kievan®. As Ivanka Gergova notes,
the legend could have been brought into being by the similarity be-
tween the toponym Kievo and the city of Kiev, but she also rightly
points out that: “The most significant aspect of the legend is the effort
to declare the icon of St. George to be a wonderworking one, thus
attempting to raise the status of the monastery as one established as
the result of a miracle”>. Indeed, the legend plays a significant role
in the authentication of the special status of the inset and thus its
owner — the monastery. It seems that the revetment and the gesture
of adding a larger panel had a similar purpose — the authentication
and visual enhancement of the inset. The revetment additionally rais-
es another issue — the inset is not visible, so the revetment appears

27 Icon reproduced in Chavrakov 1978: 74.1am grateful to Angel Nikolov for his help in reaching
the monastery.

28 Gergova 2016: Fig. 5.
29 Gergova 2016: 155.

30 This part of the icon is in a bad state of preservation, but the inscription was transcribed by
Petar Mutafchiev in 1931, see Mutafchiev 1931: 78. An element of particular attention is the name
of its painter that he reads as Joan Popovich from the city of Gabrovo, which is particularly strik-
ing given the recent suggestions that this might be in fact two different painters, on this aspect
see a paper by Alexander Kuyumdzhiev in this volume.

31 For the inscription on the revetment, see Mutafchiev 1931: 78.

32 The legend is known from two copies. One of them dated 1870, now lost, was published by
Mutafchiev in 1931, see Mutafchiev 1931: 74-75. Bonyu Angelov published a copy from the first
half of the 19" century, see Angelov 1981: 379-381.

33 On the evidence that the monastery was named Kievan and the entire area Kievo, see Stefanov
1992: 87-89.

34 Gergova 2016: 155.



Fig. 9. Icon of Saint George with
scenes from his life, Glozhene
Monastery of St. George,
Bulgaria. Photo I. Gergova

Fig. 8. Icon of Saint George with scenes from his life,
Glozhene Monastery of St. George, Bulgaria.
Photo D. Zaprzalska

Fig. 10. Icon of Saint George with
scenes from his life (detail - revetment).
Photo: D. Zaprzalska
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to enhance the appeal by creating a feeling of the uniqueness of the
hidden object. This example, although quite a late one, is particularly
interesting because the icon is still venerated, with the belief in its
special status still current. Possibly this aspect, so the present-day
cult of the icon, could be a fertile field for further research3.

To conclude, composite icons from museum collections and monas-
teries in Bulgaria represent a rather small and internally differenti-
ated group because they are chronologically and formally different.
Nevertheless, they have something in common — it seems that in all
the discussed cases the smaller icons were not added into already
existing panels, but rather instead it was the larger icons that were
added to them. They were most likely produced exclusively for the
insets since their iconographic programmes appear to be carefully
planned in order to refer to a specific smaller icon. Moreover, in all of
the above-mentioned examples the decoration of the larger panel is
arranged as separate narrative scenes and thus their form resembles
the so-called vita icons. Additionally, we can notice a certain variety
in the method of insetting smaller icons — in both the Sofia examples
the small icon is, or had been, inserted into a carved niche in the ob-
verse of the larger panel that is not visible on its reverse. On the other
hand, in the icon from Glozhene the larger panel takes the form of
a frame with an empty hole in the centre, so the back of the inset is
clearly visible on the back of the larger panel. The icon from Rhozen
was most likely constructed in the same way. The relation between
two panels is indeed complex in each example and provokes further
questions regarding the hierarchy of form and space in icons of this
type. I would like to recall one sentence from the call for papers for
this conference: “elements included in a new context [...] just as spo-
lia are transformed when they are inserted, so they do, to a certain
extent, transform the objects into which they are incorporated”. This
beautifully corresponds to the complex relations between the insert-
ed icon and the larger one. It appears to be similar to that between a
frame and a framed object, but the larger panel enlarging the inset
is at the same time far from being merely a frame — it seems to also

35 There are possibly even more icons that meet Vocotopoulos’ definition of a composite icon
in Bulgarian churches. Alexandra Trifonova has included in this category the icon of the Virgin
Mary with Twelve Great Feast scenes at the Church of the Dormition of the Virgin in Nessebar,
see Trifonova 2022. Due to the fact that the icon is highly venerated and partially hidden, I was
not able to examine its reverse nor construction and I am consequently unable to provide any
details on this work.



visually authenticate, or even create, the special status of the central
icon, thus producing the relation resembling the one between a relic
and a reliquary. Taking a closer look at the various composite icons
in Bulgarian museum and monastic collections allows one to note
the variety of composite icon forms while emphasizing the internal
diversity of this fascinating phenomenon that still requires further
research.
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Composite Icons in the Collections
of Bulgarian Museums and Monasteries

Dorota Zaprzalska
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The phenomenon of so-called “composite icons” was first noted by Panay-
otis L. Vocotopoulos who in his study included one icon of this type from
the National Church Museum of History and Archaeology in Sofia (inv. no.
3140). This paper aims to analyse further this example with special attention
being paid to the re-use of the older icon through adding a larger panel. It
also enriches the group of known icons of this unusual type by presenting
other icons from Bulgarian museum collections and monasteries with insets

preserved or icons whose form suggests that they once contained an insert-
ed image.



A l'ombre des fresques de Sucevita:

la spécificité iconographique des
peintures murales du monastere

de Dragomirna

In the Shadow of the Sucevita Frescoes:

The Iconographic Specificity of Wall Paintings
of the Dragomirna Monastery

Constantin 1. Ciobanu’

L’Institut d’Histoire de I’Art “G. Oprescu”

de I’ Académie Roumaine

Abstract: The process of disarticulation of the traditional iconographic program of the
nave — already begun at the monastery of Sucevita — finds its full realization at the
foundation of Anastasie Crimca in Dragomirna: this program — of Byzantine origin,
still established during the reign of Stephen the Great — first branched out by intro-
ducing new themes, with mystical or sophianic meanings (“Only Begotten Son and
Word of God”, “What shall we call you”, “In you rejoices every creature”, “The Hagia
Sophia — Wisdom of God” etc.), so that later — on the basis of other principles — it will
be united in the “bookish” synthesis of Dragomirna. Note, however, that this pressure
of the intellect and speculative thought on the image will not last long: with the disap-
pearance of the Movilesti dynasty, “erudite” painting will also disappear.

Keywords: Anastasie Crimca, artistic prototype, iconography, “In you rejoices every
creature”, “Only Begotten Son and Word of God”, Stroici, “What shall we call you”
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Les peintures murales du monastere de Sucevita concluent le long
processus de l’évolution des fresques moldaves qui a commencé
encore sous le régne d’Etienne le Grand. Fondée par la famille
des boyards Movilesti, dont plusieurs représentants ont accédé au
trone voiévodal, les fresques de 1’église de la Résurrection du Seig-
neur (Fig. 1) sont un véritable «chant de cygne» et un «testament
de l'art classique moldave»? (Paul Henry), y compris de la peinture
monumentale du 16° siecle. Les auteurs présumés de I'ensemble
de Sucevita, les peintres Ion et Sofronie, semblent étre des artistes
locaux, dont la main est également attestée dans une série d’icones
de Pingdrati. L’attribution et la datation des peintures de 1'église de
la Résurrection ont été établies grace a plusieurs sources. Au début
du 20¢ siecle, constatant la présence de Zamfira dans la peinture
votive et son nom sur 'une des pierres tombales de la chambre
funéraire, Eugen Kozak est arrivé a la conclusion que I'ensemble
mural ne pouvait étre exécuté que dans l'intervalle de temps entre
lI'intronisation d’leremia Movild, en aoGt 1595, et jusqu’a la mort
de Zamfira, en mars 1596°. Plus tard, cette datation — indirecte et
circonstancielle — fut confirmée par la découverte d’une note sur
la derniere page recto du «Tipik de 1431» de la bibliotheque du
monastere. La note mentionnée — découverte et reproduite par le
prétre Dimitrie Dan en 1923* — fut plus tard, en 1962, corrigée et
traduite par le slaviste Ioan Iufu. Son contenu est le suivant: «Le
vénérable hiéromoine Enoch l'ecclésiarque du saint monastere de
Sucevita, en I'an 7104 (=1596), le mois de juillet, 22 jours; cette égli-
se a été peinte par Ion Zugrav et Sofronie, son frere; et pristav — le
hiéromoine Visarion, hégoumene; au temps du bienveillant prince
Ion Ieremia voivode, avec la miséricorde de Dieu, seigneur de la
Terre Moldave»°. Sur la base de cette indication, la grande majorité
des historiens de I'art roumains (Victor Bratulescu®, Vasile Dragut’,
Constanta Costea® etc. a I'exception de Sorin Ulea’) ont daté les
fresques de Sucevita de 1596.

2 Henry 1984.

3 Kozak 1903.

4 Dan 1923.

5 Iufu, Britulescu 1966.

6 Iufu, Bratulescu 1966.

7 Drigut 1987.

8 Costea 2002.

9 Sorin Ulea datait 'ensemble mural de Sucevita du début du 17° siecle: Ulea 1961b.



Fig. 1. L'église de la Résurrection du Seigneur du Monastere de Sucevita. L'abside de 1'autel
avec I'image de I'Ascension du Seigneur

Fig. 2. L'église de la Descente du Saint-Esprit du Monastere de Dragomirna.
L'abside de I'autel avec I'image de I'Ascension du Seigneur
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En tant qu’iconographes, Ion et Sofronie connaissaient tres bien tou-
tes les subtilités des types iconographiques existants a cette époque.
Une influence importante sur leur création a été jouée par l'art po-
lonais de cette époque, en particulier par l'art du «portrait sarmate»,
dont l'influence se fait sentir dans les peintures votives de 'église
de la Résurrection du Seigneur. Le «portrait sarmate»'’ faisait partie
d’un courant plus général, appelée «sarmatisme», populaire parmi
la noblesse polonaise avec laquelle la dynastie moldave de Movi-
lesti était étroitement liée. Fondée sur la croyance que la petite no-
blesse polonaise (pol. «Szlachta») descendait en ligne droite du peu-
ple antique des Sarmates établi entre le Don et 1'Oural, ce courant
affirmait que la «szlachta» en avait hérité la vaillance, le courage et
le gotit de la liberté''. On ne peut pas non plus ignorer l'influence
de la peinture russe du milieu et de la seconde moitié du 16e siecle,
qui (dans ses variations moscovite, novgorodienne et pskovienne),
a travers les icOnes importées, a enrichi le répertoire des rédactions
iconographiques existantes en Moldavie a cette époque. Ainsi, sur
la fagade sud de Sucevita, nous rencontrons pour la premiere fois
une des versions de 1'image du Pokrov (le voile symboliquement
baissé par la Sainte Vierge pour protéger son peuple)'?. Cependant,
on sait que ce type iconographique, bien qu’il se référe a un événe-
ment de 'histoire byzantine, est d’origine russe. L'image de 1’Appa-
rition de la Mere de Dieu a Serge de Radonej et a son disciple Nikon
sur la méme fagade de l'église est également d’origine moscovite®.
Le penchant vers la spéculation mystique — auparavant rare dans la
peinture moldave — a trouvé son reflet le plus suggestif dans la re-
production a I'’échelle monumentale — dans la conque de I'abside sud
du naos — de l'illustration de I'hymne liturgique «Fils unique et Ver-
be de Dieu»' (Fig. 3). Cette illustration — qui est apparue pour la pre-
miere fois dans la célebre «Icone en quatre parties» congue et peinte
par un groupe d’iconographes de Pskov (Ostania, Iakov, Mikhailo,
Yakushko et Semion Vysoki Glagol’) pour I'église de I’ Annonciation
de la Vierge du Kremlin de Moscou (immédiatement apres 1'incen-
die de 1547)" — est un témoignage évident de la transformation du

10 Tananaeva 1979.

11 https://fr.wikipedia.org/wiki/Sarmatisme.
12 Lathoud 1932.

13 Ciobanu 2018: 468.

14 Ciobanu 2016.

15 Podobedova 1972.



Fig. 3. L'église de la Résurrection du Seigneur du Monastere de Sucevita.
Illustration a I'nymne liturgique Fils unique et Verbe de Dieu

Fig. 4. L'église de la Résurrection du Seigneur du Monastere de Sucevita.
ustration a I'nymne Comment t'appellerons-nous
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langage de l'icone, — phénomene — que traversa l'art russe sous le
regne d’'Ivan le Terrible.

On a longtemps considéré que les peintures murales de Dragomirna
(Fig. 2) ne sont qu’une émulation des fresques de la nef et de l'autel
de Sucevita. Ainsi, I'historien roumain Stefan Gorovei a caractérisé
les peintures murales de Dragomirna de maniere suivante: «Adop-
tant un modele consacré — ou apparaissent de maniere évidente,
d’une part, la tendance a chiffrer les themes religieux au moyen de
symboles, d’autre part, la tendance a animer les compositions au
moyen de pareils themes, en les plagant dans un cadre naturel, avec
des arbres, des fleurs, des animaux — les peintres de Dragomirna
se manifestent comme les successeurs de ceux de Sucevita, dont ils
continuent et approfondissent la création artistique, sans toutefois
réussir a la perfectionner et a 'élever a un degré supérieur. La pe-
inture de Dragomirna est une peinture d’épigones; on y distingue
les signes du maniérisme, du conventionnalisme plat et rigide des
décennies ultérieures»'®. A premiere vue, cette appréciation semble
étre — sinon totalement valable — du moins partiellement justifiée. A
Dragomirna on retrouve une réitération du programme iconogra-
phique de la nef et de l'autel de Sucevita: les votites, les conques, les
tympans et le registre supérieur du décor reprennent presque a la
lettre le répertoire de Sucevita: on a ici — dans les naos — les mémes
théories des anges, des prophetes et des apodtres, la méme «Liturgie
angélique», les mémes illustrations aux hymnes «Fils unique et Ver-
be de Dieu» (Fig. 3), «Comment t'appellerons-nous» (Fig. 4) et «En toi
se réjouit toute créature», et — dans l'autel — la méme immense «As-
cension du Seigneur» et le méme «Tabernacle du témoignage» avecla
représentation des éponymes des 12 tribus d’Israél”. Le cycle chris-
tologique de Dragomirna (Fig. 5-6) commence par la méme sceéne
du «Recensement de Quirinus» et — tout au long du déroulement de
la premiere rangée, jusqu’aux scenes de «La Résurrection de la Fille
de Jairus» et de «La Mission des Apotres» — il maintient la sélection
et 'ordre des épisodes de la célebre fondation des Movilesti'®. Dans
les rangées ci-dessous, cependant, la situation change. Le nombre de
scenes illustrant les cycles des «Miracles», des «Enseignements» et
des «Paraboles» du Christ (Fig. 7-8) est doublé. Ces cycles — avec les

16 Gorovei 2006b: 89.

17 Costea 1995: 72-73.
18 Costea 1995: 72-73.



Fig. 5. L'église de la Descente du Saint-Esprit du Monastéere de Dragomirna.
Les trois mages chez Hérode

Fig. 6. L'église de la Descente du Saint-Esprit du Monasteére de Dragomirna. Hérode
ordonne le meurtre de bébés; Le massacre des bébés
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Fig. 7. L'église de la Descente du Saint-Esprit Fig. 8. L'église de la Descente du Saint-

du Monastere de Dragomirna. La Parabole du Esprit du Monastére de Dragomirna. La
fils prodigue I (Pere, j'ai péché contre le ciel et Parabole du fils prodigue II (il fallait faire
envers toi...) festin et nous réjouir, parce que votre frére

que voici, était mort, et il est ressuscité ; il
était perdu, et il est retrouveé...)

«Passions» et les «Apparitions du Sauveur apres la Résurrection» —
n’occupent plus seulement une seule rangée — comme dans le cas de
Sucevita — mais s’étendent précisément sur la surface de trois rangées
(Fig. 10), I'une en dessous de 'autre! Le cycle de la «Genese» change
également de formule iconographique et de localisation: il est réduit
a quatre images — «Le Jour», «Le Créateur», «Le Saint-Esprit» et «La
Nuit» — qui n’occupent plus comme a Sucevita la rangée inférieure de
la nef”, mais qui «sont monté» sur le mur ouest, dans les tympans en-
tre les arcades situées vers le pronaos®. Quant a la rangée inférieure,
on assiste ici a un retour a la représentation traditionnelle des saints

militaires, attestée dans la plupart des programmes iconographiques
antérieurs a Sucevita.

19 Costea 2002.
20 Costea 1995: 72-73.



La dédicace de I'église de Dragomirna — «La Descente du Saint-Es-
prit» — est représentée tout aussi discretement que la dédicace «La
Résurrection du Seigneur» de I'église du monastere de Sucevita. A
la fondation de Crimca, on la retrouve peinte sur 'archivolte de I'ab-
side nord, au-dessus de l'illustration de '’hymne «Comment t'appe-
llerons-nous»*'.

A Dragomirna reste non résolu le probleme de la décoration incom-
pléte de la grande église. Les coutumes de 1'Eglise orthodoxe des 15¢
et 16° siecles, ainsi que la pratique artistique de 1'époque, certifient
que les édifices de culte ont été peints dans leur intégralité, méme si a
des intervalles de temps plus ou moins longs apres leur construction.
Alors pourquoi a la fondation de Crimca seuls la calotte, le tambour,
les votites, l'autel et les murs de la nef ont-ils été peints? Tereza Sini-
galia, dans la monographie consacrée au monastere de Dragomirna,
suppose qu'une explication de ce fait serait la cessation des ressour-
ces financieres apres la mort — au milieu de I'année 1610 — du princi-
pal co-fondateur de la construction: le grand logothete Luca Stroici®.
De ce fait, avec les modestes réserves laissées par le logothete et avec
ses propres ressources, le métropolite Anastasie se permit de financer
uniquement la peinture d"une partie — certes la plus importante — de
I'ensemble mural.

Petru Movila — métropolite de Kiev et proche parent de la famille
Stroici — mentionne dans ses «mémoires», écrits vers 1630, l'existence
d’une étrange entente entre les principaux fondateurs de Dragomir-
na. Ce Stroici — nous dit le métropolite de Kiev — «ne voulant pas
avoir la gloire éphémere des hommes, mais ayant l'intention de re-
cevoir I'honneur éternel de Dieu (...) il a donné toutes ses richesses a
ce métropolite [a Anastasie Crimca — C.C.], avec le serment de con-
struire un monastere, sans dire a personne qu’il construisait a par-
tir de sa richesse, comme cela s’est produit»*. Probablement, cette
volonté de Stroici de préserver I'anonymat a conduit a I'exclusion de
la peinture votive et a I'absence de l’écriture fondatrice de l'église —
phénomenes —, autrement difficilement explicables pour une fonda-
tion d’une telle envergure. En méme temps, le manque d’écrits (et
d’autres documents fondateurs de la grande église de Dragomirna!)

21 Sinigalia, Palamar, Solomonea 2014.
22 Sinigalia, Palamar, Solomonea 2014.
23 Sinigalia, Palamar, Solomonea 2014: 27.
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augmente la valeur documentaire du texte de I'épilogue au livre
«Apostol» (fr.: «Actes des Apdtres»), aujourd’hui conservé a Vienne,
a la Bibliothéque nationale d’Autriche (Cod. Slave 6). Rédigé par le
métropolite Anastasie Crimca le 15 mars 1610, cet épilogue est congu
comme une malédiction contre ceux qui tenteront subordonner a la
Sainte Montagne (le Mont Athos — C.C.) ou a Jérusalem ou de placer
sous la tutelle du Patriarcat (de Constantinople — C.C.) le monastere
nouvellement construit, appelé Dragomirna, ou se trouve l'église
de la «Descente du Saint-Esprit»*. Il est important de souligner que
le texte mentionné énumere tous les fondateurs de I'église: apres le
métropolite, il y a le grand fondateur Lupu Stroici et son fils Ionasco
Stroici, Ioan Crimca et Carstina (les deux derniers — les parents du
métropolite Anastasie, stirement décédés a 'époque ou 1'épilogue a
été écrit) et tous les fondateurs du saint monastere nouvellement con-
struit.

Par un heureux concours de circonstances — grace a une inscription
situé au bas du mur nord de l'abside de 'autel —les noms des peintres
de Dragomirna ont été conservés. Cette inscription (Fig. 9), découver-
te en 1960 par Sorin Ulea®, a été corrigée et précisée en 2010, lors de
la restauration des peintures murales. Ecrite en lettres blanches sur
une bande rouge, elle a le contenu suivant: «+ Va leato 7... [Ste]f[a]
na, M[ih]ai Iarmo[nah] i Kraciun i Mdties i popa Ignat i Gligorie»* (fr.
«En l'année 7... [Ste]f[a]lna, M[ih]ai Iarmo[nah] et Kraciun et Maties
et le prétre Ignat et Gligorie»). Bien que les derniers chiffres cyrilliqu-
es indiquant I'année exacte de l'achevement des fresques aient été
effacés, compte tenu du fait que dans les documents de 1609 et 1610
le monastere dédié a la «Descente du Saint-Esprit» est appelé nouve-
llement construit, on pourrait supposer ici une des années comprises
dans l'intervalle 1609-1613. Les noms du prétre Ignat et des maitres
d’ceuvre Craciun, Maties et Gligorie ont une forme typiquement rou-
maine.

A Dragomirna les fresques patronnées par la famille Stroici et le mé-
tropolite Anastasie Crimca attestent d’une curieuse synthese entre
leur technique d’exécution — murale-monumentale — et leur «lan-
gage» — éminemment livresque —, inspiré de l'art des manuscrits il-

24 Sinigalia, Palamar, Solomonea 2014: 27.
25 Ulea 1961a.
26 Ulea 1961a.



Fig. 9. Monastére de Dragomirna. Inscription situé au bas du mur nord de 1'abside de 1'autel
avec les noms des peintres de 1'église de la Descente du Saint-Esprit

Fig. 10. L'église de la Descente du Saint-Esprit du Monastere de Dragomirna. Coupe
longitudinale montrant la répartition des peintures dans la moitié nord de la nef et de
T'autel de 1'église. Avec les couleurs jaune, orange, bleu et vert sont indiquées les scénes des
quatre rangées d'images, qui ont des images correspondantes dans la peinture murale du
monastere de Sucevita
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lustrés. On constate qu’a Dragomirna l'aspect décoratif de I'ensemble
mural se conjugue a merveille avec un indéniable plaisir pour la nar-
ration, avec une présentation extrémement poussée des épisodes de
I'histoire évangélique et avec un intérét soutenu pour le détail.

Un examen attentif des peintures de Dragomirna montre que 1'ému-
lation du modele Sucevita n’était pas la seule source d’inspiration des
peintres. Un ro6le tout aussi important a été joué par les «références
directes» aux miniatures des manuscrits du groupe «Parisinus Grae-
cus 74» (en particulier aux illustrations des tétra-évangiles «Sucevita
24» et «Sucevita 23»). Au cours des recherches, pendant un certain
temps il y a eu diverses évaluations du nombre de ces «références
directes»: a partir de 24 qui — selon Constanta Costea — «résistent a la
critique»” et jusqu’a 94, qualifiés de «probables» par Gheorghe Po-
pescu-Vilcea®. Cependant, les études de cas concretes réfutent 1'ex-
clusivité de la source «Sucevita 24», parce que d’autres manuscrits de
la méme famille (par exemple le «Sucevita 23» ou le «Tétra-évangi-
le d’Elisavetgrad»®, ce dernier conservé a la Bibliothéque nationale
de Moscou et attribuée par des chercheurs russes a la Moldavie de
la seconde moitié du 16° siecle) ont beaucoup de points communs
avec certaines peintures murales de la fondation d’Anastasie Crimca.
C’est le moment de souligner ici le trait d"union entre les miniatures
du groupe «Parisinus Graecus 74» et la peinture de Dragomirna: si
les premieres renoncent au style «pictural» des 15¢— 16° siecles, op-
tant pour un style graphique, alors dans les fresques de 1’église, en
échange, on constate l'inclination vers les détails, vers les précisions
de toutes sortes (comme dans les miniatures), en dépit du fait que
les scenes ainsi réalisées et placées en haut des murs de Dragomirna
devenaient évidemment illisibles. Ceci nous incite a pences que «la
peinture de Dragomirna a été réalisée, au moins dans ses parties les
plus réussies, d’apres les suggestions — sinon d’apres les esquisses
mémes — d’Anastasie Crimca» (Stefan Gorovei)®.

La grande nouveauté de Dragomirna n’est pas seulement I'étendue
de l'illustration des textes canoniques — qui, de toute fagon, transcen-
de I'horizon connu de la peinture de I'époque — mais aussi le nouvel

27 Costea 1995: 72-73.
28 Popescu-Vilcea 1984b.
29 Dragnev 2004.

30 Gorovei 2006b: go.



ordre des scenes peintes — ordre — qui permet une lecture continue
de I'histoire évanggélique®. Ainsi, au niveau de la seconde rangée, la
sélection des passages de Matthieu, Marc et Luc suit strictement 1’or-
dre des lectures du Nouveau Testament et non celui des péricopes
des offices de 'année liturgique®. Le processus de désarticulation du
programme iconographique traditionnel de la nef — déja entamé a
Sucevita — trouve sa pleine réalisation a la fondation de Crimca: ce
programme — d’origine byzantine, établi encore sous le régne d’Eti-
enne le Grand - s’est d’abord diversifié en introduisant de nouveaux
thémes, avec significations mystiques ou sophianiques («Fils unique
et Verbe de Dieu», «Comment t'appellerons-nous», «En toi se réjouit
toute créature», «La Sainte-Sophie — Sagesse de Dieu» etc.), de sorte
que, plus tard — sur la base d’autres principes —, il sera réuni dans
la «synthese livresque» de Dragomirna. Notons cependant que cette
pression de l'intellect et de la pensée spéculative sur I'image ne du-
rera pas longtemps: avec la disparition de la dynastie des Movilesti,
la «peinture savante» (en roumain — «pictura eruditd») disparaitra
également.

31 Costea 1995: 71-73.
32 Costea 1995: 71-73.
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In the Shadow of the Sucevita Frescoes:
The Iconographic Specificity of Wall Paintings
of the Dragomirna Monastery

Constantin I. Ciobanu

BONSLKD

A reiteration of the iconographic program of the Resurrection of the Lord
church of Sucevita monastery can be found at the church of the Descent of
the Holy Spirit of the monastery of Dragomirna. Here, the frescoes created
by the Stroici family and Metropolitan Anastasie Crimca attest to a curi-
ous synthesis between their technique of execution — mural-monumental
— and their language — eminently bookish —, inspired by the art of illustrated
manuscripts. We see that in Dragomirna the decorative aspect of the mural
ensemble combines wonderfully with an undeniable pleasure for narration,
with an extremely thorough presentation of episodes from the Gospel story
and with a sustained interest in detail. A careful examination of Dragomir-
na's paintings shows that emulation of the Sucevita model is not the painters'
only source of inspiration. An equally important role was played by direct
references to the illustrations of the manuscripts of the Parisinus Graecus
74 group. The great novelty of Dragomirna is not only the extent of the il-
lustration of the canonical texts — which, in any case, transcends the known
horizon of painting of the time — but also the new order of painted scenes -
order —, which allows a continuous reading of the Gospel story. Thus, at the
level of the second register, the selection of passages from Matthew, Mark
and Luke strictly follows the order of the readings from the New Testament
and not that of the pericopes of the offices of the liturgical year.



Icons, Donors and Memory:
The Iconostasis of the St. Archangels
Michael and Gabriel Church in Guca

Irena Cirovic’
University of Belgrade

Abstract: The iconostasis of the church in Guca comprised icons from different time
periods. It integrated elements of the original iconostasis from the late 18" centu-
ry, alongside icons donated by parishioners in the mid-19t and early 20t centuries.
This amalgamation meant that the works of several icon painters became part of the
iconostasis. Its progressive development was characterized by the predominance of
the donors’ preferences, resulting in the distinctiveness of the iconostasis, deviating
from its conventional structure.

Keywords: icons, inscriptions, Petar Nikolajevi¢ Moler, Janko Mihajlovi¢, Zivko
Pavlovi¢, Ilija Petrovi¢, Konstantin and Dimitrije Anastasijevi¢

The former iconostasis of the church in Guca serves as a valuable
case study to delve into a distinctive trend in 19*-century iconosta-
sis in Serbia. It was in use until about fifteen years ago when it was
eventually replaced with a new one?. While its appearance may have
seemed somewhat haphazard and improvisational at first glance,
a closer examination reveals a different underlying logic, one that
intertwines sacredness, piety, and memory. The iconostasis in Guca

1 Dr Irena Cirovié is assistant professor at the Faculty of Philosophy — University of Belgrade and re-
search associate at the Institute of History — Belgrade, working in the field of Serbian art of the 19" century.
Email: irenazaric@gmail.com

2 Iconostasis was replaced during the latest works on Guca church in 20042008, while its icons
are housed in the church hall.
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consisted of icons spanning various periods, ranging from the late
18th century to the early 20t century, all placed on a single panel. This
amalgamation gradually took shape, incorporating parts of the old
iconostasis from the previous church in Guca. These old elements,
reused for the church constructed in the 19 century, were carefully
preserved with deep reverence. Over time, additional icons were
contributed to it by the local parishioners. Until the early 20t century,
the parishioners continued to donate icons to be prominently dis-
played on the iconostasis, elevating it to the utmost importance. This
cumulative process resulted in the formation of a unique iconostasis
that diverged from its conventional organization, emblematic of the
interplay between tradition, faith, and remembrance.

The history of the St. Archangels Michael and Gabriel Church in
Guca® was deeply intertwined with significant wartime events in
Serbia under Ottoman rule. The first church in Guca was built at the
end of the 18 century, a time when political factors were a deter-
mining condition for its construction. After the war between Austria
and the Ottoman Empire ended with the peace treaty of 1791, one of
the concessions made to the Serbs in their war against the Ottomans
was a general amnesty. Soon after, Sultan Selim III issued edicts
in 1793 and 1794 granting greater freedoms to the Serbs, including
permission to rebuild churches. Consequently, the following years
were marked by the restoration of churches and monasteriest. Among
them was the church in Guca, built from 1794 to 1797°. This infor-
mation is documented by an inscription in the church, which also
provides the names of the most prominent individuals responsible
for the building, all of whom were local priests®. The most significant
credit went to the priest Milutin Ili¢. He also played a leading role in
the subsequent Serbian uprising and later became the local leader of
the region’. Besides him, priests Pavle Nikoli¢ and Jovan Savi¢ also
contributed to the construction of the church. The inscription also
mentioned that the building was started under the violent rule of the
Sultan Abdul Hamid, as well as the authority of the current Belgrade
vizier, HadZi Mustafa-pasha.

3 Dedication of the Church in Guca is changed over time to the St. Archangel Gabriel: Marinkovic,
Luki¢ 2001: 10-11.

4 Vujovi¢ 1986: 75-83.

5 Vujovi¢ 1986: 78; Folgic-Korjak 1979: 74-76.

6 The transcript of the inscription was published in Vuji¢ 1828: 172.
7 Pavlovic 1981: 59-61.



Fig. 1. The Iconostasis of the Church in Guca
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Fig. 2. The Royal doors,
Petar Nikolajevi¢ Moler, 1797

Shortly after its construction, the

church acquired an iconostasis,
which was created by the Serbian

painter Petar Nikolajevi¢ Moler®. Dur-
ing the time, he was one of the more

productive painters, especially in the

early 19th-century uprising period. Pe-
tar Nikolajevi¢ (1775-1816) himself

was a fighter and military leader dur-
ing the Serbian uprisings. After the

Second Uprising, he held the position

of the President of the People’s Office

until he was executed by the Turkish

authorities, with the involvement of

Serbian prince Milo$ Obrenovi¢. His

painting skills were greatly influenced

by his stay in Srem, where he reloca-
ted in 1787 before returning to Serbia

in 1791 to start his painting career.
One of his earliest known works is the

iconostasis of the Rabrovica Church

in Divci (1795), followed by the Roy-
al doors of the Bogovada Monastery
(1797), created during the same peri-
od as the Guca iconostasis. He then

worked on the iconostasis of the Celije

Monastery (1798-1800). Most of his

subsequent icons and wall paintings

can be found in churches in the Va-
ljevo region, where he was originally
from. Notably, he contributed to the

decoration of the church in Topola

(1813), the main foundation of the

Serbian uprising leader Karadorde,
with whom Petar Nikolajevi¢ closely
collaborated®.

8 Folgi¢-Korjak 1979: 78-89.
9 Draskovi¢ 1967; Folgié-Korjak 1979: 78-82; Vujovi¢
1986: 212-218.



In 1804, the Serbian uprisings started, leading to the destruction of
churches, but also their reconstruction with each success of the rebels.
Especially after the conclusion of the Second Serbian Uprising in 1815,
there was significant church building. It was during this time that the
fate of the Guca church was changed again. With the recognition of
Serbia as an autonomous principality in 1830, the building of a new
church in Guéa began. Started in 1828, its construction was completed
in 1831. This time, the church’s location was moved to the center of the
settlement. The material for construction was obtained by demolishing
the old church, which had already been damaged during the wars.
The stone from the old church was entirely used for the new one. The
new church was once again funded by local priests and parishioners*.

In addition to serving as the material for the new church, the old one
also provided the iconostasis, which was reinstalled. Since its parts
had been preserved, several facts can be inferred from it. The original
iconostasis was designed in a manner typical of that period in terms
of its program and appearance. Its size suggests that the old church
was of modest proportions compared to the new one. Additionally,
the elements of the old iconostasis were all placed in their original
arrangement". Thus, in the new church, the Royal doors with the im-
ages of the Annunciation and the Four Evangelists remained in their
function, together with the panel above featuring The Unsleeping Eye.
In the upper zone, there were festal and apostolic row. The festal tier
consisted of twelve icons, starting from the southern part with the
icon of the Ascension of Christ, followed by the Resurrection, An-
nunciation to the Mother of God, Entry into Jerusalem, Presentation
of Christ, Baptism, Nativity of Christ, Presentation of the Mother of
God, Dormition of the Mother of God, Nativity of the Mother of God,
Transfiguration, and ending with the icon of the Holy Trinity. The
icons of the apostolic row were larger than those of the festal, depicting
thirteen standing figures, with two apostles on each panel next to the
central depiction of Christ. The iconostasis was crowned by a large
cross with the Crucifixion, along with icons of the Mother of God and
St. John the Theologian. The base of the cross featured a characteristic
wood carving with two fish-like creatures with wings, next to which
two seraphim were applied.

10 Folgi¢-Korjak 1979: 76-77.
11 Folgi¢-Korjak 1979: 82-89.
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Fig. 3. Jesus Christ, throne icon, Fig. 4. St. Michael the Archangel icon,
Janko Mihajlovi¢, 1846 Janko Mihailovi¢ Moler, 1846

The old iconostasis in the Guca church was supplemented with new
icons at several points in time, with the most significant interventions
occurring between 1846 and 1856. New icons were purchased from
several different painters. This is why the iconostasis in Guca draws
particular attention, as it features works by several icon painters who
were among the most prolific during this period. The majority of the
new icons were executed by Janko Mihailovi¢ Moler (1792-1852). Born
in the nearby village of NegriSori, he came from a family of priests
and followed in their footsteps, assuming priesthood in 1816. He was
also related to Peter Nikolajevi¢ Moler, the painter of the original Guca
church’s iconostasis, through family ties. It is believed that Peter Niko-
lajevi¢ had a significant influence on Janko Mihailovi¢’s work, and they
worked together on decorating the Topola church. Like Nikolajevi¢,
Janko Mihailovi¢ was an active fighter during the uprising days. In his
youth, he befriended Hieromonk Nikifor Maksimovi¢, who later, as
the Bishop of UZice, frequently engaged him to work on the restora-
tion of churches. Janko Mihailovi¢ is credited with one of his earliest

@‘



works, the iconostasis in the wooden church in Cvetke near Kraljevo,
dating back to 1812. Among his early works is also the iconostasis in
Tijanje (1816), a church belonging to his parish. He went on to work in
Prilipac (1820), Dobroselica (1830), JeZevica (1846), and his works can
often be found in the Ovéar-Kablar monasteries*2. Notably, he worked
on the iconostasis of the Church of St. Apostles in Zi¢a (1844). In the
same monastery, he had previously been there in 1822 as an assistant
to Dimitrije Davidovi¢, tasked with transcribing ancient inscriptions
from the walls. During this assignment, Mihailovi¢ also created a
drawing of the Zi¢a main church, which remains a significant docu-
ment for the history of this monastery®.

Highly esteemed as a painter, primarily working in the region of his
birthplace, Janko Mihailovi¢ appeared in Guca as the first author of
new icons for the iconostasis™. He was also in a close relationship with
the Guca priest Jovan Protic, one of those who advocated for the new
church®. All of Janko Mihailovi¢’s icons in Guéa date back to the year
1846. Two held significant symbolic positions on the iconostasis — the
throne icon of Jesus Christ and the icon of the Holy Trinity, which
occupied a central place in the upper zone. Both icons also bear in-
scriptions regarding their dedication. The throne icon of Christ was
donated by Milovan Nedeljkovi¢, a captain of Dragacevo, through the
purchase with the remaining funds allocated for the roof of the Guca
church®: Nacroap$to ficond ®ic¥nu pAB B&H MHAOBANB NeAeAkoRM IKaneTaND
ApAratieBeicin. wa, WeTATKA HOBALLA LIEIOBHOTA KpoRA 0y Ligpicog r8ukd. The icon
of the Holy Trinity", contains additional information in the inscrip-
tions written within the decorative border. The primary dedicatory
inscription reads: Mixanad CaagiorthS I1 PHAOKH CVMeyN'L ¢ pOAOMB CROMMB 3A
CTIOMENB, Oy LIEPKKOR ryukd. Next to it, the year is added, as well as the sig-
nature of the painter Janko, along with the name of Captain Milovan
Nedeljkovi¢, as the one whose efforts led to Janko’s engagement: 1846
MPOTA ANKO MHEA0 / YRBLIANHEMB KANETAN MHAOBANA [.]JeAeAko.

12 Proti¢ 1958; Vujovi¢ 1986: 250-251; Kosti¢ 2022a: 410-412.
13 Kostic¢ 2022b: 36-38.

14 Folgi¢-Korjak 1979: 89.

15 Proti¢ 1958: 10.

16  Folgi¢-Korjak 1979: 89-9o.

17 Folgi¢-Korjak 1979: 91.
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Janko Mihailovi¢ also completed two more works for the church in
Guca. One is the icon of St. Archangel Michael™®, on which he left sig-
nature and the year of work at the end of the donor inscription: Cito
Ticon¥ MIPHAOKH CTaANOKIKA 3A CIOMEND ne’rpéﬁ, FACHKS. Cynpgr‘g CBOEMY H3B KPABAPTU,G
/Y ueprors M4k / N[..Jo[.] anico 1846: r. This family celebrated St. Nich-
olas as their patron saint’, while the choice of St. Archangel Michael
was certainly related to the dedication of the church in Guca itself.
Janko Mihailovi¢ is also the author of the icon of St. Apostle Luke.
However, this icon remained without a signature and a dedicatory
text. Its smaller size suggests that it have not been intended for the
iconostasis, but it was later included among the others on its panel.

Following Janko Mihailovi¢’s work on the iconostasis in Guca, icons
by the painter Zivko Pavlovi¢ were added. Hailing from the vicinity
of Pozarevac, his work can be traced from the late 1830s until the
mid-19™ century when he passed away. His early works were asso-
ciated with the PoZarevac region, such as in the church in his home-
town Kisiljevo (1837) and in the church in Ram (1839). He enjoyed
the support of Bishop Nikifor Maksimovic¢ of UZice, similar to Janko
Mihailovi¢, who repeatedly favored zographers over painters of the
academic model. In his diocese, Zivko Pavlovi¢ painted in churches
in Cadak (1846), Trnava, as well as in the Ovéar-Kablarski Monastery
of the Presentation (1844). During his lifetime, he worked extensively
in the vicinity of Krusevac, where he passed away around 1850/51.
In Krusevac itself, he painted the iconostasis for the Lazarica Church
(1843/44). Among his works, some notable ones include those in the
Zaova Monastery (1846-1849), Studemca Monastery (1846), Gornjak
Monastery (1847), and the Church in Satornja (1850), which was one
of his last™.

On the iconostasis in Guca, icons by this prolific painter were donated
in various years. The first one is the throne icon of the Mother of God
with Christ Child, presented simultaneously with the throne icon of
Christ by Mihailovi¢. It has an inscription indicating that the icon was
restored for the Guca church in 1846*: Cito Ticon¥ oBHoRH pB% EXIM Dviooen
FAB‘)HAOBH'ﬁ'b N0 CMPTH CROMS LOLLA NogHL¢ 1 NPHAOKH b u,epchX Muky; 1846, ak.

18 Folgi¢-Korjak 1979: 91.
19 Erdeljanovié¢ 1902: 158.
20 Vasi¢ 1968; Kosti¢ 2022a: 414-417.
21 Folgié-Korjak 1979: 9o.



Fig. 5. The Mgther of God with Christ Child, lfig. 6. The Baptism of Christ, throne icon,
throne icon, Zivko Pavlovié, 1846 Zivko Pavlovi¢, 1849

On the icon, Zivko Pavlovi¢ replicated the depiction he had executed
on the throne icon from Krugevac, as well as those from Cacak and
the Studenica Monastery, all of which he painted in the same period
as the Guca icon. Three years later, the icon of the Baptism of Christ
by Zivko Pavlovi¢ was also donated to the church by local parish-
ioners and included among the throne icons. There is an inscription
on it regarding the donation®: cito icon$ npuaoiknLue: Bpaha wricHpH3oRHhM:
H3B CEAA P’riro: Y LPKRY PyHKy: / CROME BpATY By?'l”hy 3A BBYITI cnomens: A 1849.

Alongside the icons of Christ and the Mother of God, efforts were
made to include the throne icon of the Synaxis of the Archangels on
the iconostasis®, which was obligatory due to the dedication of the
church in Guca. Unlike the other works, the icon of the Archangels
was the only one not created in the zographs manner but rather in
the style of academic painting. A long inscription was chosen for it,
informing that the icon was a gift to the old church in Guéa from 1797

22 Folgié-Korjak 1979: 92.
23 Folgi¢-Korjak 1979: 89.
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by its founder Milutin Ili¢, and that it was restored in 1847 by his
grandson, specifying their respective public functions: Ory ikony 1797
. LpKRH T'yHIcoi NPHAOKENY 0AB BAAXKeHoMouHBLIEr [TporonpeckrTepa 1 Boetinors
ICoMANAANTA A‘)AI‘AHGECKOI"L [ Anna MMAyTMNA TATha, OBNORH NEMORT YHYKB CHmeons
ﬂpo'rnh'b CToAONAYAANHK [ToneunTeAcTRA ﬂpocxem’renm CROTO cympyTH KKAAHNK 1
AeLLH: MMAAN\f, CBe'r‘o/\mcy H CAeNH 3A 3APABAL. NA Koac‘)ecerﬁe 184%.r.

In the meantime, the works of two more painters were donated for the
iconostasis by parishioners. The icon of Saints George and Demetrius
was donated in 1848*, with a size matching the throne icons to which
it was added. The inscription at the bottom of the icon indicates the
time and the name of the donor (- ¢ito - iKkonS * NPHAGKH - pABAKHI - MHAOLL
NETPORK'S : ¥ LIGPKOR : r¥uKcd : 3a gBYNK - cnomen ¢ | 5: avrSera: 1848 : aeta). The
work closely aligns with the style of the zograph Ilija Petrovi¢. There
is not much preserved information about this painter. He was origi-
nally from PaleZ (Obrenovac), and his works are mostly recognized in
the vicinity of Belgrade. Among them are some pieces in the church
in Vrani¢, Velika Mostanica, Mali Pozarevac, Nemenikuce, as well as
the iconostasis for the old church in Stojnik®. All of these works date
from around the mid-19™ century, indicating that he was most active
during this period, which coincides with the donation of his icon to
the church in Guca.

The donations continued in 1851 when another icon of St. Archangel
Michael was gifted®. This is indicated by the donor’s inscription in the
lower corners of the icon: ¢ito Hicon¥ ngm\omn MHAHCAB LWISLILING : BB XpAMB
CThIND APXAI‘I‘GA'L 3A ASLLS MOYKR : CROU Coﬂ?o[‘ll’l npo/ Aanbi 1851 17 ALJaia. The
icon of Archangel Michael was chosen as a gift in accordance with the
church’s dedication, while the donor family Susi¢ otherwise celebrat-
ed St. John the Baptist as their patron saint”. The artistic style closely
resembles the works found in the nearby church in Brezna, which are
attributed to Konstantin and Dimitrije Anastasijevi¢. Two brothers con-
tinued the work of their father, the zograph Anastas Konstantinovic,
who came to Serbia from Macedonia®*. One of the rarely known works
of these brothers is in the church in Brezna, in which they painted in

24 Folgié-Korjak 1979: 9o.

25 Vujovic 1973: 65, 66, 188, 200, 310, 339; Kosti¢ 2022a: 413-414.
26 Folgi¢-Korjak 1979: 92.

27 Erdeljanovi¢ 1902: 165.

28 Vasileski 2021; Kosti¢ 2022a: 403-404.



1851/52%. The presence of painters in this place evidently led to the
commission of the icon for nearby Guca in the same year.

During this period, the last donated was the icon of St. George®, gift-
ed in 1856, as indicated by the donor inscription: = npuaoikn ogS Hicons -
¥ LL'[)BX - P8uIcy : MHAAND A0cTANKRB : 3A BeuNiH criomend - - 1856 : rop, : MAPTA 23.
Its size corresponds to the throne icons, but over time, it was placed
above the northern passage of the iconostasis. The icon could easily
be attributed to Zivko Pavlovié¢, whose works had previously been
found in the church. However, the year mentioned in the inscription is
after the painter’s death, suggesting that the author should be sought
among painters closely associated with Pavlovic.

The inscriptions on the icons help in reconstructing which parishion-
ers played a leading role as donors. Milovan Nedeljkovi¢, Captain of
Dragacevo, stands out among them. His name appears twice, as the
one who donated money for the throne icon of Christ and church’s
renovation, and as the one whose efforts led to the work of the painter
Janko Mihailovi¢ in the church. A generous contribution must have
been made for the throne icon of the Mother of God, which was do-
nated by Timotej, from the old Guca Gavrilovi¢ family, descended
from the Proti¢ family>".

Among the most significant donors was Simeon Proti¢, the grandson
of priest Milutin Ili¢, who was the founder of the old church. Like his
grandfather, Simeon Proti¢ held important social positions. He served
as a court secretary and later as the head of the Ministry of Education,
which he emphasized in the inscription on the iconostasis. In these
positions, Simeon Proti¢ took care of his hometown, and through his
support, the first school in Gu¢a was opened>*. He was especially in-
volved in the construction of the new church and its furnishing. One
of the main aspects of this was emphasizing his family relationship
with the original founder. In 1841, he financed the restoration of the
Irmologion book, which his grandfather had contributed to the old
church in Guca in 1812, leaving a record of it in the book®. Also, in

29 Vujovi¢ 1981: 19.

30 Folgic-Korjak 1979: 92.

31 Pavlovic 1981: 67.

32 Proti¢ 1940: 103, 104.

33 Marinkovié, Luki¢ 2001: 9.
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preserving the memory of his ancestor, in 1851, he transferred the
posthumous remains of his grandfather from the Holy Trinity Mon-
astery to a location next to the Guca church and erected a tombstone.

As part of the donations through which Simeon Proti¢ stood out, there
was the throne icon of the Synaxis of the Archangels on the iconostasis.
What particularly draws attention is the icon’s inscription regarding
the donation and the use of the term ,,08n08H" (restore; renew) in it. It
specifies that the icon was originally donated to the old church in Guca
by its main founder, Protos Milutin Ili¢, and that it was restored by his
grandson. The same term was also used in the donor’s inscription on
the throne icon of Christ, stating that it was restored>. This clearly
emphasized in the inscriptions the memory of the original icons of
the old iconostasis, which, thanks to the donors, found their replace-
ment. The icon of the Archangels had a particularly commemorative
character, especially within the Proti¢ family, as it was associated with
their patron saint Archangel Michael**. Simeon Proti¢ showed special
reverence for this icon by donating a chancel lamp in 1854 with an
inscription stating that it was intended exclusively for this icon?”.

At the beginning of the 20th century, the iconostasis in Guca under-
went another transformation. New donations of icons followed, with
the same principle of preserving the existing ensemble. From the in-
scriptions of the donors, it can be seen that the icons were donated in
the years from 1900 to 1914. All of these were created in the academic
style, introducing examples of contemporary icon painting alongside
the icons of the zographic style.

The first contributions came after the renovation of the church at
the end of the 19" century. At that time, the parishioners decided to
add a bell tower to the church, rejecting the recommendation from
the relevant ministry to build a completely new church?®. Following

34 Protic¢ 1940: 89.

35 Milisav Proti¢ was the first to suggest that the restoration of all the icons of the old iconosta-
sis in Guca was the work of Janko Mihailovi¢, without providing further explanation, see Proti¢
1958: 8. This same conclusion was subsequently reiterated in several other studies, including
those by Folgic-Korjak 1979: 89, and Vujovié¢ 1986: 250. Since no traces of such intervention were
discovered on the icons, it is likely that this conclusion was based on inscriptions found on Mi-
hajlovi¢’s throne icon of Christ.

36 Erdeljanovi¢ 1902: 164.

37 Rankovié, Ikodinovi¢ 1973: 174.

38 Leti¢ 2019.
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Fig. 7. The Synaxis of the Archangels, Fig. 8. St. George icon, 1856
throne icon, 1847

this renovation, there were also acquisitions of new items and books
through donations*. Among them was the icon of Sts. Cosmas and
Damian, donated in 1900 by a merchant from Guca, as indicated by
the inscription: ,, 0By nkony npmaosxu criacoje hopbesuh Tpr. us ryue
3a BeqHM crioMeH 1900. roA.” The icon, like others, was placed on the
iconostasis panel, in the extension of the apostolic row. Following this,
there was a gift of the icon of the Last Supper in 1911. This icon, too,
was donated by a merchant, as can be read from the inscription: ,, OBy
UKOHY IIpnA0Xu 1ipKsu I'yukoj, Muaom M. T'aspuaosuh tprosary n3
I'yye 3a mokoj gyma ceojux ympanx — 1911 roa.” The icon is placed as
the central one above the Royal Doors, which was the standardized
place for it in the iconostasis during the 19t century.

The icons that were subsequently donated were used for the new tier of
throne icons, formed below the existing one. First, two larger icons were

39 Marinkovié, Luki¢ 2001: 13-15.
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Fig. 9. Sts. George and Demetrius icon,
Tlija Petrovi¢, 1848

Fig. 10. St. Michael the Archangel icon,
Konstantin and Dimitrije Anastasijevi¢, 1851

donated on the same date in
1913, by merchants from Guca
—the icon of the Mother of God
with Christ Child with the in-
scription: ,, IIpKBU I'y4KOj 04,
MaageHa [..]pohuha Tprosua
13 Tyde 3a 34paB/be CBOje U
CBOje CyIIpyre aHreAuHe 20.
jyaa1913.104. y ryun’”, and the
icon of Christ Pantocrator with
dedication ,, ITpkBU I'yuKoj 04
MumaocaBa rpeanha Tprosma
13 Tyde 3a 34paB/be CBOje U
CBOje Cymnpyre A€HKe U CBOje
Aelle MAajeHa, OyauMmupa,
padoMupa, aHreAUHe U
paammae 20. jyaa 1913 TOA. y
ryan.” Most likely, during that
period, the icon of St. George
also made its way to the church,
and it is the only one without
a dedicatory inscription. It is
placed next to Christ’s icon
and originates from the same
contemporary serial produc-
tion. Two more icons were
added to these, donated on the
same date in 1914. The icon of
St. Archdeacon Stephen has an
inscription about the gift ded-
icated by Persa Propadovic for
the soul of her husband, who
was killed by the hajduks:
,Upxsu I'yukoj npuaoxu 3a
ayury ceoMe Myxy Jparunhy
ITpomagosuhy u3 Poraue kora
youine xajaynm 31 Jeniemopa
1912 roa. cynpyra llepca 25
Mapra 1914 ro4.” The selec-
tion of the icon had a dual sig-
nificance. St. Stephen was the



patron saint of the Propadovi¢ family*. On the other hand, the icon
fit into the iconostasis as a standardized programmatic addition. It
was placed next to the south passage, respecting the established lo-
cation for the icon of this saint on the deacon’s doors of iconostasis.
The other donated icon is the Holy Three Hierarchs, matching in size
and placed next to the new icon of the Mother of God. The icon was
also dedicated by the family for the soul of the deceased, this time a
fallen soldier from the First Balkan War: , [Jpxsu I'yakoj nmpmaoxuie
3a aymy Muaky Josmunhy us /uca, koju je y CpIicko TypckoM paty
ympo 'y /bemry 14 HoseMmOpa 1912 roa. majka Amurpa u 6pat Kusojun
25 Mapra 1914 ro4.”

With the donation of these final icons, the iconostasis in Guca was
completed. The inclusion of the last icons resulted in a significant
alteration of thematic framework, notably through the duplication of
the Royal icons row. This outcome underscores the consistent prioriti-
zation of the donors’ wishes over the established iconostasis programs.
Their imperative to express religious devotion and remembrance pro-
foundly influenced the configuration of the iconostasis, deviating from
its conventional structural format. Ultimately, the Guca iconostasis
serves as a compelling case study illustrating the transformation of a
sacred place into a repository of cultural memory, one that adapts in
response to evolving communal needs and aspirations. It turns out
to be not just a fixed religious artifact but rather a dynamic canvas for
commemorations, showcasing the intricate interplay between piety,
communal identity, and collective memory.

40  Erdeljanovi¢ 1902: 188.

507
Q©



508 )1

Bibliography

Draskovi¢ 1967: Draskovi¢, Radovan. Ilerap Huxoaajesuth Moaep
[Petar Nikolajevi¢ Moler]. — I'zacaux Victopujckor apxmsa y
Bamesy [Glasnik Istorijskog arhiva u Valjevu], No. 2-3, 18-50.

Erdeljanovi¢ 1902: Erdeljanovic¢, Jovan. Jome AparaueBo: aHTpo-
noreorpa¢cka rpoydasama [Donje Dragacevo: antropogeograf-
ska proucavanja]. In: Hacesa cprickux semazsa [Naselja srpskih
zemalja]. Vol. 1. Belgrade, 1-224.

Folgié¢-Korjak 1979: Folgi¢-Korjak, Angelina. Ilpksa Cs. apxaHreaa
Muxanaa u I'aspuaa y I'yau [Crkva Sv. arhangela Mihaila i Ga-
vrila u Gudi]. - 36opauk pagosa Hapoanor myseja [Zbornik ra-
dova Narodnog muzeja], No. 10, 73-95.

Kosti¢ 2022a: Kosti¢, Ana. Ilpksena ymerHoct y KuesxeBnHu
CpOujn (1830-1882) [Crkvena umetnost u Knezevini Srbiji
(1830-1882)]. Belgrade.

Kosti¢ 2022b: Kosti¢, Ana. Oa pyunHa 40 KpyHMAOeHe ITpKBe:
manactup XKuua y 19. sexy [Od ruina do krunidbene crkve: ma-
nastir Zica u 19. veku]. Belgrade.

Leti¢ 2019: Leti¢, Koviljka. Jorpaama mpkse y I'yan [Dograd-
nja crkve u Gudi]. — Mssopuux: rpaba MebyomnmruHckor
ucropujckor apxusa [Izvornik: grada Meduopstinskog istorij-
skog arhiva], No. 34, 79-100.

Marinkovié¢, Luki¢ 2001: Marinkovié, Radovan, Luki¢, Jovan.
Aeronuc npxse y I'yau [Letopis crkve u Guci]. — V3BopHux:
rpaba Mebyonmruxckor ucropujckor apxusa [Izvornik: grada
Meduopstinskog istorijskog arhiva], No. 16-17, 5-25.

Pavlovi¢ 1981: Pavlovi¢, Dragoljub. Crapa I'yua u meHu myau
[Stara Guca i njeni ljudi]. — 36opuuk pagosa Hapoanor myseja
[Zbornik radova Narodnog muzeja], No. 11, 51-88.

Proti¢ 1940: Proti¢, Milisav D. AparaueBo u erosu cCAaBHU
cnHosu [Dragacevo i njegovi slavni sinovi]. Nis.

Proti¢ 1958: Proti¢, Milisav D. I1pota gparasescku Janko Moaep
Mmxajaosuh: 3abopassenn caukap 1 jyHak [Prota dragacevski
Janko Moler Mihailovi¢: zaboravljeni slikar i junak]. Belgrade.



Rankovié, Tkodinovi¢ 1973: Rankovi¢, Dusanka, Milena Ikodinovic.
Mspemraj cucremMaTckmx nctpaxkupama Jomer Jparadesa [Izve-
Staj sistematskih istrazivanja Donjeg Dragaceva]. — 30opHuk
pagosa Hapoanor myseja [Zbornik radova Narodnog muzeja],
No. 4, 155-181.

Vasi¢ 1968: Vasié, Pavle. )Kusko Ilasaosuh Moaep rmoxxapesauxu
u weroo goba [Zivko Pavlovi¢ moler pozarevacki i njegovo
doba]. Pozarevac.

Vasileski 2021; Vasileski, Aleksandar. I[Tpuaor koH r1poyuyBameTo
Ha TBOpemTBOTO Ha 3orpador Anacrac KoHcTaHTMHOB 04
Marapeso [Prilog kon proucuvanjeto na tvorestvoto na zografot
Anastas Konstantinov od Magarevo]. In: IIpsa MaaopexamHcka
2etHa mkoaa ITo marekure Ha Audo 3orpad [Prva malorekan-
ska letna skola Po patekite na Dico Zograf] (ed. S. Cvetkovski).
Skopije, 45-66.

Vuji¢ 1828: Vuji¢, Joakim. IlyTemrectsie mo Cep0in [PuteSestvie
po Serbii]. Buda.

Vujovi¢ 1973: Vujovié, Branko. Llpksenn cioMeHU1IN Ha IOAPYYjy
rpaga beorpaga [Crkveni spomenici na podrucju grada Beogra-
da]. Vol. 2. Belgrade.

Vujovi¢ 1981: Vujovi¢, Branko. Bpesna: ckuija 3a KyatypHo-
ucrtopujcky MoHorpadujy Haceda [Brezna: skica za kultur-
no-istorijsku monografiju naselja]. - 36opuuk pagosa Hapoanor
myseja [Zbornik radova Narodnog muzeja], No. 11, 5-28.

Vujovié 1986: Vujovié¢, Branko. YmerHocT 00HOBbeHe CpbOuje :
1791-1848 [Umetnost obnovljene Srbije: 1791-1848]. Belgrade.

(509



510)'1

Icons, Donors and Memory: The Iconostasis of the
St. Archangels Michael and Gabriel Church in Guca

Irena Cirovié¢

The church in Guca from 1831 had an iconostasis that evolved over time in
a specific manner. Initially, it consisted of all the parts of the old iconostasis
preserved from the previous Guca church, the work of the zograph Petar
Nikolajevi¢ Moler from 1797. Over time, a series of new icons were added
to it, all donated by parishioners. In the mid-19th century, these were works
of renowned zographs such as Janko Mihailovi¢ Moler, Zivko Pavlovi¢, Ilija
Petrovi¢, as well as the brothers Konstantin and Dimitrije Anastasijevic. All
the icons had donor inscriptions that emphasized the memorial context of
the gifts. Among them, the iconostasis included new throne icons with in-
scriptions that memorized the old ones and the founder of the old church.
At the beginning of the 20" century, another set of icons with dedicatory
inscriptions was donated. All of them originated from contemporary mass
production, with the majority placed on the iconostasis to form an addition-
al tier of throne icons. With all the donated icons, the iconostasis eventually
resulted in a unique form that deviated from conventions, primarily guided
by the desires of the parishioners, their faith, and the need for commemo-
ration.



The Church of the Ascension in Cadak
and Its Metamorphoses

Ana Kostic
University of Belgrade

Abstract: During its layered history of eight centuries, the Church of the Ascension in
Cadak, the former Virgin in Gradac, is an example of dynamic transformations of the
same monument, primarily its architecture due to changes in its religious function,
political, ideological, and stylistic backgrounds. The work aims to draw attention to
the various circumstances and demands of society that have influenced the dynamic
changes in the Church's architecture over the centuries, intending to give an insight
into its appearance in different phases of its existence.

Keywords: Virgin in Gradac, conversion of places of worship, old monuments resto-
ration, architecture, ideology

According to tradition, the Church of the Ascension in Cacak, Central
Serbia, former Virgin in Gradac, was built at the end of the 12" cen-
tury as an endowment of Stracimir, prefect of the Moravian region
and brother of Stefan Nemanja, the first Serbian ruler. Stracimir is
mentioned as the founder of the Church in five genealogies and sev-
eral annals of the later period from the 16™ and 17" centuries’. It is

1 Ana Kosti¢ is an Associate Professor and Research fellow at the Department of Art History at the Uni-
versity of Belgrade. Her main research areas are Serbian 19" century art, religious visual culture and
relations between religious art and politics, ideologies, and social demands. E-mail: anchikostic@gmail.com

2 Raji¢, Timotijevi¢ 2011: 12.

3 Raji¢, Timotijevi¢ 2011: 26-27.

(511
W



512 )1

assumed that his endowment was built between 1186 and 1190 near
the Western Morava River4. The Monastery of the Virgin in Gradac
was one of the most important monasteries in 13™ century Serbia
since it was mentioned in the Zica Charter of Serbian ruler Stefan
the First Crowned among the four royal monasteries, along with Stu-
denica, St. George in Ras and Hilandar®. Because of its significance,
the Monastery of the Virgin in Gradac became the economic and
spiritual center of the Moravian region around which the medieval
town was formed®. Although the historiography has paid great atten-
tion to the medieval period of the Church in Caéak, it cannot be said
with certainty what the original Stracimir’s church looked like since
it was rebuilt so many times, the first time during the 14" century”.
Later historical sources dating back to the 16" and 17" centuries and
the latest research indicates that Stracimir's church was a one-nave
church with a three-part apse, a dome over the nave, and two bell
towers over the western part®. The very architecture of the Church
with two bell towers speaks of the monastery's importance in the hi-
erarchy of the Serbian Medieval church since only cathedral churches
had them?®. Regarding this, the Church of the Virgin in Gradac ar-
chitecturally belonged to a group of churches from the 12™ century
that in the state of Nemanji¢ had double bell towers, such as those
in the Church of the Virgin in Toplica, the Church of St. George in
Ras, St. Peter in Bijelo Polje, St. George in Budimlje and St. Nicholas
in Banja™. During the reorganization of the Serbian Church between
1319 and 1321, the Church of the Virgin in Gradac lost the status of
a royal monastery and became the seat of the Gradac Bishopric™. A
fundamental renovation of the Church, which took place during the
first half of the 14" century, was probably connected with this change
in its role™. There are also assumptions that it may have been com-
pletely renovated in that period. During this renovation, the layout
of essential structural elements was changed. With the installation

4 Raji¢, Timotijevic 2011: 12, 25-26.

5 Raji¢, Timotijevic 2011: 26.

6 Canak Medic, Ivkovié 1992: 5.

7 Rankovié-Vucicevié 1969: 17-23; Canak Medié, Boskovié 1986: 149-162; Canak Medi¢ 1993: 81-93.
8 Rajic, Timotijevi¢ 2011: 29.

9 Kandic¢ 1978: 15-17.

10 Rajié, Timotijevi¢ 2011: 29-30.

11 Canak Medic, Ivkovié 1992: 6-7.

12 Raji¢, Timotijevic 2011: 30.
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Fig, 1. The ideal reconstruction of the ground plan of the Church in Caéak
after renovation in the 14™ century. Plan after Raji¢, Timotijevi¢ 2011: 48

of four independent supports for the dome, the previous single-nave
character of the Church was replaced by a cruciform solution™ (Fig. 1).

In the second half of the 14™ century, especially after the Battle of
Kosovo in 1389, Serbia suffered several times from Turkish and Hun-
garian military units. However, no historical evidence exists that the
Church was damaged™. At the end of the 14™ and the beginning of
the 15" century, the Bishopric of Gradac received the status of Metro-
politan and the settlement around the monastery was given the new
name — Cacak®. Caak became an important economic place during
this period due to its strategic position.

New changes in the appearance of the Church in Ca¢ak came with
changes in political and religious circumstances after the falling of
Serbia into the Ottoman government. The most significant part of the
Cacak region fell under Turkish rule during the campaign of Sultan

13 Canak Medic, Ivkovié 1992: 14-31; Canak Medic 1993: 81-93.
14 Raji¢, Timotijevi¢ 2011: 15-16, 32.

15 Radovanovié 1993: 213.
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Mehmed II to Serbia in 1455. However, only after the final fall of
Serbia under the Turkish government, with the fall of Smederevo in
1459, conditions were created for the Church in Cadak to be turned
into a mosque. During its later history, this Church changed several
times from a church to a mosque and vice versa'’. The change in its
religious function required extensive architectural interventions, and
its overall appearance and significance as an object also influenced
the shaping of the public space around it.

The Church was converted into a mosque for the first time in the 16™
century when Cacak became a settlement with a predominantly Is-
lamic population™®. During this period, the Church underwent drastic
architectural changes due to a change in religious function. It was a
successful transformation that manifested the representative Ottoman
architecture of the 16™ century®. The renovations on that occasion
entailed the change of all essential elements that transformed the
building from a recognizable form of a Christian place of worship to
an Islamic one. The changes occurred between 1516 and 1560 when
the Turkish census mentioned the imperial mosque in Cacak for the
first time*. The transformation of the Church in Cacak into a mosque
was part of a broader architectural wave with an ideological back-
ground. Many churches in Balkans that survived the Ottoman con-
quests without major damage and previously had a significant status
in their communities were converted into mosques, especially if they
were part of urban units*. This practice is confirmed by numerous
churches in Constantinople that were converted into mosques during
the 16" century®. The transformation of the Church in Cacak into a
mosque was completed with the resources and efforts of Turali Bey,
Sanjak Bey of Smederevo. Turali Bey was fond of Ali Bey’s mosque
in Sarajevo, so his endowments, such as the mosque in Tuzla and
the converted church in Cadak, were supposed to follow Ali Bey’s

16 Raji¢, Timotijevic 2011: 16-18; Alici¢ 1984: 230.

17 Raji¢, Timotijevi¢ 2011: 16-18, 33-36.

18 Radovanovié 1993: 213.

19 Andrejevi¢ 1984; Kurtovi¢ Foli¢ 1993: 167-171.

20 Zirojevi¢ 1984: 86-87; Bogdanovic¢ 1993: 222; Radovanovié 1993: 213.
21 Goodwin 1971: 200; Andrejevi¢ 1976: 99-117; Zirojevi¢ 1984: 25-26.
22 Goodwin 1971: 162-164.

23 Radovanovi¢ 1993: 213; Kurtovic Foli¢ 1993: 167.



mosque in Sarajevo as a role model in terms of architecture* (Fig. 2).
Thus, the narthex of the Church in Caak and the side bell towers
on the western part were demolished*. The columns from the nave
that supported the dome were removed to create a larger unified
space within the building, which was necessary for an Islamic place
of worship®. A dome was erected that extended to the side walls of
the central space. As a transition from the square to the circle of the
dome, a system of corner squinches was chosen, preserved to this
day in the Church’s interior®”. The squinches were decorated with
mugarnas, which have not been held to this day due to subsequent
renovations®. There were decorative blind arches of the Saracen type
between the corner squinches, which are still visible in the Church
(Fig. 3). Above the squinches rose an octagonal tambour with pierced
window openings and a calotte. The eastern part of the Church was
slightly modified because the apse’s position corresponded to the
qgibla’s position; it was shortened and turned into a mihrab®. As light
plays a vital role in mosques, the existing openings in the church
were walled up, and the new, larger ones were opened very low to
the floor, which is typical for mosques*. A minaret was built next to
the building, and access to it was from inside the building, from the
prayer area. Research has confirmed that during the reshaping of
the interior, a wooden gallery was built on the west side, which was
entered to the right of the entrance'. Parts of stone pillars were found
in the west, based on which it is assumed that a porch covered with
domes stretched along the entire western side of the building* (Fig. 4).

By the end of the 16™ century, Turali Bey built a school near the
mosque?. Together with the school, the mosque, with its represent-
ative architecture, became a spiritual and educational center around

24 Kurtovié Foli¢ 1993: 167; Raji¢, Timotijevi¢ 2011: 33.

25 Canak Medié, Ivkovié 1992: 33.

26 Kurtovic¢ Foli¢ 1993: 167.

27 Kurtovic Foli¢ 1993: 168; Canak Medié, Iokovic 1992: 33-35.

28 It was seen until the renovation at 1834: Paton 1845: 180.

29 Canak Medié, Ivkovic 1992: 34; Kurtovié Foli¢ 1993: 169-170.

30 Kurtovic Foli¢ 1993: 169.

31 Kurtovic Foli¢ 1993: 170.

32 Kurtovié Foli¢ 1993: 170.

33 Raji¢, Timotijevi¢ 2011: 33; Radovanovi¢ 1993: 213; Kurtovi¢ Foli¢ 1993: 167.
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Fig. 3. Interior of the Church
in Caéak with decorative blind
arches of the Saracen type in
the dome originated from the
mosque, 2008.

Photo after Raji¢, Timotijevié
2011: 62




(o] I
o) I \
o {
O
< s
\ / {i-_ 0.5

Fig. 4. Reconstruction of a ground plan of a mosque in Caédak, 16t century.
Plan after Raji¢, Timotijevi¢ 2011: 58

which settlement has expanded. By the end of the 16" century, Cacak
had three mahallas and the status of Kaza*.

Dynamic but not drastic architectural metamorphoses of the build-
ing came with the change of religious function with Austro-Turkish
wars in the 18" century. After the Peace of Pozarevac in 1718, Cacak
belonged to the Austrian Empire, and the mosque was converted into
a church?. Although we do not know what changes were made to the
building to adapt it to the rites of the Orthodox church®, it is known,
according to one sketch, that a fortified moat with two entrances was
built around the building because of its strategic importance” (Fig.
5). Just after a few years, in 1739, with the Peace of Belgrade, Cacak
returned to Turkish borders, and the Church became a mosque again.

34 Radovanovi¢ 1993: 213.

35 Rajic, Timotijevi¢ 2011: 34; Radovanovi¢ 1993: 223.
36 Rajic, Timotijevi¢ 2011: 34.

37 Radovanovi¢ 1993: 214.
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After the First Serbian Uprising against the Ottoman Empire at the
beginning of the 19" century (1804-1813), cannons destroyed the
mosque in Cacak, particularly its minaret?®. It was then converted
into a church where services were briefly held, and bells were rung
to symbolize gained freedom?. After the collapse of the First Serbi-
an Uprising in 1813, the building was repaired and returned to the
function of a mosque, which remained until 1830.

With the change in political circumstances related to the liberation of
Serbia from Ottoman rule after the Second Serbian Uprising in 1815
and after receiving HatiSerif in 1830, which provided Serbia with
autonomy and religious freedom*, conditions were created for the
mosque in Caak to become a church again and to be fully restored.
The restoration of the Church in Caéak had a strong ideological back-
ground. After Hatigerif in 1830, Cacak had an incredibly privileged
position as the administrative, political, military, and economic center
of Rudnic and Pozega Nahija, which Jovan Obrenovi¢, the brother
of Prince Milo$ Obrenovi¢, the ruler of Serbia at the time, managed.
Cacak also became an important spiritual center since it became a
center of the Bishopric of UZice in October 1831+. Although the Serbs
built a church after 1815 in a Christian mahala in Ca¢ak#, the old
mosque in the center of the town, to which was attached the legend
that it was the endowment of Stracimir Nemanji¢#3, had an essential
ideological role in the formation of legitimacy and the idea of conti-
nuity of contemporary secular and spiritual authorities. Since it was
once a medieval church from the time of Nemanji¢, the golden era
of Serbian statehood before the Turkish government, its restoration
created an idyllic political continuity between the Serbian medieval
state and the contemporary one against the actual historical disconti-
nuity. Since Cacak was the seat of the newly formed diocese of UZice,
the restoration of the old Church was supposed to make a represent-
ative building for the center of the diocese. Furthermore, taking over
the central sacred building in the city with a long cult tradition and

38 Zivaljevi¢ 1892: 326; Bojovié 1993: 255.

39 Vujic¢ 1901: 197-200; Bogdanovi¢ 1993: 223; Raji¢, Timotijevié 2011: 35.

40 Ljusic 2004: 4-14.

41 Raji¢, Timotijevi¢ 2011: 35-36; Bojovic 1993: 254; Bogdanovi¢ 1993: 223.

42 The church was built in 1815 with the funds of Prince Jovan Obrenovi¢ and lasted until 1878:
Rajié, Timotijevi¢ 2011: 17-18.

43 See KaradZi¢ 1826: 24; Vuji¢ 1901: 198-199; Milicevic¢ 1876: 650.
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Fig. 5. Ground plan of the church in Caéak during the Austrian occupation
between 1718 and 1739. Plan after Radovanovié¢ 1993: 221

turning it into a church marked a new political situation and religious
freedom, as well as turning a Turkish town into a Serbian one#. That
is why the Church in Cacak restoration was a priority at the time.
As soon as Turks left Calak after the Hatisherif 1830, Bishop Nikifor
Maksimovi¢, Prince Milos Obrenovié¢, and his brother Jovan started
with the renewal of the Church®. Preserved archival documents testify
about renovation undertaken from 1832 to 1834%. The minaret was
demolished during the restoration, the entrance porch was reshaped,
old windows were closed, and new ones were opened. All work was
done for 19,000 gro$, and 30 craftsmen from Debar worked on the

44 Rajic, Timotijevi¢ 2011: 18.
45 Rajic, Timotijevi¢ 2011: 36-37.
46 Dordevic 1926: 587; DZelebi¢ 1969: 165-166; DAS, KK XXIV, 129; DAS, MB, 1834. 14. April 1834.
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Fig. 7. Felix Kanitz, The main Square in Ca¢ak with the Church of the Ascension, 1860.
After Kanic 1985: 539



building. During the renovation, the old foundations and walls of the
Church were found, as well as the original color of the Church in the
windows, which were all used as a guideline during the renovation#.
Decorative elements in the squinches of the dome — muqarnas and
marble floors decorated with geometric arabesques, have remained
from the mosque#®. The altar space was prepared for the needs of the
liturgy, and the Church was painted white. The Church was conse-
crated on September 6, 1834, by Bishop Nikifor Maksimovi¢#. During
the consecration of the renewed Church, another crucial ideological
thing was done — it was the change of the dedication of the Church
from the Virgin to the Ascension, on which Prince Milos Obrenovi¢
insisted because it was the holiday when he conquered Cacak from
the Turks during Second Serbian Uprising in 1815%. In this way, Prince
Milos ideologically connected the medieval Church with the mod-
ern state and himself as the current ruler with the famous Serbian
medieval Nemanji¢ dynasty>*. The Church’s restoration was just the
beginning of transforming Cacak from an Ottoman to a Serbian town
by constructing a school, bishop’s quarters, and other administrative
buildings nearby>.

After extensive architectural works on the Church, there was an in-
tention to paint the whole interior and rearrange the altar area®, but
Zivko Pavlovié painted only iconostasis between 1841 and 1846%. A
subsequent major restoration took place in the mid-19™ century. In
addition to being motivated by the need to repair the roof due to leaks,
the restoration of the Church was also part of a broader research pro-
cess and restoration of Serbian churches and monasteries from the
Middle Ages. In all the repairs of medieval churches in the middle of
the 19™ century, the general idea was to restore them to their former
glory. At that time, significant endowments of the Nemanji¢ dynas-
ty were restored in Serbia, such as Studenica, Zi¢a, and Manasia’.

47 DAS, MB, 1834. 14. april 1834.

48 Rajic, Timotijevi¢ 2011: 37; Bojovi¢ 1993: 255.

49 DAS, KK XXXV, No. 346.

50 DAS, KK XXXV, No. 346; Raji¢, Timotijevi¢ 2011: 18.

51 See Makuljevi¢ 1997: 283-294; Kosti¢ 2022b: 56-61.

52 Radovanovi¢ 1993: 215-218; Raji¢, Timotijevi¢ 2011: 18-21.
53 DAS, PO, k. 76, No. 162; Dzelebi¢ 1969: 288-289.

54 Vasic¢ 1968: 28-29; Raji¢, Timotijevi¢ 2011: 37.

55 Makuljevié 2006: 66-70; Kosti¢ 2022a; Kosti¢ 2022b: 103-110; 115-122.
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Fig, 8. Popovic Petar, The sketch of ideal reconstruction of the Church in Cadak, 1926-1929.
Raji¢, Timotijevi¢ 2011: 66

These activities were connected with the national ideology in which
the Middle Ages were recognized as the nation’s golden age and the
old monasteries as national monuments, which were all reasons for
their restoration’®. These restorations were also related to the ideas
of historicism of that period and the need to create a national canon
in Serbian architecture based on the Serbian-Byzantine style>. The
Church in Cadak was thus restored following the oral tradition and
known sources about its medieval appearance, according to the ideo-
logies mentioned above and understandings of the Serbian-Byzantine
style as the national style of that time. As evidenced by the preserved
archival material, on July 29, 1853, the Church board decided to cover
the dome and the altar with copper. For this purpose, they invited
the engineer Johann Steinlehner. After his visit to Cacak in April 1854,
it was decided to add an exonarthex and bell tower to the west side

56 Makuljevi¢ 2006: 285.
57 Kadijevi¢ 1997: 11-35; Makuljevié¢ 2007: 232-240; Makuljevi¢ 2012: 505-517; Kosti¢ 2022b: 225-241.
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Fig. 9. The Church in Cacak after renovation 1926-1929. Photo public domain

of the church?®. The Ministry of Education and church affairs did not
accept Steinlehner’s plan for the bell tower®. This Ministry was the
competent state body in charge of controlling the construction and
repair of churches in the Principality of Serbia, so its opinion had to be
obeyed®. The plan was assessed as inadequate for a church from the
Middle Ages, so a new one was created in 1856, according to which
master Naum Jankovi¢ from Belgrade was supposed to build®. Al-
though there were a lot of technical problems during the restoration
of the Church®, the narthex with two bell towers was built according
to oral tradition and previous knowledge about the look of medieval
Stracimir’s church. The central dome was also reshaped and covered
with sheet metal. The Church’s facades were decorated with pilasters
and blind arcades in the cornice and on the dome, which represented
the reviving of the medieval decorative system — an imitation of the
Serbian Byzantine style® (Fig. 6).

58 DAS, MB 1853, No. 339; Bojovic¢ 1993: 255; Bogdanovi¢ 1993: 225.
59 DAS, MPs 1866, 1V, 843; Bojovi¢ 1993: 255.

60 Kosti¢ 2022b: 34-52.

61 DAS, MPs 1866, 1V, 843; Bojovic 1993: 255.

62 Perunici¢ 1969: 87-88; Rajic, Timotijevi¢ 2011: 37-38.

63 See Kanitz 1985: 539.
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During the second half of the 19™ century, there were harsh criticisms
of the Church’s restoration. The criticisms were made by Felix Kanitz
and Mihailo Valtrovi¢, two very authoritative researchers of Serbian
antiquities in the second half of the 19" century. Kanitz marked that
the architectural forms of the Church in Cadak did not faithfully repro-
duce its appearance from the Middle Ages, especially the bell tower’s
shapes and the dome roof’s appearance with small, pointed tower.
It was judged to be more similar to Austrian contemporary architec-
ture models than desired Serbian-Byzantine national style®. He also
felt the dome was unusually vast in span, a characteristic feature of
mosques®. After his visit to Cacak, Kanitz drew the main square with
the Church in 1860, an essential testimony of the appearance of the
restored Church® (Fig. 7). Mihailo Valtrovi¢ believed there was little
left of the medieval church and that in its general appearance, even
if it resembles a Byzantine building in its central layout, certain parts
were modern and architecturally inadequate®. Until the end of the
19" century, the Church underwent two more covering of the dome
and bell towers, but they remained unchanged in their general form®.

Another renovation of the Church in Cacak, which significantly changed
its appearance, took place after the First World War (1914-1918). Since
the Church was devastated and looted, its renovation was part of
practical needs but also contained new ideologies on restoring old
medieval monuments. Recent research on Serbian medieval monu-
ments and different definitions of the Serbian-Byzantine style at the
beginning of the 20" century led to the new restoration of the Church
in Cacak between 1926 and 1929 and changes in its architecture with
intentions to look closer to its medieval origins®. The principal bearer
of the restoration was the architect Petar Popovi¢, who participated
in numerous restorations of medieval monuments between the two
world wars” (Fig. 8). The main changes were related to the central
dome’s shape and the two bell towers, the same as facade decoration.

64 Kanitz 1985: 538.

65 Bojovic 1993: 256.

66 Kanitz 1985: 539.

67 Bogdanovié 1993: 227.

68 Raji¢, Timotijevic 2011: 39.
69 Raji¢, Timotijevi¢ 2011: 40.

70 Milogevi¢ 2019: 153-209; Canak Medi¢, Ivkovi¢ 1992: 9.



After this restoration, which led to an ideal medieval appearance, the
Church has retained mainly its look to this day (Fig. 9).

Such a layered history of the Church in Cac¢ak shows its various
metamorphoses as an object. Those metamorphoses were primarily
in their architectural structure, and they were indicators of different
relationships, ideologies, attitudes, and tastes toward one sacred object
in various state and cultural frameworks throughout eight centuries.
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The Church of the Ascension in Cadak
and Its M etamorphoses

Ana Kosti¢

The Church of the Ascension in Cadak is an example of dynamic transfor-
mations of the same monument through time due to changes in its reli-
gious function and political, ideological, and stylistic backgrounds. Built
in the 12™ century, the Church in Cacak was influential in Medieval Serbia.
With the arrival of the Ottomans on this territory, there was an ideological
need to turn the old, significant cult place into a mosque, which led to dras-
tic changes in its architecture in the 16" century. Until the liberation of the
Serbian territories from Ottoman rule in 1815, the Church was converted
several times from a mosque to a church and vice versa. After the formation
of the Principality of Serbia in 1830, the restoration of the Church in Cacak
became a part of the national ideology, which was reflected in its architec-
ture and overall appearance during the 19" and early 20" centuries.



II'epksara ,,Cs. IleTka CTtapa”

u HeviHaTa uctopus ot XIX n XX Bek
St. Petka Stara Church and Its History
During the 19*h and 20t Centuries

Maria 3axapuesa®
Mrncmumym 3a uscaedsare Ha uskycmeama
bovacapcxa akademus na nayxume

Abstract: The article discusses the history of the St. Petka Stara Church in the city
centre of Sofia based on data from publications, archival documents and photo-
graphs from the late 19" and early 20t centuries. All this gives us the opportunity
to gain insight into the changes in the architectural appearance and historical fate
of the church that occurred over several centuries.

Keywords: Sofia, archival materials from 19t — 20t c., architecture, marginal notes,
travelers

AocTpakT: Cratusara pasraexxaa ucropusara Ha xpama ,,Cs. Ilerka Crapa” B rp.
Codmnst o gaHHM OT IMyOAMKaLMY, apXUBHU AOKyMeHTH 1 ¢oTtorpadpuu oT Kpas
Ha XIX 1 nauaaoro Ha XX B. Bcnuko ToBa HI ITpeA0cTaBs Bb3MOXKHOCTTa 4a IPUAO-
6meM mpeacTaBa 3a IIPOMEHNUTE B apXUTEKTYPHI: 00AMK M MCTOpuYeckara chaba

Ha IybpKBaTa, HACThIINAN B IIPOABAKEHNE Ha HAKOAKO CTOACTIIA.

Karogosn aymm: rp. Codusa, apxusHu Matepmuaan ot XIX-XX B., apxurexTypa,
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®@ur. 1. Ippksara , Cs. Ilerka Crapa”, Hauaaoto na XX sex. Cuumxa PVIM - Codus,
vHB. [-2134)

B nenrwpa na rp. Copus, na ya. ,, Kasoan™ Ne 7, orousrouno ot xpa-
Mma ,,Cs. Heaeas”, ce Hamupa Maaka ITbpKBa, HocBeTeHa Ha cB. [TeTka.
Ts He Monasa 4ecTo B MaplIpyTa Ha TypPUCTUYECKNUTe IMA0Be, HO e
U3KAIOYUTeAHO BakKHa 3a MCTOPMsTa Ha CTOAMIIATA.

Brripexn pasrio10>keHneTo 11 B IleHTpaAHaTa rpajcka 4acT, ITbpKBaTa

,CB. Iletka Crapa” He e I0ApOOHO IIpOy4YeHa 1 OCTaBa BCTpaHU OT
BHIIMaHIETO Ha M3caejoBateanTe. VIcTopmueckuTte U3Bopu 3a Xpa-
Ma ca TBbpJe MaaKo, HO ChIIleCTBYBa AOII'bAHNTeAHa MHPOPMaIIILs,
KOATO € Ba’kKHa, ThIl KaTo OM ITIOMOrHaJa Ja ce AOI'bAHIU He caMO
IIpe/cTaBaTa 3a KOHKPETHI TaMeTHMK, HO U 38 AYXOBHIIS XKMBOT B I'P.
Codusa B MunaaoTo. To3m TeKCT e ONIUT Aa ce ChOepaT 1 aHaAU3UpaT
CbXpaHeHNTe UCTOPUIeCcK! IOAaTKM, KOeTo 011 40BeA0 A0 U3sICHABA-
He Ha peAMIia BBIIPOCH, CBbP3aHM C apXUTEKTYPHUTe OCOOEHOCTU I
ucTopudeckara cba0a Ha xpama ,,Cs. Iletka Crapa”.

Eano ot Hali-paHHKTe cBeAeHIs 3a ITbpKBaTa € OIICaHO B,/ HeBHIK
Ha egHo IrbTyBaHe 40 Ocmanckara opra B Llapurpaa”? ot mprermect-
seHnka Credan I'epaax mpes XVI . Ako cbanm 1o Aymute Ha I'epaax,

2 Gerlah 1976.
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®@ur. 2. I1aan Ha rp. Codus, 1o Ishirkov 1912

ko11To nocemiapa rp. Codusi rpes 1578 I., B paMKUTe Ha Ipaja € UMaao
12 rbpksu. Cpea TAX TOI cCIlOMeHaBa JABa XpaMa, IIOCBeTeHM Ha CB.
ITetka3. ITo-xbcHO, mIpes 1640 T. IleTsp boraan npedusasa B rpaja u
cpoOIIIaBa 3a IeT IILPKBY, Oe3 4a yTOYH:Ba TeXHUTe ITocBereHns*. B
cpeaara Ha XIX B., 1pe3 1845 r. Buxtop I'puroposud ordeasssa ocem
xpama, cpea xouto u ,,Cs. Ilerka Crapa™s.

Ocsen narpoHa Ha ITbpKBara, cB. [leTka EnmBarcka, xpamsbT e momy-
AsIPeH KaKTO cera, Taka U B OTMMHAAUTE CTOAeTUs, C IIOYUTTa KbM
cs. TeparntonTuii, Hapuyan ome Tepanont Coduiicku. Jnec eqHa ot
Hali-TioyuTaHuTe cBetuHu Ha xpama ,,Cb. Iletka Crapa” e AbHepsT,
CBbp3aH C MbYEeHIYECTBOTO My. PeauKBaTa e IIoCTaBeHa B HUIIA, IT0A
CTBKAO B ceBepHara 4acT Ha nputsopa. Criopea >KUTUETO CBEeTeIbT e
Obarapcku cperjeHNK ot TpbHCKO, 3arMHaa MbYeHmdecKu 3a XpUcTo-
Bara Bapa. l3caeaoBareante cmarat, ue cs. TepanonTtuit Coduiicku
e moObArapeH BapuaHT Ha cB. TepanonT Capauiicky, a Ta3u Te3a e
n3A0>KeHa o1rie B Kpast Ha XIX B. ot uernkist yaen KoncranTin Vpeuex®.

IMTonnyaspuoctTa Ha cB. TepanonTuit ome npes XVI B, 3aeaHo ¢ Apy-
ruTe copUITCKY HOBOMBUEHNITY, € TOAsAMa, 3a KOeTO CbAUM OT 3arla-
3€HITEe I/ISBOpI/I. M"b‘leHI/IK"bT Ce CIIOMeHaBa B HJIKOAKO €M6A€MaTI/I‘IHI/I
JICTOPUYECK) ChUVMHEHNs, I'bPBOTO OT KOUTO € XXUTKeTo Ha cB. Hu-

3 Gerlah 1976: 264.

4 Dimitrov 2017: 127-129.

5 Grigorovich 1877: 135.

6 Irechek 1899: 18; Gergova 2013: 219-229; Baeva 2019: 191-223.
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koaa Hosu Codmiicku oT 1555 1., 4610 Ha Mateit 'pamatux’. Ilpes
BTOpara noaosuHa Ha XIX B. [Tancnit Xuaenaapcky oTHOBO 0OpbIia
BHIMaHIe Ha IIOYNTTa KbM COPUIICKITe HOBOMbUeHnu B Vcropus
caaBsiHOOBATapcka®. B rbTenmcuTe Ha ITbTEIIECTBEHULINTE Y PAHHUTE
CBhUMHEHI:, B KOUTO e cioMeHar cB. TepaltoHTuii, 3a chbXXaaeHue, He
e CbXpaHeHa 1oBeve MHQOPMaLIL 3a XpaMa U HETOBOTO ChCTOSTHIIEY.
Makap 1 A1aKOHIMYHH, Te ITOKa3BarT, 4ye Iybpksarta ,Cs. Iletka Crapa”
e cpiecTsyBaa ome npe3 XVI B. Ho To3n Tekcr HsaMa 3a 1jea ga
pasraekJa MeCTHUTe KyATOBe, KaKTO U Pa3BUTUETO M pa3IIpocTpa-
HEHIeTO Ha oIlpejeaeHn (POAKAOPHU MOJeAN, KOeTO Bede e aHaAl-
3MpPaHO OT CIIeNaAUCTUTE™.

Cobxpanenara nH@popMaIus ot nocaegHure gecetuaerist Ha XIX .
HavaaoTo Ha XX B. 4aBa MHOTO ITOBeJe CBe4eHIs 3a IIOUNTTa KbM CB.
Tepanontnit u cecrostHnero Ha xpama. [Ipes mbpBOTO geceTnaerue
Ha XX B. B COOpHMK HapOAHN YMOTBOPEHN:I e IyDAMKYBaHO U3CAeA-
BaHeTO Ha EBTiim CripocTpanos — ,, beaesxkn u mpemncku mo copuii-
CKITe ITbPKBU”, B KOETO Ca AOKYMeHTHMPaH! U3KAIOUUTeAHO BaXKHU
cBegeHns". Pasonpa ce, KakTo 1 B Ho-paHHUTe 13Bopu, CIIpOCTpaHOB
akIleHTHpa Ha IIounTTa KbM cB. Tepanontuit: Omaseo, npu 6xo0a Ha
Kamaxomoama, ce Popas 6 ouu edur zpamader OvHep, AroueH 0mecsaKvoe.
Toii e cvsudar nanorosuna 6 3uda. Kasea ce ,na ce. Tepanonma”. I1peda-
Huemo zaacu, we Ha my 0vpeo OuA obecer mos mvuerux. Beaxka nedeas
0KOAO M0sl JvHep AexXam 00AHU CeAsHU u ouakeéam usyeaerue. B mypcko
speme U YMonoOvpKanu 6pu36aru HA Hezo U YK Hamuparu 3opase™. Ap-
TOPBT NPUBEXJAa 1 YCTHO CBUAETeACTBO Ha CBO CbBPeMeHHUK, 45140
Amnton I'eoprues, kaucap B wbpksara ,Cs. Hukoaa I'oaemn”, namu-
paaa ce B HeriocpeacTBeHa 6amsoct 40 ,,Cs. ITetka Crapa”: Kamo
sudsx, ue do0pusm 0100 AHMOH e NAMEeMAUE cmapet, pexox 0a nonbAHs
ceederiusma 3a wepxsama ,Cmapa Ce. Ilemxa”. Toii mu paskasa, 4e 0op-
éomo Ha c6. Tepanonma cu 6ur0 maxvéo mHozo omdasra. Ilonpedu myx
6p36aAu AYyou u 0ecHu, Kou HAMUPAAU usuererue. Jo Hezo UMAr0 eduH
debea dupex, 3a KOUMO 2U 6Pb36AAUS.

7 Stara balgarska literatura, Zhitiepisni tvorbi 1986: 317.
8 Hilendarski 1980: 193.

9 Peauma yuenu BKAIOYBAT IYbpKBaTa B CBOMTE M3CAeABAHMA, Pa3UCKBalIKU MCTOPUSATa Ha Ip.
Co¢uns. Bx. Dinekov 1939: 32-34; Monedzhikov 1946: 200-204.

10 Baeva 2019: 191-223.

11 Sprostranov 1906-1907: 3-4.
12 Sprostranov 1906-1907: 3.
13 Sprostranov 1906—1907: 7.



Metamorphoses

I

¥ -
LCEict

Al L1

T
e 11



536 )1

He ca 3anmasenn nssopu 3a mepmoja, B KOWTO e u3rpajeHa I'bpKBpara.
B xpas na XIX u Hagaaoto Ha XX B. E. CripocTpaHoB oncsa rpega-
HIle, CIIOpeJ, KOeTo msl e Ouia nvpsa uepkea 6 Copus, u cAedosameano,
Haii-cmapa. V1 naucmumna, axko ce 63pem ¢ HANPA6ama i, moxem 0a 0onyc-
Hem, ue ms e nav-cmapama vepxea 6 Copus. Tpsoea da e Oura wacmma
uepKea Ha HAKOU om nbpsume xpucmusahnu. Hanpasera nod semama, 3a da
He NPUBAUYA 6HUMAHUEINO HA e3UHHULUME, 4 MOXKe 0u e Oura nocmpoera
maiino*. He ca 3amaseHm cseseHisI 3a HEITHOTO ChIIleCTByBaHe IIpe3
CpeanosekosueTo, 3a 4a ce o0ocHOBe o400Ha Te3a. Ho Tps0sa aa
0o0BbpHEeM BHIMaHIIe Ha ABeTe IIAUTKY HUIIIM Ha CeBepHaTa 1 I0’KHaTa
CTeHa B HaoCa, KbAETO € ChXpaHeHa >KMBOIIIIC, YMIUTO CTUAOBY 0CODe-
HOCTH 51 OTHACAT KbM I1I€CTHa4eCeTOTO CTOoAeTHe"™,

/Jnec wbpKBara e 4yacT oT crpagara Ha Coduiicka cB. MUTPOIIOAUS U
e TPy4HO e Ja ce ollpeAeAy I'bPBOHAYaAHMAT apXUTeKTypeH TUII Ha
xpama. Toii e IpeTLpIAa peauiia IpeyCTPONICTBa IIpe3 CTOAeTUATA,
HO Ca CbXpaHeH! TBbpJe MaaKo CBeJeHNs], 3a 4a MOXe Ja ce PeKOH-
CTpyMpaT C TOYHOCT OTAeaHnTe crpouteanu etamu. lllo ce otHacs 40
apXUTeKTYpHUTe 0COOeHOCT! Ha ITbpKBaTa, O1IXMe MOTrAM Aa AOITyCHeM,
Je BepOsATHO ITbPBOHaYaAHO T4 e 6114a MaaKa, e HOKOpaOHa 11 egHOall-
cngHa. JlHec XpaMbT ce HaMMpa 1104 HUBOTO Ha ChbBpeMeHHISI TepeH Ha
IleHTpa/AHaTa rpajcka yact. Toit e eaHOKOpaOeH, IOAYIUAMHAPUYHO
3aCBOJEH, a OT 3aIla/ e pa3IoA0XKeH IPUTBOP C ABa BXOAa OT CeBep I IOT.

Mozkem ga orOeaexkum, ye B HadyaA0To Ha XX B. ITbpKBaTa e 1uMa-
/Aa TyXA€eH CBOJ, Aebean 31A0Be, He e MaJda IIPO30pIin, a CBOABT
Ha eMIOpMsATa U Haoca ca IIpeTbpHeAn peauiia PeKOHCTPYKIIUI
Ipe3 IbpBara mmoAosnHa Ha XX B. 3a TOBa ChAUM OT HaDAIOAEHU:ATa,
xouto npasu CIIpocTpaHOB IIpe3 IIpoAeTTa Ha 1901 I.: Ha usmox om
c6. Kpaa c 6x00 om coujus mezdarn ce namupa mvi Hapeuenama ,Cmapa
Ceema Ilemxa” nad nomnume 1t 6pama wemem: ,BXOAD R u,éfmos'b CRATAA
NPeNoAOBNAA Napackera”. Uepkeama e docma HUCKO 100 HUGOMO HA YAULUMe.
[Ipedu da ce npoxkapam nocaednume, ms e Oura coécem 6 semama. Kamo
6Aeseu sbmpe npuiuda docyuy Ha kamaxomoa... [Topsonavarnama vepxea,
¢ myxaet c600 u debeAu 3udose, UMa 12-13 M. ODAKUHA U 10 M. UWUPUHA.
Ao Hesl e nocmpoero xercko omoerenus (5 m. dvAz0) Ha déa kama. [Todvm

14 Sprostranov 1906-1907: 3.

15 Te ca Ppaskputn HpEB 2002 T. I1I0 BpeMe Ha peMOHTHI pa6OTI/I, KOraTo e CBaJeHa AbpBEHaTa
00AMIIOBKa OT CeBepHaTa I I0XKHaTa cTeHa. CTeHOIMCHUTE ca YKpeIleH! 1 HOo4MCcTeHy OT ['aas
Tpudonosa (AA, §. 308A, om. 1, a.e. 6). Bxx. Zaharieva 2022: 97-101.



Ha JOAHUS Kam e paser Ha 100a HA 4epKeama, a nodvim Ha 20pHUs e noumu
¢ Hu60mo Ha J60pa. B dorrus kam HAMA HUKAKEO NPo3OpUe U e ChEceM
momHo. Tasanom na zopHus Kam e Had vepkosHus noxkpus. Tyx e ocmasen
c600000paset 0meop, 3a 0a ce 2aeda 6 Hepke6a.®

ITpe3 XIX B. 1rbpKBaTa € pasiinpeHa Ha 3allaj Vi @ U3rpajeHa eMIIOpHATa,
3a KOETO ChAUM OT HAAIIIIC: RO CAARS CTA EAHNOCSLINIA, H NGPAZ,A,'B/\NI 'rpu,n
NOBACNEMKE BAAMOBENOMB NACTOATEAH Heplcosnn RO A¢To 1866 CGHTBPIA 1 AeNB'. 3a
Cb’XKaJeHle, TOI He e ChbXpaHeH I He 3HaeM JaAl B IIocoueHaTa roguHa
€ U3BBPIIEeHO TOBa PeyCTPOIICTBO UAU APYT PEMOHT B 3allajHaTa
yacT Ha xpaMa. He ca cbxpaHeHn cBedeHms U 3a U3Tpa’kAaHeTO Ha
npursopa. Pororpadguu u KapTu oT Kpast Ha XIX — Hagya10TO Ha
XX B., IIOKa3BaT HaAMYMETO MY, HO OT TSX He MOXKeM Ja HayduMm
noseue 11ogpooHoctu™®. TepeHHNTe IPOYYBaHIIs YCTAHOBIIXA, Ue AHeC
XpaMbT e Oe3 alicuga, a Ha U3TOYHaTa cTeHa e opOpMeHa IAUTKa
Huma. BeposiTHO TOBa MpeycTPOIICTBO Ce € HaA0KIAO IIPY HAKOSI OT
rpagoycrporictseHnte mpomenn B Copus oT IrbpBaTa I1010BIHa Ha
XX B., Koraro e pasmmnpena ya. ,Kaaosn”.

Cxopo caeg nocemennero Ha E. CipoctpaHoB 11pes mpoaeTTa Ha
1901 I., Ha 7 alpua 1905 I. Ha 3aceganue Ha Cs. CHOZ ce B3uMa pe-
meHue Aa ce ,,pastrypu” ubpksara ,,Cs. Iletka Crapa”: [Tucmomo na
Coguiicka céema mumponorus N2 1896 om 5moz0, ¢ Koemo nocaedcmeue
x0damaiicmeomo Ha uvpkosHomo Hacmosmercmeo Ha yvpkeama Ce. [Temxa
6 Copus moAu da i ce paspeutu 0a Cpymu YAAAMa bpkea u caed Kamo npo-
dade mscmomo da moxe 0a UsHAAmMu JbAZ06ere CuU 01 25-30000 Ae6a KbM
npednpuemaiume no npecmpotixama na yvpxseama. Ha cmapama yopxea
U3y A0 da ce 3a0vpxku micmomo wa Cs. Oamap, demo mMucAu 0a HANpasu
NAMEMHUK UAU OPY20 NOOX00AUL0 30 3ANA36aAHe C6emocmma Ha MACHOMmoO.
Paspewasa ce da pasmypu yvpreama Cmapama Cs. Ilemxka, Ho ¢ ycrosue
npedu 0a ce npodade Mecnomo, HACMOAMEACME0mo 0a cvzpadu HAa MACMO-
MO0 HA C6. NPecmoA, edHa YACO6HS 30 3ANA36aHe C6emoCma Ha MACHOMO.
Aa ce ysedomu 3a mosa Ce. Coputicka mumponorus™. Hakoako mecerja
I10-KbCHO Ha 3acedaHne Ha CB. CHHOZ OT 7 IOHM 1905 I. € pa3raejaHo
IJICMO OT 530 COPUIICKY Tpak4aH! OT €eHOPIATA, KOUTO 3asiBsBaT, 4e

16 Sprostranov 1906—1907: 3.

17 Sprostranov 1906—1907: 3-4.

18 Ishirkov 1912: 26-27, KapTa.

19 LAA, ¢. 791K, om. 1, a.e. 15, 4. 96. IIpotokoa Ne 15 oT 7 arpua 1905 T.
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[Tl B Pur. 5. [Taan Ha
" h rppksata ,Cs. IleTka
[ I Crapa“, asTop bucrpa
- Mapunosa

ca Hayunau 3a pertenuero Ha Coduiicka cB. MUTPOIIOANUS Aa Pa3pyIIN
ITbpKBaTa I 4a Ipojaje 3eMsTa Ha ThpI, a C IapuTe OT IpojaxkbaTa
Aa ce IOKPUAT AbAToBeTe Ha IybpkBara , Cs. Ceamouncaennum” B rp.
Co¢usa. Te ce mpOTUBOIIOCTABAT U peAlaraT eHopusATa Ja roeme
IoracsiBaHeTO Ha 3aAbAKEHUATa> .

B xpast Ha 20-Te 1 Ha4aA0TO Ha 30-Te roAuHN Ha XX B. IlTbpKBaTa CTaBa
gacT ot crpagata Ha Codpuiickara cB. MUTPOIIOANs, 3alla3Balik/ 4acT
ot BpTpentHus cu ooeM. I1o Bpeme Ha bombapanposkute Hag rp. Co-
¢ust ipes 1944 ., HOBOIIOCTPOEHUAT KOMILAEKC e IIOCTpalad TeXKKO, HO
rspksara ,,Cs. IleTka” e cbxpaneHa. Bvs pongosere Ha 4A — Codpust
ca CbXpaHeHM apXMBHM MaTepuaAall OT 3aceJaHye Ha KOMUTeTa Ipu
bpksara ,Cs. Iletka Crapa”, KoUTO onmcBaT U3IIOUyTIeHN CThKAA
U ApyTU ApeOHU AeKM IeTH, HaHeceH! OT Bb3AYIIHUTe yiapu Haj,
rpaga. EAHa roayuHa 11o-KbCHO, IIpe3 1945 I., € U3BbPIIIeH 1 YacTIueH
peMoHT*'. He ca cbxpaHeHM cBe4eHIs 3a PeMOHTH IIpe3 cAeABallTe
HAKOAKO AeCeTAeTUs A0 1983 I., KOTaTO ITbPKOBHOTO HACTOSITEACTBO
Bb3/ara Ha Bacua [lanaypckn ga moaroTsy mpoekxT 3a 11sA0CTHO 13-
HICBaHe, HO TOM He e peaau3npan.

B pasanuynm ustouHnim mrppksara e Hapndana ,,Cs. Ilerka Crapa”
nan ,,Cs. [lerka Pasrypena”. BeposATHo Ts1 e Hapuyana ,crapa”, 3a
Aa ce pasrpaHmnyar asere ybpksn , Cs. Iletka Crapa” u ,,Cs. IleTka
Camapasxmiicka”, pasrioa0KeHN B HerlocpeacTseHa 04m3oct. Yecto
MCTOpMYeCcKITe 3BOPU 3a ABaTa ITaMeTHIKa ce IIperAnTar, mopaau

20 LAA, §. 791k, om. 1, a.e. 15, 4. 127-128. [Iporokoa Ne 19 OT 7 10HU 1905 T.
21 AA - Codus, §. 1100k, o1 1, a.e. 23, 4. 1; A — Codus, §. 1106k, o1 1, a.e. 23, 4. 61-62.
22 IJAA, §. 2085k, o111, a.e. 230.
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®ur. 7. IIspxsara ,Cs. [lerka Crapa”, 1930 . Caumka PVIM — Codurs, mns. II-201



@ur. 8. ITomercka kapTuuka oT Hauaa0To Ha XX B. Caumka PVIM — Codus, ums. 11I-546-15

AUIICaTa Ha yTOYHeHMe 3a KOsl OT TsX ce oTHacAT. IIpumep 3a ToBa e
OOKOB, ITpeAHa3HaveH 3a HallpeCTOAHOTO eBaHreAne Ha ITbpksara ,, CB.
ITetxa” B Codust, mspaboTeH mpes 1581 I. cbe cpeAcTBaTa Ha Kepa Eaxa
1 HeliHaTa Abieps Mapus. He e ycraHOBeHO ChC CUTYPHOCT Harpec-
TOAHOTO eBaHTIeAle 3a KOsl OT ABeTe COPUIICKU ITbPKBMU, ITOCBETeHN
Ha cB. IleTka, e 610 nanbaneno. I1pes sBropata moaosuna Ha XIX B.
0OKOBaHOTO HAIIPeCTO/AHO eBaHreAne ce € HaMMupaao B I'bpksaTa , CB.
ITerka Camapaxmiicka”, KbA€TO e BUASHO, a I10-KbCHO U IIOAPOOHO
ormcano oT KoncranTtun Vpeuek?.

,Pa3TypeHa” e HapedyeHa 3a IbpPBM II'bT B IPUIIMCKA OT 1813 I. B
Heaeanux ot ITbpKBaTa ,,CB. Iletka” B BpEESHI/IK AA €6 ZNAE TAA KNHIA
TAATOAGMH TAOKHOBNO ewme kdnn A acs nons Croans W Copua. Toran cene §
era Merica pacT8pena ML noegpHA 20 Aena 1813%. Korato E. Cipocrpanos
OIlNCBa XpaMa, CbXpaHeHITe UKOHU U OOrocAy>KeOHUTe KHUTHU, TOM
II0COYBa Ha IIOCAeAHaTa CTpaHNuIla Ha eAH AIOCTOA HPUIINCKA OT
1841 1., B KOATO XpaMbT e HapeuyeH ,,Cs. [leTka pasrypena Crapa®: go
XPAMB NPENOAOBNBIA MAPACKEVIH PACTEPENBIA CTAPA™.

23 Irechek 1899: 18.
24 Goshev 1934-1935: 14; Valchinova 1999: 35-36.
25 Sprostranov 1906-1907: 4.
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®@ur. 9. ITppksara ,Cs. ITerka Crapa”, Haoc

Bb3HmKBa BBIIPOCEHT, 3alll0 ITbpKBaTa e olpejeAsHa KaTo ,, pa3TypeHa”.
buxmMe moran ga nmpeaaoXXum HAKOAKO xunotesn. OT U3A0KeHnuTe
U3BOPU MOXKeM /Ja JOIlyCHeM, ye BepOsITHO IIpe3 I'bpBaTa I1010BJHa
Ha XIX B. XpamMbT He e Ona B 400pO CHCTOSIHUE U TOBA € IIpUYMHaTa
Ts Aa ObAe HapMYaHa pasTypeHa. Onmraxme ce Ja IIpocAeAnM upe3
U3BOpUTEe CHOUTHUATA, KOUTO O1Xa MOTAM 4a ObAaT IpUYMHA 3a BAO-
IIIEHOTO 11 ChCTOsTHME. MOXKeM Aa AOIIyCHeM, Je ITbpKBaTa e CIIOAeTsIHa
OT IPUPOAHO OeACTBIIE, HO OT TO3U IIEPIOJ MIMa CBeAeHIe eAVTHCTBEHO
3a semeTpecenne oT 1818 . JJaan XxpaMbT He e IIOCTpajaal IIpU HAKOe
OT KbPA KaAUICKUTE HanaAeHn: Ha rpada ot kpas Ha XVIII 1 naua-
2010 Ha XIX B.? Ha TO31 eTan Ha mpoy4YBaHETO OTKPUXME CaMO eAHO
cBegeHne, AoKyMeHTHpaHo oT E. CripocTpaHOB, KOeTo ce OTHacs 40
ubpksure ,,Cs. Kpaa” n ,,Cs. Apxanrea Muxana”, pasnoaoxxenu B



HeriocpeacTseHa 0ansoct 40 ,,Cs. Ilerka Crapa”. B npunuckara ce
OIlMICBa HallajeHue OT 1831 I., KOraTo pa30OHUIINM OITyCTOIINAN U
oOpaan rpada 1 ITbpKBUTe: ,3HaHO Aa OyAeThb BCIKOMY SKUBYIIIEMY
48A0BEKY ue Korato gouge Aan bers Kapsxaansara b Codim ga oOpa
rpasdbTh pa3Ou yapliiata oOpa cTokaTta obpa Y4epKBUTS U ICThPCHXa
ceeTu Kpaas HM3b KOBYAro Ha cpeab YepKBaTa CBeTY paHIeAh Bb A€TO
1831, 2eT0 11 Anipuans Bb ¢cp00Ta Ha Aazapuria“?. [Tpunmckara cb-
Abp>ka nmeTo Ha Aau 6er Kbpaskaansra, CiH Ha e4VH OT Hali-CBUpe-
ImTe KbpAXaauiicku raapatapu B kpas Ha XVIII n nauaaoro na XIX
B. — Kapa @eitsn®. Vicropmnyeckurte U3BOPH ca CBbp3aHU IIPeAVIMHO
C MMeTO Ha HeroBus Oaia 1 HarmadeHus B Kpast Ha XVIII B. u ripes
rbpBUTe gecetuaeTus Ha XIX B., a HAKOAKO IIPUIIMCKA OT palioHUTe
Ha bpesnnmko 1 Coduitcko otdeas3BaT BAUAHIETO Ha Aau Oer caeg,
cmbprTa Ha Kapa ®eitsn (1822)%. [IprnBeeHNAT mpuMep e Mo-KbCeH
1 He MO>Xe Aa IOTBbPAM IT0A00Ha XMII0Te3a, HO MIMEHHO TOJ HI Kapa
Aa MICAUM, 4e IIPU TaKOBa HallaJeHNe e Bb3MOXKHO ITbpKsaTa ,,CB.
Iletka Crapa” sa e mocTpagaa u mopaAu Ta3y IpMYMHa HaceA€HUEeTO
Aa s HapyU4a pa3TypeHa.

BeposiTHO crpagaTa He e B 400p0O CchCcTOsIHME A0 1866 T., KOraTo e
pPeMOHTHpaHa, 3a KOeTO ChbAMM OT CIIOMEeHaTNs B TeKCTa HaAINC Ha
emriopuATa®. He ca cbxpaHeHn cBegeHs 3a caeaBalllyiTe HIKOAKO
AecetnaeTns 40 camust Kpait Ha XIX B., korato K. Jpeuek criomeHnasa
MHTepHopa AaKOHUYHO®.

VcropuyeckuTe M3B0pU He OIMCBAT IIOYTY HUILO 3@ BLTPEIIHOCTTa Ha
Xpama 40 Ha4aa0To Ha XX B., koraTo E. CripocrpaHoB g0KyMeHTHpa
HAKO/AKO MKOHI'. ChbXpaHeHM ca CBe4eHIs, Ye B Hayaa0To Ha XX B.
Ha AeObpckus pezdap Visan Puannos e nopbyaHa nspadboTKaTa Ha
MKOHOCTAC 3a Xxpama®. B nepnoga 1934-1936 1. I1. Kymmaes ceBMectHo
c npo¢. TpaBHMIIKM Ch3JaBaT ceBepHaTa BXOAHA BpaTa Ha IIbpKBa-

26 Ilpunuckara e usnucana B pedHuk ot 3axapuit Kpyina, KoiiTo ce e nasea B Hayaa0To Ha XX
B. B yunauie , Vsan Jdenkoray”. Bx. Sprostranov 1906-1907: 2.

27 Mutafchieva 1977: 342; Ignatov 2002: 84-94; Manolova-Nikolova, Shivarov 2018: 72-86; Esmer 2009:
336-340.

28 Manolova-Nikolova, Zheleva 1999: 177-229; Valchinova 1999: 35-36.

29 Sprostranov 1906—-1907: 3-4.

30 Irechek 1899: 18-19.

31 Sprostranov 1906-1907: 3.

32 Boykina 2021; Boykina 2022: 70.
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Ta®. I1pes 1945 1., caea 6Gombapanposkute Hag Coduis, mpes3 1945 T.
ITbPKOBHOTO HaCTOSATEACTBO OTITyCKa CpeACTBa 3a yKpaca Ha XpaMma™
1 e 0OHOBeH nKoHocTackT oT Togop Xpucros Aumos?. Ilo-panHusr,
uspaboteH ot ViBan ®Puanros, e mpeMmecteH B mapakanca Ha CuHo-
AaaHata nnaaata ,,Cs. Iap bopucI Muxana”. B nepmnoga 1962-1964 r.
Ha I'1. Kymaes ca moppuann u gpara npockunnrtapus®. He e nussect-
HO KOTa U OTKbAe TOYHO Ca IOCTBIMAN UKOHUTE Ha ChBPeMeHHI s
MKOHOCTAC, a ¥ TO3M TeKCT He 1103B0AsBa 0ApoOeH aHaAM3, KOMTO
O1 0114 TeMa I10-O0IINPHO U3CAeBaHe.

I'pagoycrpoiictsennte ipomenu Ha rp. Copus ot Kpast Ha XIX B.
ca IIpU4YIHa 3a pa3pylllaBaHeToO Ha peAulia IIbPKBU B IleHTpalHaTa
rpagcka yact. LIppksara , Cs. Iletka Crapa” e ycrnsaaa 4a ycron Ha
MCTOpUYECKITe IIPOMEeHN. Y CUAMATa Ha €eHOPUsATa U IOYUTTa KbM CB.
Iletka EnmBarcka u cB. TepanionTuii HOCsAT Ha Xpama 400pu 40XOAM
1 OKa3BaT roAsIMO BAVISIHIE BbPXY AYXOBHISA XKUBOT Ha XPUCTUSHUTE
B Ipada 1 OKOAHOCTUTe. Makap 1 MaA00pOIHY, 3BOPUTE HI AaBaT
Bb3MOKHOCTTa Aa Ipuao0ueM IpejcTaBa 3a TOBa Kak ITbpKBaTa
,CB. Iletka Crapa” e onjeasiaa B IpoAbAKeHNe Ha HAKOAKO BeKa.
Or apyra cTpaHa, BBIIPOCHUTe OKOAO HeVHIsA I'bpBOHaYaleH 004K
U pa3dAMYHNTE eTaly Ha IIPeyCTPOIMCTBOTO I ca caMO IOBAUTHATH
B HaCTOSIIINS TeKCT, HO Te ITOKa3BaT, 4ye U B caMIsI LIEHTbP Ha CTO-
AMIIaTa Bce OIlle CBIeCTBYBaT ITaMeTHNUIIN, KOUTO TpsI0Ba ga ObaaT
110-200pe MPOYyYeHI.

33 AJocue Ha IleTsp Kymaes 8 CbX; [vanova n.d.: 288.
34 AA - Codus, §. 1100K, O11. 1, a.e. 23, 4. 12-13.

35 Angelov 1985: 12-13.

36 Ivanovan.d.: 278.
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St. Petka Stara Church and Its History During
the 19" and 20" Centuries

Maya Zaharieva
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The urban planning changes in Sofia at the end of the 19" century were
the cause of the destruction of several churches in the central part of Sofia,
but the church of St. Petka Stara has managed to withstand these historical
upheavals. Today, the church is part of the Holy Metropolis of Sofia build-
ing. The earliest records of it are preserved in writings of various genre
dating from the 16t — 19t centuries. Their authors usually only mention
the church’s existence without describing its architecture or its condition,
but in some cases, they also remark on the veneration of St. Terapontius of
Sofia, connected to the holy place. Analysis of various publications, archi-
val documents and photographs from the late 19t and early 20t century
provide more information about the history of the church. All of these
allow us to gain an insight into its architectural features, interior, as well
as into the veneration of St. Petka Epivatska and St. Terapontius and their
importance for the spiritual life of Christians in Sofia and its surroundings.
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